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Talbot Underwriting is delighted to be the sponsor of East Wing Nine: Exhibitionism at The 
Courtauld Institute of Art in Somerset House. We are extremely proud to be associated with and 
support this leading event within the contemporary art world. 

Organised entirely by the students on a purely voluntary and non-profit basis, with occasional 
support from the staff, the exhibition this year has a theme of ‘methods of display’ and features 
an exciting and varied range of pieces by international artists working in an eclectic mix of media. 
At Talbot, we believe in transparency – the transparency of our core service offering to our clients 
and others – we believe likewise that the exploration of both historical and conceptual arts of 
‘display’ reflects these core values and aspirations.

This year, the scope of the exhibition has been broadened even further and includes contribu-
tions from both aspiring artists and students such as Sophie Drew and Josef Sparrow as well as 
established artists such as Grayson Perry and Wolfe von Lenkiewicz. At Talbot we are firmly com-
mitted to the development and nurturing of talent through training and personal development 
of our staff. Our underwriting activities embrace a wide spectrum of corporate and commercial 
activities including insurance of works of art for galleries and collectors. In addition we are well-
known for our team’s innovatory solutions in a business environment. Such vision and creativity 
is at the heart of both our own workforce and is clearly the driving force behind the multitude of 
talents that help give this biannual event such vitality.

I trust that you will find East Wing Nine: Exhibitionism both thought-provoking and, of 
course, enjoyable and that through your support, like that of Talbot, you take some pride in the 
fact that you are contributing to the development and evolution of contemporary art as this event 
enters its second successful decade. 

Michael J. Belfatti 
Executive Vice President
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Introduction

I thought it immoral not to work among  
art while studying its history; frightening  
to contemplate the near future when  
Courtauld graduates were to be given  
curatorial responsibilities when many of 
them would have had no direct experience 
of contemporary art.” –Joshua Compston, 1991

“

Welcome to Exhibitionism, a show about the relationship between art and 
display. Our show is the ninth in the series of biannual East Wing exhibitions 
organised completely by art history students at The Courtauld Institute of 
Art. Named East Wing after the Institute’s location in Somerset House, the 
show was originally conceived as the ‘Courtauld Loan Collection’ by alumnus 
Joshua Compston in 1991.

Compston single-handedly secured funding and artworks to establish a 
greater dialogue between the Institute and contemporary art. Now the show 
has become a staple of the Courtauld student experience. Each successive 
committee is creatively autonomous and past shows have explored a range  
of themes such as time and urbanisation.

One of the key challenges for our committee was the space itself. The 
Institute’s spiral staircase leads to successive winding and beguiling corridors 
that resist obvious organisation. As a result we have sought to use the spaces 
to explore various types of display; some are historical, others conceptual. In 
either case, our aim is to introduce broad art historical concepts to our guests 
whilst presenting contemporary artworks that we are passionate about. As 
art history students, our understanding of contemporary art is necessarily 
informed by our own studies of the art of the past.

The show presents a fantastic opportunity for students to engage directly 
with the greater art world, acquiring skills that are fundamental for their 
future careers. For several months, East Wing Nine committee members have 
introduced and presented artists in between their studies, discussing their 
work with often furious intensity! The results of all these discussions  
are manifest here today.
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The Courtauld’s classicised foyer is a wonderful introductory space, 
articulating both prestige and intellectual endeavour. It invites challenging 
and intriguing dialogues with contemporary works. Nicola Hicks demon-
strates her ability to communicate the physical presence and personality of the 
animals that she studies. Black is proudly positioned in our central niche and 
hunches slightly, its character no less majestic or dignified. Hicks’ expressive 
use of plaster contrasts sharply with the smooth and self-contained casts that 
flank the central staircase. The contrast is apt, for Hicks believes that animals 
and humans are in tune with one another, though ‘human beings spend a lot 
of time denying it and battling with their intellect’.

Distributed to visitors by the foyer entrance is Adam Bridgland’s specially 
commissioned print All Our Riches, a work which dwells on the Victorian ob-
session with death, mourning and immortality. The Courtauld family wealth 
was accumulated through the textile industry, and here Bridgland reflects on 
the Institute’s history by employing his own motif of a black mourning crape. 
The piece leaves the viewer to contemplate the impulses that give rise to art.

Gerry Stecca’s use of clothes pegs in his sculptures elevates these typically 
domestic artefacts in the context of the classicised surroundings. The work 
soars from the lower ground floor and unites the successive corridor spaces. 
Stecca has used this highly adaptable medium in a variety of ways, from lining 
towering trees to making smaller more intimate works.

Taking a right turn at the central staircase will lead visitors to works by 
two more artists focusing on architectural space. Daniel Kelly’s paintings 
explore perspective, examining in particular the creation of receding spaces. 
The viewer is left to contemplate Kelly’s painterly affectation of architectural 
forms.

Ron Haselden has produced a site-specific work for the ground floor’s 
back staircase. Haselden is versatile in his use of media – scaffolding, light, 
string, video – and his principal concern is in drawing out the physicality of  
a space, exploring its effects on the viewer.

Starting at the top of the staircase, Haselden’s string threads through the 
outside of the banisters, spreading out at the base as if to anchor the space 
psychologically. This creates innate tension between an ethereal material and a 
‘permanent’ architectural space, a notion explored in many of the artist’s other 
projects.

For our student committee this show represents the most significant first 
step in our careers and is the most ambitious project that we have yet under-
taken. We are thankful to all the artists who have taken part and have made it 
such an enjoyable experience the whole way through.

A full list of sponsors can be found at the back of this exhibition guide, 
to whom we are indebted, for East Wing Nine would not have been possible 
without their combined support. The same applies to members of staff at The 
Courtauld Institute of Art, from whom we are fortunate to receive continuing 
support and encouragement. We hope that you enjoy your visit.

Tiernan Morgan
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Nicola Hicks, Black
Plaster and straw, 2008
(Photo courtesy of P. Tucker)

Adam Bridgland, All Our Riches
Specially commissioned lithograph, 2010
(Photo courtesy of the artist/TAG Fine Arts)

Gerry Stecca, Cocoon series (detail)
Clothespins, wires, screws, 2009
(Photo courtesy of the artist)

Daniel Kelly, I See It All Now 
Paint on paper, 2009
(Photo courtesy of the artist)

Ron Haselden, Study for The Fan 
Trawlerman’s cord and steel plate, 2009
(Photo courtesy of the artist/DOMOBAAL)

Introduction Plates
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Distance and Illusion

What then is the aura? A strange tissue of 
space and time: the unique apparition of a 
distance, however near it may be.”  
–Walter Benjamin, The Work of Art in the Age of 
Mechanical Reproduction, 1936

The works of art in this room simultaneously frustrate and incite our desire 
for closeness and intimacy. They evoke a sensation of distance to generate 
an aura of reverence and mystery.  Austin Cole’s cast cement books and Kal 
Khogali’s photograph of a wall confront us with impenetrable surfaces. Susan 
Fenton’s pictorial frames and Tracy Satchwill’s theatrical dioramas call atten-
tion to the barrier between fiction and reality. Each of these artists explores 
the psychological tension between access and limitation. Their works inter-
weave presence and distance. Cultural critic Walter Benjamin defines the web 
of space and time between a work of art and its public as the ‘aura’. According 
to Benjamin, the aura is an enduring quality of art with roots in the classical 
and medieval past when art was intimately tied to ritual, magic and religion. 
Ancient Greek priests concealed cult statues of gods in the cellae of their tem-
ples. Medieval clerics covered icons of the Madonna on the altars of Catholic 
churches. The inaccessibility of these holy objects ensured their elevated 
status. With the decline of cult worship during the Renaissance, the aura of 
art shifted from a reverence for the religious icon to a reverence for the unique 
beauty and originality of a work of art. The newfound emphasis on authentic-
ity prompted the subsequent birth of the Salon, the museum and the gallery. 
These exhibition spaces established critical distance and secular reverence by 
elevating the original work of art with frames and plinths. The contemporary 
works of art in this room internalise the sensation of distance; it is not a prod-
uct of exhibition but an inherent quality of the works of art themselves.

The textured exteriors of Austin Cole’s cast books recall not only the 
weathered exteriors of antiquarian books and heirloom photographs, but 
the rough surfaces of tombstones and the monumental stones of prehistory. 
They are talismanic and spiritual. By casting them in cement, Cole has frozen 
his books in time, and transformed their content into a distant memory. 
Some are closed; the faint text printed on the surfaces points towards what 
we believe but cannot confirm to be inside. Others are open and display 

“
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disintegrating family photographs. These photographs reveal the unique and 
personal history of each book. Over the ages, people have preserved important 
drawings, prints and photographs by pasting them inside the hard bindings of 
books. However, the photographs fixed within Cole’s books are decaying; the 
identities of the figures are barely recognisable. Decay renders time visible. It 
is a material manifestation of distance, loss and absence. Although books have 
occupied a sacrosanct position in our culture as the repositories of memory 
and knowledge, the digitalisation of culture has resulted in the increasing ir-
relevance of the physical object of the book. Cole’s cement tomes are memori-
als to the printed word; however, the origins of these relics are ambiguous. 
Are they empty carcasses left over from a bygone era? Or, are they material 
premonitions of the fate of books in the Information Age?

Kal Khogali’s When I Am Watching Paint Peel, Charleroi confronts the viewer 
with a deteriorating wall. Evoking the architectural trompe l’oeil wall paint-
ings of Renaissance and Baroque palaces and churches, it tricks the eye into 
mistaking the photograph of the peeling wall for the wall upon which the im-
age hangs. By relating the scale and motif of the pictorial space to the physical 
space of the viewer, trompe l’oeil painting deceives the eye; it fools us into 
confusing representation with reality and illusion with truth. Renaissance and 
Baroque architecture incorporated this device onto the ceilings of palaces and 
churches to extend the space and create the illusion of a deep recession, heav-
enly sphere or open sky. Although Khogali employs the illusionistic devices of 
trompe l’oeil painting, his photograph of the peeling wall does not extend the 
space of the room, but contains it. It presents a visual barrier. The solid surface 
of the wall prohibits viewers from losing themselves in the photographic 
illusion of reality. It summons us into the present and draws attention to the 
haunting beauty of the wall’s decaying facade. The peeling paint fragments the 
flat expanse of the wall and marks the passage of time, inviting us to meditate 
on the marriage of space and time, intimacy and distance.

The pictorial frames and body coverings in Susan Fenton’s hand-painted 
photographs dissociate her figures from the temporal realm. The floral frame 
in Pink Hat, Mask and Frame recalls the floral garlands that were inserted 
around Catholic icons after the Reformation. Churches introduced these 
frames to emphasise the materiality of the paintings and indicate the ap-
propriate level of remove between the sacred and temporal realms. Fenton’s 
pictorial frames create a similar emotional and physical distance between the 
viewer and the framed figure. In Black Gauze, Draped Arm, Fenton encircles 
the figure with a thin metal coil and rectangular paper frame. However, the 
apparition of distance in this photograph is disturbed by the figure’s draped 
arm, which appears to emerge out of the pictorial plane into the space of the 
viewer. This is nothing less than a crack in the barrier between fiction and 
reality. The figures in Fenton’s photographs are smooth-skinned and flaw-
less, appearing at first like dolls or mannequins. Masks and blindfolds hide 
the figures’ eyes from view, concealing their identity and harnessing their 
freedom. Their obscured vision calls attention to our own engagement in the 
act of looking. The viewer is placed in a position of privilege and power over 
the framed figures. Their downward-tilted faces emphasise their subservience 
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and passivity. Fenton’s figures are reined in by the fiction of the photographs, 
trapped behind the pictorial frames and transformed into types by their masks 
and head coverings.

Tracy Satchwill’s excerpts from The Life of  Marie Antoinette present fan-
tastical episodes of whimsy and splendour. Composed of a combination of 
illustration, collage, photography and found objects, Satchwill’s three-dimen-
sional toy theatres are intricately composed scenes of artifice. First invented 
as advertisements for playhouses, Victorian Toy Theatre quickly assumed a 
private role independent from the public stage. Toy Theatre brought drama 
into the middle-class home, allowing children and adults informally to direct 
their own plays. Satchwill reinvents this Victorian tradition to illustrate 
historical narratives. Her contemporary toy theatres are frozen in time, thus 
removing the element of personal agency and continuous movement from the 
dioramas. This removal of viewer interaction is fitting for illustrating the story 
of Marie Antoinette, who was notorious for her obliviousness to the common 
man. Furthermore, the bright colours and elaborate decoration of Toy Theatre 
wittily captures the French Queen’s signature love of ornament and spectacle. 
By representing historical events as theatrical scenes, Satchwill calls attention 
to the manner in which we perform history. By translating real events into 
stories, historians blur the line between truth and fiction.

 In our age of instant access, we no longer accept physical distancing as 
a strategy for psychological elevation. The price of seeing and knowing eve-
rything has been precisely the loss of spiritual and ritual mystery. The artists 
represented in this room resist the present-day desire for proximity and im-
mediate understanding. Walter Benjamin argues that it was the popularisation 
of reproductive media such as photography and film that ruptured the link 
between art and ritual. Each of the present works utilises photography, while 
maintaining a compelling presence, thus posing a challenge to Benjamin’s 
contention that photography eliminates the aura of art. The represented artists 
employ the medium to evoke the sense of physical decay and spiritual distance 
that was present in art of earlier periods. The works of art in this room prove 
that it is the treatment of the medium and not the medium itself that deter-
mines a work of art’s ability to evoke reverence.

Mia Curran
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Austin Cole, Library (detail)
Cement cast, 2007
(Photo courtesy of M. Misniakiewicz)

Kal Khogali, When I Am Watching 
Paint Peel, Charleroi
Archival digital photographic print, 2008
(Photo courtesy of the artist)

Susan Fenton, Pink Hat, Mask and Frame 
Hand-painted gelatin silver print, 1999
(Photo courtesy of the artist)

Tracy Satchwill, Party 
Photography and mixed media, 2009
(Photo courtesy of the artist)

Distance and Illusion Plates
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The Academy Hang

A visual spectacle, it was dazzling: the  
Salon carré of the Louvre – the vast box of 
a room which gave the exhibition its name 
– packed with pictures from eye-level to the 
distant ceiling, the overflow of still-life and 
genre pictures spilling down the stairwells 
that led to the gallery; an acre of colour, 
gleaming varnish, and teeming imagery in 
the midst of the tumble-down capital.”  
–Thomas Crow, Painters and Public Life in Eighteenth-
Century Paris, 1985

The exhibition space described by Thomas Crow in his intro-
duction to Painters and Public Life in Eighteenth-Century Paris is the 
basis of East Wing Nine’s Academy Hang. The biannual Salons 
of the eighteenth and nineteenth centuries constituted the first 
organised and institutionally sanctioned public displays of art. 
By 1737, they were a well-established social and cultural event in 
Parisian public life, and in 1780 the first Royal Academy exhibi-
tion was held in Somerset House in London. Both the Paris and 
London displays offered the public a truly spectacular abundance 
of exhibits, hung from floor to ceiling in an overwhelming mo-
saic of subjects, colours and gilded frames. Academic juries and 
hanging committees made all the curatorial decisions, but it was 
soon apparent that the public adopted a critical voice of its own 
– one that eventually came to threaten the authority of academic 
conservatism. East Wing Nine’s Academy Hang seeks to engage 
with the history of this method of display in the very building 
that first housed the Royal Academy exhibitions.

When looking at the contemporary re-imagining of the 

“
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academy hang, it is difficult not to think of the networks of power that once 
dominated this kind of display. Traditionally, genres were divided into differ-
ent ranks of prestige – still lifes, animal painting and landscapes were consid-
ered of lesser artistic value than genre scenes, portraiture and history painting. 
The hierarchy of genres had a decisive effect on how works were hung. Grand 
history paintings commanded the space because of their size, prestige and 
hanging. Established academicians would ensure that their works were well 
hung, while their younger pupils might be less fortunate. Another important 
factor was the royal patronage of the academies – political statements made 
through painting had to conform to official policy. Tensions between academi-
cians, artists and increasingly disgruntled critics culminated in the tumultuous 
Salons of the late eighteenth century. Radically restructured and democratised 
in 1793, the Salon played a pivotal role in both the art and the politics of the 
French Revolution.

The artist as a creative individual seems easily forgotten in this machin-
ery of power relations. As early as 1799, Jacques-Louis David took matters 
into his own hands and exhibited The Intervention of  the Sabine Women for an 
entrance fee in his own studio. The second half of the nineteenth century saw 
similar ventures: Gustave Courbet exhibited works in his self-styled Pavilion 
of Realism, a shed erected outside the Salon-like Exposition Universelle of 
1855. The Impressionists showed their works in independent exhibitions 
throughout the 1870s and 80s, and the fin-de-siècle saw an eruption of 
independent salons and gallery shows. As a backdrop to this development, 
the presence of the official Salon seemed to stand for all that the avant-garde 
was not. Émile Zola’s evocation of the late nineteenth-century Salon in his 
1886 L’Oeuvre demonstrates how the display had ceased to serve the purposes 
of the early avant-garde. In a heart-rending scene, we feel the bitter disap-
pointment of the painter protagonist Claude Lantier as he finds his painting 
carelessly hung and unnoticed by the public. The work is not even ridiculed 
for its progressive execution – it is simply overlooked. Of course, the art of the 
early avant-garde was radical in ways the scope of this essay prevents me from 
exploring, but we must not forget that their rejection of Salon display was 
equally ground-breaking.

Despite its connotations of superannuated hierarchical structures, the 
academy hang has a place in contemporary curating. Most often, it is em-
ployed when displaying eighteenth- and nineteenth-century art, but exhibi-
tions like Highlights, opened at the National Gallery of Denmark in 2007, 
have used the academy hang as a platform for curatorial experimentation.  
The works shown in Highlights were part of the museum’s permanent collec-
tion, and would normally be displayed chronologically. The academy hang  
did not only create fascinating dialogues between old and new, but also 
disrupted conventional templates of display by dissolving chronological 
narratives and groupings based on schools. In East Wing Nine, all works 
are contemporary. This re-imagining demonstrates how much has changed 
since the late nineteenth century, but also asks if some of the power relations 
mentioned above are still relevant today. How, for example, do contemporary 
artists negotiate with the ‘old masters’ of art history? Can one still speak of 
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student/teacher rivalry versus loyalty to tradition?
In Wolfe von Lenkiewicz’s Great Deeds Done to Men/Eden, this question 

seems particularly relevant. Goya’s Great Deeds Against the Dead (c. 1810s) and 
the Chapman brothers’ 1993 staging of the same work are clearly cited, but 
the mutilated bodies are restored and depicted as if alive. One of the bodies 
is now female, and takes on the pose of Eve – conventional iconography is 
literally turned upside down. David Begbie’s suspended torsos also point to 
academic conventions. Canonical sculptures like the Belvedere Torso were 
frequently used and seen as ideal models for academic painters. However, 
Begbie’s torsos are made using wire mesh, and light shining through them 
casts shadows that alter the surrounding space. They are not classically self-
contained – our gaze is allowed to penetrate them.

Both Olivia McEwan’s Untitled (Thread) and Jackie Langfeld’s Paper Warrior 
Series I (I-V) can be seen as contrasts to academic attempts at monumentalisa-
tion. In her work, McEwan uses unconventional media such as animal blood 
and wine. Consequently, hues and textures undergo gradual changes long after 
the execution of the work. The raggedy, recycled cardboard used by Langfeld 
also emphasises the futility of the physical work of art as a lasting representa-
tion. By ‘letting loose’ wildlife in recognisable museum spaces, Karen Knorr’s 
photographs similarly act to undermine the sacrosanct aura of monumental 
art institutions.

Finally, East Wing Nine has made an open call for submissions to the 
Academy Hang. Although these works cannot be illustrated in the catalogue, 
they are largely responsible for the full effect of the display. The result is 
indeed a visual spectacle, but avoids any privileging of some artists or genres 
over others. As visitors walk up the back staircase of the east wing, their eyes 
are allowed to wander along the full height of both walls – the works right 
under the ceiling are just as accessible as those on the ground floor.

Kristina Rapacki
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Wolfe von Lenkiewicz, Great Deeds 
Done to Men/Eden
Copperplate etching, 2009
(Photo courtesy of the artist)

David Begbie, Iconii
Steel mesh, 2009
(Photo courtesy of J. Hardy)

Olivia McEwan, Untitled (Thread)
Oil and mixed media on canvas, 2009
(Photo courtesy of the artist)

Jackie Langfeld, 
Paper Warrior Series I (II) (detail)
Willow, steel, card, 2008
(Photo courtesy of the artist)

Karen Knorr, Natural Selection
C-type photograph, 1998
(Photo courtesy of the artist)

The Academy Hang Plates
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Reproduction

Fragmented views of reality regroup  
themselves into a new unity as a separate 
pseudoworld that can only be looked at. 
[…] In the spectacle, the real world is  
replaced by a selection of images which are 
projected above it, yet which at the same 
time succeed in making themselves regarded 
as the epitome of reality.” –Guy Debord, 
Society of the Spectacle, 1967

The omnipresence of images is characteristic of our times. Through the 
invention of photography, art entered the age of mechanical reproduction as 
described by Walter Benjamin. The impact of the ability to reproduce – to 
substitute ‘a plurality of copies for a unique existence’ – was tremendous. The 
proliferation of pictures in today’s digital era is unprecedented; the impact of 
this is particularly important if we regard images as the foundation of popular 
culture. To realise the extent to which images influence our vision of the 
world, it is enough to think about the relation between original and reproduc-
tion; out of all recognisable images we encounter every day, how many have 
we actually perceived in flesh? From exotic landscapes to celebrities, nearly 
everything is seen as its reproduced image. Reproductions constitute ‘a world 
that can only be looked at’, turning life into a visual ‘spectacle’. Debord’s 
concept of the society of the spectacle seems even more pertinent now than it 
was in 1967.

Adam Bridgland’s print playfully juxtaposes a movie camera with text; the 
symmetrical division of the work suggests that they are of equal importance. 
By referring to another important technological mass-medium – cinema – he 
questions the role of popular art. The statement promises to fulfil the public’s 
desires, as if the condition of success was to please the spectator. Thus it leads 
to the question of artistic freedom and the adequacy of the artist’s role as an 
entertainer. Bridgland’s print points to the question of the power dynamic 

“
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between image and mass public. How does the image change the perception 
of the audience and how does the public influence the image?

Reproduction of artworks changed the study of art itself. Some suggest 
that for the discipline of art history, the wide availability of images follow-
ing their technological reproduction was comparable to the invention of the 
printing press. It meant not only the democratisation of the study of art, but 
also the development of a widespread system of visual communication. Ap-
propriation in the visual arts – an intentional incorporation or manipulation 
of an existent image into one’s own artwork – became an important aspect of 
post-modern discourse. Through immediate reference to other artworks, new 
meaning is produced. Appropriation uses – among other practices – decon-
textualisation and insertion into a different interpretative frame or manner of 
display. Nowadays, thanks to digitalisation and the Internet, we have a chance 
to look at nearly any work of art. Or more precisely, its reproduction. 

Uwe Wittwer uses images of famous paintings found on the Internet 
and inverts the original into its negative. His inkjet prints are thus formed 
upon a triple reproduction. The decoding of a visual system – in particular 
the ability to recognise an artwork – is crucial for understanding Wittwer’s 
work. Although the piece can be admired purely for its aesthetic beauty, it is 
only through comparison with the painting that alterations can be detected. 
Wittwer’s contemporary take on a family portrait disrupts the original com-
position and drastically alters the work’s meaning through the effacement of 
the father. Thus, an image appropriated into another artwork constitutes the 
semantic basis upon which new meaning is generated; the multiplication and 
manipulation of an image, as well as the alteration of the social and spatial 
context, provide new possibilities of reading and interpretation. 

Today, images are encountered nearly everywhere and frequently the set-
ting in which we see them influences our recognition of them as either ‘high’ 
or ‘low’ art . Roger Ballen’s photographs offer an oneiric vision of the world 
where it is impossible to discriminate facts from fiction. Any attempt to do 
so is futile; instead, one should concentrate on the way of seeing offered by 
the artist; one that changes the scene depicted into a psychological study. 
This points to the important question of looking at art: should art stimulate 
a different manner of looking or should it perhaps be looked at differently? 
Another dimension to this issue may be added by the fact that Ballen himself 
displaces his art from its institutional contexts. Ballen’s renowned photogra-
phy books reproduce his original artworks and allow for their wider dis-
semination. Moreover, they question the notion of the exclusive status of art 
ownership as the market value of the original artwork far exceeds the price of 
a mass-produced art book. By doing this, Ballen not only helps to democratise 
his art – in making it widely available – but also offers it as a more accessible 
commodity. 

Comic books enjoy a double existence within the realms of what may 
be, perhaps anachronistically, termed fine art and popular culture. They also 
occupy an ambiguous position between narration and visual representation, 
which leads to the question of how meaning is generated. The inner dynamic 
of the comic book – a tension between verbal and visual signifiers – reflects 
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the issue of the subordination of one sphere to the other.
As the basis of his work, Josef Sparrow uses generic comics from the 

seventies, from which he cuts out every text box. In consequence the book is 
deprived of textual narration. Moreover, as the cutting affects both sides of the 
page, the images are similarly distorted and illegible. Such a deconstruction, 
or destruction, of coherent form into scraps and traces of meaning questions 
the self-sufficiency of formal elements. 

Kerry James Marshall’s ongoing project RHYTHM MASTR is a comic 
book series in which he re-writes the history of African-American culture. 
This has been the subject of frequent exclusions and prejudices. Through the 
employment of a popular format he not only relates to the mass-attention it 
often generates, but also to the nature of the medium itself. Comics frequently 
harbour stereotypical characters and simplistic messages. Challenging the 
artistic form that tends to discriminate in order to re-define the past – and the 
present and future in consequence – can be seen as an act of appropriation.  
In contrast to Wittwer’s approach, it is not the particular that is reworked,  
but the whole system of visual communication and meaning employed by 
comic books.

Similarly, in his Penguin book series Harland Miller’s choice to incorpo-
rate the cover format and logo of the famous publishing house is not acci-
dental. The company’s goal was to produce cheap, widely available copies of 
seminal works; thus the notion of the dissemination of art and ideas is crucial 
here. At times, Miller refers to famous writers and creates titles of non-existent 
books, or he signs them with his own name. Statements and imaginary titles 
may be sardonic, vulgar, melancholic or all of these at the same time. Through 
the ironic use of the proper names of iconic writers, he challenges their body 
of work through attributing new meanings to it. Miller inscribes himself into 
the schema of ubiquity in order to promote his individual message. 

In this room, the tension between the plural and singular, mass and 
individual, unique and reproduced is pertinent. If we agree that the society we 
live in is in fact a society of spectacle – a world of appearances – it becomes 
clear that strategies of appropriation and reproduction in art are crucial for 
establishing its validity. The relations between the act of looking, reproduction 
and art constitute a central element of the visual culture of our times.

Malgorzata Misniakiewicz
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Roger Ballen, Ape Skull
Digital print, 2002
(Photo courtesy of the artist/Hamiltons Gallery)

Uwe Wittwer,  
Family after Gainsborough, negative
Inkjet on paper, 2009
(Photo courtesy of the artist/Haunch of Venison)

Adam Bridgland, If I was an Actor
Screenprint and enamel on Somerset paper, 2009
(Photo courtesy of the artist/TAG Fine Arts)

Josef Sparrow, Babel (detail)
Three comics from the 1970s, 2008-2009
(Photo courtesy of the artist)

Reproduction Plates
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Kerry James Marshall, Dailies from 
RHYTHM MASTR (detail)
Inkjet print on paper, 2009
(Photo courtesy of the artist)

Harland Miller, Saturday Nights 
Alright for Writing
Oil on canvas, 2008
(Photo courtesy of S. White/White Cube Gallery)
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Other Men’s Flowers

I have gathered a posy of other men’s  
flowers and nothing but the thread which 
binds them is my own.” –Michel Eyquem de 
Montaigne, Essais, 1580

Other Men’s Flowers is a portfolio of nineteen text-based prints curated by the 
late Joshua Compston, founder of the East Wing Collection. The portfolio 
was produced in collaboration with The Paragon Press and was first exhibited 
on June 23rd 1994 in an abandoned saw mill on Coronet Street near Hoxton 
Square. Subsequently, the series was shown at Factual Nonsense, an exhibi-
tion space founded by Compston in 1992 following his graduation from 
The Courtauld Institute of Art. It is believed that East Wing Nine is the first 
instance in which the entire series has been exhibited together in London 
since the original show. Here the portfolio is displayed alongside a text-based 
installation by the Belgian artist Fred Eerdekens.  

The title of the Other Men’s Flowers portfolio is taken from that of the war-
time poetry anthology of A.P. Wavell (published 1944), itself derived from 
Montaigne. The quotation is an apt metaphor for the act of curating, where 
the ‘flowers’ are works of art and the curatorial scheme is the ‘thread which 
binds them’. The inclusion of Other Men’s Flowers as the centrepiece of Exhibi-
tionism is a homage to Compston, and Montaigne’s words serve as an overarch-
ing metaphor for the theme of the entire show: methods of display. Each print 
in the portfolio measures 47 by 61 cm, and was intended to fit to the brief 
that Compston described in a 1995 interview with Adrian Glew:  

The piece of string was very long indeed. I explained to them that 
text could cover advertising, mathematical formulae, religious 
treatises, calligraphy, slang, borrowed texts, etc., etc. Though there 
were indeed technical limitations to the nature of letterpress print-
ing, the thing would work much better fundamentally as one unit, 
as a law unto itself if it was restricted to letterpress printing [...] a 
standard size was set by myself based on that size being most attrac-
tive and comfortable to the eye; a standard size of 47 x 61 cm. 

“
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Only nine of the fifteen artists involved adhered to using the letterpress 
method. Of the remaining prints, one is a lithograph, one a monotype and 
four are screenprints. Some prints are landscape whilst others are portrait, 
and various types of paper have been used. This flexibility of brief and the 
resultant individuality of the works produced is typical of the ideas of Factual 
Nonsense.

Montaigne’s metaphor is also particularly relevant to a largely text-based 
portfolio and the text-based installation of Eerdekens as a ‘flower’ is an old-
fashioned term for a phrase or verbal ornament. The prints in the series all 
focus on text rather than image, with the exception of the contribution of 
Angus Fairhurst, whose work It’s OK is a cartoon strip of three scenes. The 
first and last show a man in the mouth of a giant fish, whilst the middle scene 
shows the man sitting face-to-face with the fish, captioned ‘It’s OK’. This 
structure of repetition and use of jokes is typical of Fairhurst’s work, which he 
has described as puncturing a parallel world by the inclusion of punch-lines.  

The prints that exclusively employ text, however, are incredibly diverse. 
Helen Chadwick used a stylised version of her own handwriting in the design 
of her Surrealist sentiment, AdoreAbhor, in which the mathematical symbols 
for ‘greater than’ and ‘less than’ are evoked through the slanting, mirror-like 
orientation of the text, and through the pattern which is created by the slop-
ing text in the smaller font at the top and bottom of the print. Sam Taylor-
Wood’s print Cunt uses a gothic font, and is characteristic of her early nineties 
work. Tracey Emin produced the essentially autobiographical lithograph For 
Joseph Samuels, which describes her relationship with a young black boy and his 
tragic death. Gary Hume’s work Aaappy is playful and childlike in its appear-
ance – yellow letters and turquoise doodles on a red background – and seems 
to say ‘happy’ in a south-east vernacular. Don Brown’s Passengers, a single 
narrow column of text in which groups of people are listed, links to his other 
work, exploring generalised categories of people through portraiture. Sarah 
Staton produced I Walked the World, which uses text in primary colours within 
black boxes on a white background to create a series of political statements. 
Itai Doron’s Figment is a letterpress print of a star with the word ‘figment’ 
layered on top of it in a futuristic font. Mat Collishaw’s Lady Chatterley’s Lover 
is an excerpt from D. H. Lawrence’s book embossed onto the paper using 
inkless letterpress printing. The ‘invisible ink’ effect alludes to the scandal that 
the book originally caused. Stuart Brisley’s Working Men of  All Countries, Unite! 
features a Marxist slogan below a series of seemingly random combinations of 
letters and numbers in the style of a typewriter. Gavin Turk created the screen-
print Wouflink which uses a made-up word to create a kind of catchphrase, 
and appears to be printed in glow-in-the-dark ink evoking the Young London 
of the nineties. Max Wigram created the print Charnel which imitates the logo 
of the French fashion house Chanel, whilst simultaneously evoking thoughts 
of death and destruction. Andrew Herman’s Aargh! parodies news-stand 
headlines, while Liam Gillick used the project as an opportunity to create the 
poster for his animated film McNamara. Henry Bond’s Monaco appropriates 
text from a travel magazine, which describes the luxury and glamour of the 
Mediterranean country.  
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The four introductory prints, OMF, An Introduction, Keep Out and the title 
page were all produced by Joshua Compston. They feature iconic images such 
as the ‘Duchamp hand’ in An Introduction, the 1960s foot-and-mouth posters 
appropriated for Keep Out, and the equally iconic images of the individual 
signatures of the participating artists on the title page.  

As Compston later reflected, the prints fit into distinct natural ‘types’.  
Stuart Brisley’s and Don Brown’s prints both feature the same motif of a 
central block of text, Andrew Herman’s and Max Wigram’s prints both have 
a dialogue with ‘Pop’, and Compston’s four prints serve to introduce the 
portfolio.  

In Exhibitionism, all of the prints are displayed draped in black silk for 
conservation reasons. The act of approaching and uncloaking each print can 
be compared to opening a book, seeing a text unfold and engaging intimately 
with it. While the drapery reminds us of the passing of time – the prints are 
much more delicate now than 15 years ago – it also draws our attention to  
the importance of the interactive gestures exchanged between curator and 
audience. This act of display as a means of engaging with the works is similar 
to techniques used in the work of Fred Eerdekens. Eerdekens shapes copper 
wire to create seemingly incomprehensible forms – it is not until light is cast 
onto the structures that text appears in the shadows.

The letterpress technique is a form of relief printing where a piece of paper 
is pressed onto pre-inked type, and the Other Men’s Flowers series was printed 
by Tom Shaw and Simon Reddington, who had printed previous posters for 
Factual Nonsense. 

Other Men’s Flowers exists in two forms: one, a portfolio edition of 50 
copies; and the other, a book edition of 100 copies. Quotations are taken 
from Joshua Compston’s interview with Adrian Glew for Zing Magazine in 
1995. All other information from Jeremy Cooper, The Art of  Factual Nonsense 
(London, 2000), Elizabeth Manchester at Tate, and documents in the Tate 
and East Wing Collection archives.  

Lucinda Jackson
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Joshua Compston, Title Page
Letterpress print, 1994 

Joshua Compston, OMF
Blue letterpress print frontispiece, 1994

Joshua Compston, An Introduction
Letterpress print, 1994

Joshua Compston, Keep Out
Letterpress print, 1994

Angus Fairhurst, It’s OK
Print on paper, 1994

Helen Chadwick, AdoreAbhor
Print on paper, 1994

Sam Taylor-Wood, Cunt
Print on paper, 1994

Other Men’s Flowers Plates



46

Tracey Emin, For Joseph Samuels
Print on paper, 1994

Gary Hume, Aaappy 
Print on paper, 1994

Sarah Staton, I Walked the World
Print on paper, 1994

Don Brown, Passengers 
Print on paper, 1994

Stuart Brisley, Working Men of 
All Countries, Unite! 
Print on paper, 1994

Itai Doron, Figment
Letterpress print, 1994

Mat Collishaw, Lady Chatterley’s Lover
Letterpress print, 1994
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Gavin Turk, Wouflink
Screenprint, 1994

Liam Gillick, McNamara
Print on paper, 1994

Andrew Herman, Aargh!
Print on paper, 1994 

Henry Bond, Monaco
Print on paper, 1994 

Max Wigram, Charnel
Print on paper, 1994

(All photos courtesy of Charles Booth-Clibborn/Paragon Press)

Fred Eerdekens, Minimum
Aluminium and spotlight, 2004
(Photo courtesy of the artist)
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The Private Collection

A room reserved as a private retreat for the 
master of the household, and used to house 
his books, his papers and his personal col-
lections of objects of price and antiquity. 
The ideals it embodied then were those of 
quiet study and contemplation, in a retreat 
undisturbed by the world.” –R.W. Lightbown, 
Mantua, 1986

This quotation refers to the fifteenth-century ‘studio’ and its integral con-
nection to privacy and learning. East Wing Nine’s Private Collection initiates a 
consideration  of such traditional personal spaces in terms of contemporary art. 
This tension between contemporary collections, a place of contemplation and 
a public exhibition creates a dialogue of juxtapositions. Moreover, the intima-
cies of the objects are amplified by the inclusion of furniture, which evokes the 
interior of a private collection within a public space. Issues of how to display 
a contemporary collection effectively become intensified within a historically 
idiosyncratic space.  

This method of display explores how the physical context affects artwork. 
Here, the intertwining of an educational private space and a public exhibi-
tion is discussed through the hanging of the work, where the classroom setting 
impinges on how artworks are shown and ultimately shapes curatorial deci-
sions. Private collections have been an element of education for centuries, 
and within this room we are addressing this history by creating an exchange 
between traditional teaching spaces and contemporary artworks. Although a 
private collection has an elitist rhetoric, we are questioning this by creating our 
own, which is open not only to Courtauld students but, at times, the public. 
This conceptual method of display has extended into the physical hanging of 
the works. Categorisation, for example, has been conventionally at the core of 
private display; however, this room has departed from classification as there 
are problematic issues concerning uses of the space. Instead this arrangement 
emphasises the works’ centrality to learning, in terms of offering viewpoints of 
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various academic disciplines, societies and cultures. For example, Ali Omar 
Ermes’ calligraphy piece The Sixth Ode is the first of a series of seven works 
which delve into the poetry of Al Muallaqat and create a relationship between 
Arabic literature and art. Set in this room it opens the space of learning into 
a global sphere, whilst reversing normative western private collections. Here, 
contemporary art can be discussed in terms of its cultural and visual relation-
ship to the contexts of public and private learning.  

This room functions as a modern re-imagining of a connoisseur’s pri-
vate study, and consequently questions the way viewers engage with the art. 
Within a quasi-private space the artworks are released from their institutional 
frameworks; instead an interchange is created here, where the viewers engage 
with the works in a more informal and playful manner. East Wing Nine at-
tempts to create a diverse space that combines this with the ideals of a place 
of contemplation. Dia al-Azzawi’s painting is usually displayed within private 
collections and highlights how such a setting is subjective – the collector is at 
the same time the curator and the viewer. When the Private Collection is not in 
fact private but partly public this intimate relationship is widened and causes 
each individual to consider the artwork not as an individual’s property but 
as a public image. This, however, is juxtaposed with the theme of familiarity 
and closeness, which is enhanced by the inclusion of home furniture. The fire-
place, although cold and without fire, establishes the space as more domestic 
than traditional interiors of galleries. It is reminiscent of private collections 
that have been converted into public spaces and alludes to the study as a place 
of comfort and escape. Whilst this feeling remains, East Wing Nine wants to 
create a contemporary collection within this space where the collector is an 
ever-changing, fluid and multifarious body of people.

Portraiture is an established art form, which is often found both in private 
collections and the public arena. The Private Collection displays how portraiture 
can alter in terms of its spectator – simultaneously, it is intimate yet formal, 
private yet public. Adam Birtwistle experiments with the genre of portrai-
ture to create a contemporary image. In other words, the images created in 
gouache on linen paper reinterpret historical personal collections. However, 
within the student-inhabited room this raises problematic issues. How does 
contemporary art created for private viewing translate into a public exhibi-
tion? These portraits consider how a subject wishes to be portrayed in a wider 
context, or how the public wishes to understand them; yet, if they are re-im-
agined in a more domestic setting the boundaries between the private subject 
and the public are blurred. This room does not arrange portraiture in terms of 
status and power, but is instead a more individualised display of a traditional 
genre in terms of contemporary art practice. When this room functions as 
a private space of reflection the intricate details of each brushstroke create a 
dialogue with every student, whereas when it is opened to the wider public 
an account of the contemporary art world and its larger discourses can be 
considered. In this sense, this display creates a two-fold effect where one can 
experience diverse functions discovered through the exploration of traditional 
media in atypical spaces.  

The Private Collection investigates how collections have shaped the teaching 
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and studying of art history. In this sense, East Wing Nine comments on its 
own history as well as the multiplicity of methods of display. Moreover, the 
tension between private and public is reflected in terms of the space as one of 
teaching and learning. Artworks within this room relate to the student on an 
everyday basis in terms of teaching spaces – individually the artwork prompts 
contemplation as a background to wider discussions on art and art history. 
However, when the exhibition is opened to a wider public the artworks 
promote an impression of learning; the relationship between the hang of the 
works and the paintings themselves do not direct a lesson but create an open 
sphere for the public simply to pause and consider. 

Oliver Clegg’s Never Odd or Even focuses explicitly on the theme of growth 
and development, beginning with the act of painting on a panel constructed 
of dismantled Victorian dowry chests. The image of a timeless woman ten-
derly holding a child’s toy creates a tension between womanhood and child-
hood. The pure white of her dress could be understood, in connection to the 
material of a dowry chest, as a suggestion of her purity; yet, in a contemporary 
display within The Courtauld perhaps it is a blank space in which students 
can place their own thoughts and narratives of development. Could she be 
carefully feeling towards her future, or simultaneously back to her own child-
hood? This ambiguity is dealt with through the spaces between thin grounds 
of paint and the highly stylised completed figure. This contrast suggests the 
gaps in which a child, or any person, can grow. As curator, East Wing Nine 
stages an architectural rhyme to this painting, as through the arrangement of 
paintings we shape our own spaces of learning, and comment implicitly on 
contemporary methods of display. Ultimately, the Private Collection shows how 
contemporary art can simultaneously converse with the private viewer and 
with the wider audience.

Meghan Goodeve
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The Private Collection Plates

Ali Omar Ermes, The Sixth Ode
Acrylic on paper, 1993
(Photo courtesy of the artist)

Oliver Clegg, Never Odd or Even  
Oil on dismantled Victorian dowry chest, 2009
(Photo courtesy of the artist)

Adam Birtwistle, Janacek
Tempera and gouache on paper, 2001
(Photo courtesy of Piano Nobile Fine Paintings/ 
The Bridgeman Art Library)

Dia al-Azzawi, Book of Shame, 
destruction of the Iraqi Museum
Plaster & mixed media on paper, 2003  
(Photo courtesy of the artist)
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Material Boundaries

An artist […] is always aware of the  
potentials and limitations of his materials; 
the better the artist, the more likely he is to 
know just what he can and cannot do with 
them.” –Bruce Cole, The Renaissance Artist at Work: 
From Pisano to Titian, 1983

As a viewing audience, we are often encouraged to perceive art in terms of its 
subject matter. The ‘ism’-based history of art we are familiar with can push 
us to recognise work more often as an image than as a physical object. We 
seek links between works that will help us categorise what we are seeing. But 
to regard an artwork as simply an image is hazardous, particularly for two-
dimensional pieces, whose flat surfaces refuse a physical sense of depth and 
proportion. A photo is not actually the Eiffel Tower; it is a series of chemi-
cal reactions upon a rectangle of paper. A painting is not actually Van Gogh 
without an ear; it is a series of painted strokes upon a stretched canvas. The 
represented image, therefore, can overwhelm the fact that what we are look-
ing at is a physical object in its own right. The works within this room are 
united by how they deny the viewer the opportunity to regard them simply as 
representative images. The pieces’ physical construction become visible, which 
forces the viewer to consider the processes involved. The artists within this 
room explore the limits of the media they employ, either by engaging with 
their material in a way that exploits its characteristics, or by reflecting upon  
its history. 

The manner in which the capabilities of a medium are expressed in  
this show in particular can be acknowledged in terms of control. Robert 
Smithson’s 1970 Spiral Jetty – a land extension made from precipitated salt 
crystals, mud, rocks and water – depended on the ocean’s reactions with its 
organic forms gradually to erode and alter its appearance over time, allowing 
it to form itself.  Artists that orchestrate such experiments – ones that rely on 
external factors other than the artist for their creation – have a certain finish 
in mind, but the result can never be fully anticipated. Control is relinquished 
as the piece evolves.

Painted on sheets of aluminium, Keith Tyson’s pieces resemble satellite 
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shots of natural wonders such as volcanic plains and ocean storms. This 
ambiguity ensures that the viewer will be searching the piece for meaning, 
wondering whether they are looking at a close-up of fish scales or something 
completely different. We are visually challenged to make sense of the chaos. 
We seek to construct forms that we see in the effects of changing temperature 
and chemicals in the paint pigments that give the work its fractured aesthetic. 
Tyson’s pieces are nature works not in their subject matter, but in how they 
are made by the natural interaction of the artist’s materials.

The embracing of physical change is manifest in the work of Alexis  
Harding, which chronicles chemical reactions that occur in situ. Harding 
manipulates the tradition of painting and the idea of a finished work by 
employing chemically-imbalanced paints that physically reject one another. 
A colourful background is masked by a precise grid, but gravity pulls this 
top layer downward, so the work physically moves. In a way that could be 
described as bringing new meaning to the term ‘action painting’, Harding’s 
two works in Exhibitionism are transient pieces that will change over the course 
of the eighteen-month show. The pieces displace the spectator as the invader, 
as they physically bleed into the viewing space.

The aesthetic construct of Hsiao-Mei Lin’s work consists of a painstak-
ing-ly detailed background upon which an expressionistic array of paint is 
unleashed. Inspired by her travels from Taiwan, Lin’s landscapes represent a 
fusion between the remembered and the imaginary, an ambiguous position 
that seems visually to appropriate the sensation of floating through an unde-
fined space. The malleability of oil paint on a gesso ground allows for these 
expressive gestures to be changed at a whim, thereby subverting the instanta-
neous nature of expression by allowing for subsequent alteration. 

Clare Woods’ works rely on such immediacy, originating as collages of 
flash photos taken in darkened forests, before being translated via paint onto 
aluminium. This appropriation of an image across media sees the natural 
scene manipulated into a haunting fantastical landscape with a rich palette of 
blues, emeralds and violets. Fantastic Zoology VIII dwarfs the viewer by forcing 
us to gaze up from the forest floor. We see a tree twisting and writhing its way 
from the earth into a whirling violet sky that engenders discomfort by its al-
lusion to rapidly passing time. By working oil and enamel in both an abstract 
and a painterly manner, Woods creates two entirely different impressions of 
the same medium. Her choice to paint on sheets of aluminium, by either 
brushing or pouring, generates a significantly less tactile result than if she were 
using canvas; the flatness of the metal ensures the image is almost frozen to 
its background. The degree to which Woods allows the painting to evolve, by 
relinquishing control over the spreading of the poured paint, perfectly mirrors 
the unruly nature of her subjects.

This manner of acknowledging an established system, in Woods’ case the 
power of nature, is carried throughout Grayson Perry’s Recipe for Humanity 
by employing the tradition of embroidery. Perry’s work renders this private 
leisurely pursuit a commodity by producing a series of 250. He knowingly 
appropriates this typically feminine domestic interest as a male artist. He 
manipulates the charged nature of embroidery which would have been one 
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of very few expressive outlets for a housewife. He usurps the sewing practice’s 
homely nature by adopting the scenario of a Victorian farmer’s wife gone mad 
through losing her children, using this charged atmosphere in his narrative. 
The warmth of the family unit is immediately displaced. A piece that could 
once have read ‘Home Sweet Home’ now reads ‘You will die, you are alone’. 
Engendering uncertainty in the viewer complicates the reception of the piece, 
elevating its material to more than its traditional status as decorative art.

Finally, we have seen how the artists within this room are creators and  
manipulators by their engagement with external materials. But what of the 
artist whose body is directly responsible for his media? Jordan McKenzie  
harnesses his body not just as director, but as producer, as his Spent series 
captures the moment of orgasm on litmus paper. The pH of the artist’s 
ejaculate turns its litmus support green, a stark image that comments upon 
the taboo nature of masturbation. It is not the act itself that is documented, 
but the result, reducing the pleasure of the act to a two-dimensional record, 
a numbered piece in a series. McKenzie notes that he tries ‘not to compose, 
not to frame the orgasm’: once the semen hits the litmus paper, it is no longer 
anything to do with the artist. He has orchestrated its creation but ultimately 
the art creates itself.

Donna Marie Howard
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Alexis Harding, Temporary Painting No. 10
Oil and gloss paint on MDF, 2009
(Photo courtesy of the artist/OCAD Professional Gallery)

Jordan McKenzie, Spent 2008 (detail)
Semen, universal litmus paper, 2008
(Photo courtesy of the artist)

Clare Woods, Fantastic Zoology VIII
Enamel and oil on aluminium, 2009
(Photo courtesy of the artist/Stuart Shave/Modern Art, London)

 
Hsiao-Mei Lin, Ever Glacier
Oil on linen, 2008
(Photo courtesy of the artist/Adam Gallery)

 
Keith Tyson, Nature Painting
Mixed media on aluminium, 2008
(Photo courtesy of the artist)
 

Material Boundaries Plates
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Grayson Perry, Recipe for Humanity
Embroidery, 2005
(Photo courtesy of the artist/Victoria Miro Gallery)
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Video

As collage technique replaced oil paint  
so the cathode-ray tube will replace the  
canvas.” –Nam June Paik, 1965

The videos in East Wing Nine draw out a flaw in the seminal video artist 
Nam June Paik’s belief that video art would replace works on canvas. Works 
on canvas have continued to be produced alongside art that employs the latest 
technology. The works in the exhibition reveal that video can be a powerful  
medium to interact with other forms of art and can engage with viewers in an 
immediate and absorbing way. East Wing Nine’s selected videos are particu-
larly interesting for their critical and questioning relationships to artists, art 
institutions and processes of art. They record interventions with artworks and 
the processes of art production from the perspective of the artist and the life 
model. In each instance the human body plays an important role in the work.

Video is one of the most recent artistic media to be accepted by the art 
establishment and to be exhibited in major institutions. It is a particularly 
interesting method of display because it makes clear the fragile distinction 
between art and ordinary life, perhaps more than any other medium. A film 
in the cinema or on the television might come under the category of ‘the arts’, 
but we might not so easily call it ‘art’. Avant-garde artists made videos in Paris 
in the 1920s but these forays into the moving image did not result in the es-
tablishment of video as a medium of high art until developments in the USA 
in the 1960s. It took the Fluxus artist Nam June Paik to label a film he had 
made ‘video art’ for the medium to gain currency in art institutions.

The emergence of video as art in the United States in the 1960s can be 
understood as a method of developing a critical relationship with an emerging 
television-obsessed society. By making works in the same medium as commer-
cial television, video artists could contrast their works’ more specific high-art 
status in opposition to TV’s generic and mass culture appeal. Artists’ videos 
were not commodities, but philosophical or political interventions. 

Marcel Dinahet’s Fleuve 1 and Fleuve 2 are short videos filmed with a cam-
era half-submerged in the Thames. The viewer has the uncomfortable feeling 
of drowning in the murky water of the river, catching glimpses of City Hall 
and the Gherkin in the grey landscape of London above water level. 

Jordan McKenzie’s Andre Dance is a video recording a performance as part 
of his Minimal Interventions series. It records the artist dancing on Carl André’s 
sculpture 144 Magnesium Squares in Tate Modern. André’s piece was origi-
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nally intended to be walked on by visitors, but McKenzie breaks down the 
perceived boundary between artwork and public even further by playing on 
the resemblance of the work to a dance floor. He poses as an ordinary visitor 
to Tate Modern and performes a bizarre, sometimes provocative dance on the 
piece. 

In Karen Knorr’s Ariadne it is not the artist dancing on an artwork, but 
a tarantula, that is the subject of the video. Knorr’s work records the spider 
crawling over an eighteenth-century oil painting by the French artist François 
Boucher. Perhaps playing on the phonetic similarity between the words 
‘Ariadne’ and ‘arachnid’, the video records a highly unlikely event. The paint-
ing must be lying horizontally, not hung in its usual place on the wall of a 
museum, for the creature to be able to crawl on it. The video highlights the 
geographical and cultural chasm that separates the creature and the painting 
– tarantulas in nature only inhabit the southern hemisphere, but the Boucher 
work belongs firmly in a western European tradition of painting. 

Karen Knorr’s second video Lessons records a male nude model performing 
a series of poses, but the only member of the audience appears to be the artist 
with her video camera. Knorr seems to question the multiple meanings of the 
term ‘theatre’ – the space the model occupies resembles an old-fashioned oper-
ating theatre where doctors would ‘perform’ surgery on patients to the delight 
and horror of the audience. However, the staged actions of the life model also 
recall a performance in a theatre for plays. Knorr’s video emphasises the artifi-
ciality of the behaviour of the life model, and also points towards the broader 
history of academic institutions and teaching methods. In East Wing Nine, 
this video will be shown in the Kenneth Clark Lecture Theatre, drawing out 
the connotations of didacticism evident in the work’s title, Lessons. 

Foundations in a western classical tradition are also evident in Zoë 
Josephine Payne’s video Orpheus, an animated take on the Greek myth. Each 
hand-drawn frame allows for the gradual emergence of the figures from graph-
ite and wash patches and lines. The resulting animation feels both organic and 
virtuosic. As well as telling the tragic story of Orpheus and his wife, Payne’s 
work foregrounds the process of creating a narrative through drawing. 

The nature of video as a medium creates particular problems for its display 
in exhibitions that art institutions have responded to in different ways. In 
many cases, videos are projected as continuous loops in darkened rooms 
where visitors can enter and leave at will at any point in the video, and might 
have no information about when the video starts or ends. While this might be 
the best approach for works based on notions of repetition and the disrup-
tion of linear narratives, it can make it difficult to engage with a work where 
there is a beginning, middle and end. The videos in East Wing Nine are not a 
permanent feature of the exhibition’s spaces, but will be projected only during 
the times when the exhibition is open to the public on a single screen in the 
Kenneth Clark Lecture Theatre. The display of the films will follow a schedule 
allowing audiences to time their visit to see particular works, with more videos 
added to the schedule as the show continues. This serial approach will also 
encourage dialogue between the films, drawing out concurrent themes of the 
human body, processes of painting and the location of the projections – its 
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specific space and its wider location in The Courtauld Institute of Art and in 
London, on the banks of the Thames. 

Lauren Barnes
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Karen Knorr, Lick
Fujicrystal Archive paper C-type print, 2008
(Photo courtesy of the artist)

 
Jordan McKenzie, Andre Dance (still)
Video, 2008
(Photo courtesy of the artist)

Marcel Dinahet, Fleuve 3 (still)
Video, 2009
(Photo courtesy of the artist)

 
Zoë Josephine Payne, Orpheus (still)
Hand-drawn charcoal animation, 2009
(Photo courtesy of the artist)

Video Plates
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Cabinet of Curiosities  

There seems to be a constant decay of all 
our ideas, [...] so that if they be not some-
times renewed by repeated exercises of the 
senses, or reflections on those kinds of  
objects which at first occasioned them, the 
print wears out, and at last there remains 
nothing to be seen.” –John Locke, An Essay 
Concerning Human Understanding, 1690

The curator’s desire to explain and contextualise art within a standardised 
historical scheme of its age is a display trope often employed. During the 
twentieth century the modernist white cube was revered as the best possible 
way for contemporary art to be contemplated. By providing a blank slate 
on which the language of conceptualism was articulated, it became the only 
acceptable display method for the art of the avant-garde. The white walls and 
neutral floors of this new exhibition aesthetic, and the absence of architectural 
decoration, provided curators with the antithesis of the early modern cabinet 
– the sole focus of the museum space became the contemplation of the art 
work and not explanation and classification of the unknown. The white cube 
drew us away from the aesthetic representation of nationhood or social order 
towards formal appreciation within a visual framework concurrent with the 
classificatory style paradigm of art history’s ‘isms’. Revealed as a result was an 
inseparable relationship between art practice and aesthetic display.

Creating a contemporary cabinet in East Wing Nine provides a highway 
to a forgotten realm. In its presence we are transported back to the world of 
the Enlightenment, where we delight in the bounty from ‘voyages of discov-
ery’. Reminded of the desire to collect and classify the foreign and rare, we are 
able to consider contemporary ways of looking at art in relation to the historic 
hierarchy of ordering knowledge. The heightened European interest in exotic 
objects during the Enlightenment period enabled the creation of the display 
system of the wunderkammer (wonder room) where the bizarre and arcane were 
privileged. However, rather than classifiable specimens of natural history  

“
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resting stoically against the velvet of our cabinet’s case, we have the threaten-
ing and difficult presence of contemporary abstraction.

The earliest cabinets of curiosities were not specially constructed units,  
but whole rooms devoted to the gathering of knowledge. The function of 
these rooms was to provide a space for the collection, observation and pres-
entation of natural and man-made objects from archaeology, geology, history, 
religion and art. Objects from the natural world were arranged by the text of 
natural history treatises into the categories of minerals, animals and plants. In 
contrast, artificial objects were only loosely categorised by type. The arrange-
ment of an array of objects in one space allowed the viewer to scan a whole 
collection at once, and thus experiencing all of nature in one casual glance. 
The eighteenth-century philosopher and critic Denis Diderot acknowledged 
this idea when he wrote that natural history collections were an ‘abridgement 
of the world’.

The curiosity cabinets of the seventeenth through nineteenth centuries 
were markedly different from other methods of display. Collectors considered 
the ability of the eye to make rational evaluations an essential component of 
the viewing experience. While the system of classification that ordered cabi-
nets of curiosity relied upon the ability to see an object’s external features,  
artefacts also needed to be protected. The importance of the visual in de-
scribing and classifying artefacts combined with the desire for conservation 
prompted collectors to store their collections in purpose-built armoires  
behind clear glass doors.

Theatrical and artistic configurations of cabinets were common, with 
collectors arranging objects in consideration of shape, colour, size and texture. 
With many actual sixteenth to nineteenth-century cabinets of curiosity 
destroyed, the wunderkammer has become an imaginary space rather than 
an actual reality. Re-creation of the curiosity cabinet therefore relies on the 
theatrical recesses of the mind to reinstate the original sense of wonder and 
excitement in the presence of the bizarre and arcane.

The mystery and wonder that surrounds much contemporary art allows  
it to become the perfect specimen. Often laden with complexity, the theoretic 
layers can be stripped down as within the cabinet art moves towards science. 
We can view it as a material result of the technical and physical, not as a prod-
uct of inspired genius. 

In the works of Anita Bruce and Lorna Picton, art and science converge. 
In her online blog, Bruce details observations of sea life, particularly starfish, 
on the coast of England. The blog encapsulates her artistic premise/scientific 
quest: a fictional narrative outlining the discovery of new species by way of 
flow-charts and geological maps. While Bruce’s Umbrella Ornatus is both tan-
gible specimen and contemporary art, Picton’s The Truth is Stranger than Fiction 
is both scientific record and aesthetic ornament. Using pen and ink on paper, 
Picton dissects and reassembles the anatomical impressions of George Stubbs 
against a subtext of science fiction.

Edouard Martinet also provides hybrid specimens for our cabinet. As 
nature’s puppeteer he fits together found objects from everyday life to create 
a feat of modern genetic engineering. His sculptures of metallic insects and 
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animals metamorphose from contemporary urban rubbish into natural history 
material. These mechanical structures are architectural descriptions of natural 
life in an urban world.

Many of these artists are combining artistic practice with an interest in 
the organic – the renaissance distinctions of artificialia and naturalia are being 
reemployed and reconsidered in works that combine natural and abstract 
shapes and forms. While Joan Wadleigh Curran’s works touch on the interac-
tion of humans within the natural environment, Tessa Farmer’s sculptures 
depict creatures from a fantastical universe. Informed by her residency at 
the Natural History Museum, Farmer creates exotic miniature fairies out of 
organic materials. Through the creation of artworks that physically reconstruct 
natural occurrences in glass containers, Hugo Wilson combines aesthetics and 
science to make sense of the world around him, like many of the collectors 
who assembled a wunderkammer. These works, displayed in the context of a 
curiosity cabinet, create a microcosm of not only our aesthetic consciousness 
but our physical, material world.

Claire Burbridge documents the world around her in exquisite detail. 
Burbridge’s cosmos centres round the natural world but it is a universe slightly 
askew, full of preserved specimens of minute beings. Human figures that twist 
around each other until they morph into a single entity are contained within 
resin compounds. In The Listener, a translucent human head is embalmed in 
a block of solidified resin. The works themselves epitomise cabinets – they 
protect and control their contents placing them in clear view for the curious 
onlooker. A protective case frames Polly Morgan’s La Petite. Unlike Burbridge’s 
fictional creatures, a found object sourced from nature itself is preserved. A 
baby quail chick, stuffed and mounted by the artist-taxidermist, nests in a box 
of matches. In the pose of a traditional still life, the macabre hint of a broken 
neck suggests that the box has become the bird’s coffin. The preservation of 
nature itself reveals the artifice of an art object. In viewing Luke Jerram’s glass 
molecular structures HIV and Swine Flu, questions of life and death emerge 
and we come to reflect on our own mortality. Here in our cabinet, in the 
presence of art that is the result of creation and destruction, one questions the 
necessity for a display structure to preserve and protect. When so much art is 
temporal and momentary, broken and remade, the continued desire to protect 
artwork must be contemplated and our obligation to conserve it reviewed.

Placing contemporary art that investigates the combative relationships of 
art and science/nature and artifice within a display tradition whose purpose 
was to explain the world through classificatory systems allows us not to 
re-assess what contemporary art means but to look to alternative ways of 
explaining it. Rather than relinquishing the shackles of tradition, East Wing 
Nine’s curiosity cabinet allows history to be ‘renewed by repeated exercises 
of the senses’. The theatrical re-staging of the curiosity cabinet invigorates 
the historical environs of The Courtauld Institute of Art. Here, the return to 
wunderkammer demonstrates the combination of a continued curiosity about 
the visual world with plurality of vision and not a return to a hierarchical 
universe.

Victoria Scott and Shari Kashani
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Joan Wadleigh Curran, Branch
Charcoal on paper, 2008
(Photo courtesy of the artist) 

Edouard Martinet, The Shrimp
Scrap metal, found materials, 2007 
(Photo courtesy of I. Sanderson) 

Anita Bruce, Umbrella Ornatus
Enamelled copper wire, 2008
(Photo courtesy of the artist)

 
Claire Burbridge, Angela
Wax, pigment, resin, cloth, string, 2008
(Photo courtesy of Sumarria Lunn Gallery) 

Hugo Wilson, Hyperventilation (detail)
Polyurethane, perspex box on plinth, 2009
(Photo courtesy of the artist)

Cabinet of Curiosities Plates
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Lorna Picton, The Truth is Stranger 
than Fiction 
Pen and ink on paper, 2009
(Photo courtesy of the artist) 

Claire Moynihan, Bug Balls
Hand-embroidered alpaca wool felt balls, 2009
(Photo courtesy of the artist)

Tessa Farmer, Little Savages (detail)
Taxidermy fox, bones, insects, plant roots, 2007
(Photo courtesy of the artist)

 
Luke Jerram, HIV
Glass, 2009
(Photo courtesy of the artist)

Polly Morgan, La Petite
Glass box, wooden base, taxidermy, matchbox, 2009
(Photo courtesy of the artist)
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Fragments

It is the song of metamorphosis, in which 
aesthetics are no longer more than librettos 
to an inexhaustible music.” –André Malraux, 
Museum Without Walls, 1965

The subject of fragmentation in art is one with varied connotations. For 
instance, countless objects housed in the world’s greatest museum collections 
are used to define and represent entire cultures, of which they are only small 
parts. Artworks removed from the context of a larger exhibition are much the 
same. Although thematically fragmented, they come to function as surrogate 
definitions of an artist’s whole oeuvre, or a period of their working life. Artists 
often deal with fragmentation as a central theme in their works, from memory 
and nostalgia to archaeology and the exploration of a cultural heritage. A 
fragmented object can also be one that is literally broken, either because of  
the ravages of time or through the interventions of man.

Some of the world’s greatest and most historic museums were founded 
using the collections of private connoisseurs. The rich sixteenth-century 
wunderkammers discussed in the preceding essay were entire rooms devoted to 
scientific and archaeological study. Later, during the Enlightenment, taxo-
nomic systems were developed and categorisations like ritual, archaeology and 
the natural world came to dictate the organisation of the cabinets. Symboli-
cally, the housing of many objects within a whole room or cabinet negated  
the objects outside of these classifications, while reinforcing the notion of 
a comprehensive and autonomous display within. When exhibiting any 
collection of objects, there can be a tendency to suggest either implicitly or 
explicitly that what is on display is a comprehensive study of the world’s, or a 
specific society’s, visual culture. Intricate processes of editing, definition and 
connoisseurship inform these forced gatherings of objects.

However, when considered in parallel with current developments in the 
study and history of art, objects of visual culture have become artefacts as well 
as artworks; definitive only of the moment in time in which they were made. 
This room’s focus on fragmentation emphasises the artwork as an object and a 
historic fragment, rather than a time-spanning functional variable of culture. 
The segmented spaces and niches of the Fragments room deny a clear view-
ing of the whole collection at once, fragment the compositions of individual 
works, and demand a more rigorous navigation of the space. In this way, the 
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Cabinet of  Curiosities and the Fragments room work closely together. While the 
Cabinet displays objects and artworks linked with study in cases detached from 
their wider environment, Fragments seeks to submerge the viewers themselves 
within the cabinet – filled with art’s fragmentary librettos – and question the 
perceived authority of the museological collection.

Gavin Turk’s bootprints are a central image for the theme. They are an 
attempt to capture the motions and footsteps of what we can only assume is 
the artist at work. The work represents the daily comings and goings of an un-
known and irrelevant identity assumed by the viewer to be inherently creative. 
The footprints reflect the way this room must be viewed, and physically draw 
together the art object, the actions of the viewer and the exhibition space.

This extension of space far beyond the work’s format is echoed in the 
building plans by Sophie Drew on the opposite wall. Touching on proposed 
and imagined foundations that may lurk beneath the buildings we use on a 
daily basis, Drew provides a compromise between creative visual suggestion 
and scientific archeological study. She offers new routes through old and 
remembered buildings, suggesting that the passing of time and the onward 
movement of urban development have fragmented and engulfed private ritu-
als and communal habitation.

James Trimmer uses his meandering imagination as a key part of his three 
etchings. The otherworldly scenarios found in his works become fragments 
of much larger dreamscapes, which we are invited to explore, but never fully 
comprehend. Combining this with his interest in the delicate graphic qualities 
of etching, Trimmer capitalises upon broken lines, stray marks and alien-
looking surfaces.

Tierney Gearon integrates the photographs she takes like double expo-
sures, superimposing them onto one another to create new arrangements 
and meanings from the fragmented and combined negatives. She lets details 
such as puddles and grass bleed into what is simultaneously ground and sky, 
disrupting the so-called reality captured by the camera’s lens, and undermin-
ing the integrity of the image.

By contrast, Roger Ballen is concerned with the precise moment at which 
he stumbles across other people’s lives, manipulating the reality of the scene as 
little as possible. His photograph Fragments records his finding of the corpse of 
a man in a South African boarding house. The apple below the man’s feet left 
cut but uneaten appears as Ballen found it, acting as an allegory for the com-
bination of psychological confusion and utter quietness that confronted the 
photographer. Fragments is a single print taken from Ballen’s last series Boarding 
House. Here it comes to represent the series as a whole, while explicitly record-
ing only one of Ballen’s many experiences in the house.

Although he released many important films, Derek Jarman originally 
studied painting at the Slade School of Art, and practised it throughout his 
life. His figurative work displayed in this room acts as a fragment of the artist’s 
career, one defined primarily by his filmic achievements. The work belongs to 
a friend of Jarman, and its display here offers a glimpse into the accretion of a 
private collection through the personal interactions of a friendship.

Phil Collins has been best known for his video works since rising to public 
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attention after his 2006 Turner Prize nomination. Jalan Braga is a numbered 
photographic print, which records a poster made by the artist for his most 
recent exhibition The World Won’t Listen (2009). The posters were plastered 
around the city of Bandung, Indonesia, to enlist participants for the Smiths’ 
karaoke, a set of recorded performances forming the central subject of the 
exhibition. Jalan Braga shows one such poster pasted on the front of a con-
crete column on Bandung’s central street. Detailing some of the more banal 
preparations for the video piece, Jalan Braga stands as part of Collins’ rigorous 
process of cataloguing; an overriding theme in his work.

Ron Haselden’s High Places is taken from his ever-continuing series of Post-
cards, assembled using photographs taken by the artist. In their cut-up compo-
sitions and multiple images, Postcards catalogue Haselden’s chance findings of 
beautiful and visually stimulating scenarios, and act as fragments of the artist’s 
unremitting aesthetic exploration of the world around him. High Places focuses 
on the rich dark strata of the faceted cliff-faces, and forms a strong connection 
to the very architecture of the Fragments room. The various idiosyncratic layers 
of stone and brick which form the walls of the space seem like rough and 
indurate foundations for the building above, in the same way as the cliffs.  
The large roof window of the Fragments room acts in much the same way as 
the illuminating band of white sky in High Places, throwing light into the 
depths of the building, and hinting at excavation, archaeology and the semi-
revealed strata of the built environment’s fabric.

Hughie O’Donoghue fragments the human anatomy, excavating it from 
within the paint layers of his portraits. Combining notions of archaeology  
and the solidity of matter with the hazy fragments of reality left in the mem-
ory and expressed through painting, O’Donoghue draws the attention of the 
viewer to a subject enticingly removed from the tangible and tactile. 

Madeleine Boulesteix’s 8 Cup Multicoloured Chandelier is displayed in the 
centre of the room, and like much of her work utilises fragmentary crockery 
and household items united by their specific organisation. Displaying the  
broken and recycled clutter of our lives in ways traditionally descriptive of 
certain domestic scenes, Boulesteix’s work makes forgotten fragments into 
aesthetically beautiful arrangements.

Finally, Laura Greig’s robot Nila acts as a transitionary piece between the 
concepts considered in Fragments and the site-specific works of Daniel Kelly 
and Ron Haselden discussed in the opening essay. Nila translates the com-
mands of its audience onto canvases, linking the creative act with the auto-
mated responses of a machine. The robot neither engages with the audience 
as a human would, nor acts in an entirely routine manner, thus making the 
environment around the work a key performative focus.

Matthew Reeves
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Gavin Turk, Untitled 
Acrylic on paper, 2009
(Photo courtesy of L. Hartley)

 
Sophie Drew, Object Placement Plan: 
MHF/Tuke House 
Watercolour on paper, 2009
(Photo courtesy of the artist)

 
Tierney Gearon, Frame 11
Archival pigment print, 2007
(Photo courtesy of the artist)

Ron Haselden, High Places
Epson archival ink on Hahnemühle  
Matt Fine Art paper, 2009
(Photo courtesy of the artist/DOMOBAAL)

 

Fragments Plates
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Roger Ballen, Fragments
Digital print, 2005
(Photo courtesy of the artist/Hamiltons Gallery)

Phil Collins, Jalan Braga
Numbered photographic print, 2009
(Photo courtesy of the artist/Victoria Miro Gallery)

Hughie O’Donoghue, Postcard 
from Milan V 
Carborundum print, 2003
(Photo courtesy of M. Misniakiewicz) 

Derek Jarman, Untitled
Oil on canvas with diamanté, 1984 
(Photo courtesy of M. Reeves)

James Trimmer, Untitled
Aquatint, 2009 
(Photo courtesy of the artist) 
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Roger Ballen, Fragments
Digital print, 2005
(Photo courtesy of the artist/Hamiltons Gallery)

Phil Collins, Jalan Braga
Numbered photographic print, 2009
(Photo courtesy of the artist/Victoria Miro Gallery)

Hughie O’Donoghue, Postcard 
from Milan V 
Carborundum print, 2003
(Photo courtesy of M. Misniakiewicz) 

Derek Jarman, Untitled
Oil on canvas with diamanté, 1984 
(Photo courtesy of M. Reeves)

James Trimmer, Untitled
Aquatint, 2009 
(Photo courtesy of the artist) 

Madeleine Boulesteix, 8 Cup 
Multicoloured Chandelier
Metal and glass, reclaimed kitchen items, 2009
(Photo courtesy of the artist)

Laura Greig, Nila
Robot, oil on canvas, 2009
(Photo courtesy of G. Niemeyer)

eastwingnineEXHIBITIONISM



110



111



112



113



114



115



116



117



118



119



120



121



122

East Wing Nine Committee

Tiernan Morgan, Chair
Clare Baron, Deputy Chair
Matthew Reeves  
& Thomas Griffiths, Curation
Leila Dante Hartley, Press
Chloé Davies, Events
Stephanie Wickenden  
& Geoff Rampton, Finance
Ranbir Jhutty, Treasurer 
& Catalogue team
Kristina Rapacki, Catalogue editor
Donna Marie Howard, Website coordinator 
& catalogue co-editor
Malgorzata Misniakiewicz,  
Catalogue graphic coordinator
George Newall, Marketing

Acknowledgements



123EXHIBITIONISM eastwingnine

Lauren Barnes, Hannah Belcher,  
Mia Curran, Naomi Davenport,  
Josh Dobbins, Meghan Goodeve,  
Fannina Bauer Grung, Arabella Harris,  
Jessica Hazlett-Williams, Maria Howard, 
Shari Kashani, Lucinda Jackson,  
Donielle Kaufman, Lucy Lyons,  
Meredith Nichols, Poppy Parry,  
Robert Prentice, Thomas Scutt, 
Becky Shea, Benjamin Law Smith. 

Staff Liaisons

Professor Deborah Swallow,  
Märit Rausing Director
Emma Davidson, Kerstin Glasow, Mary  
Ellen Cetra, Janine Catalano, Development
Mark Hone, Facilities Manager
Dr Ernst Vegelin Van Claerberger, Head of 
the Courtauld Gallery
Dr Caroline Campbell, Schroder 
Foundation Curator of Paintings



124

Marian Ang
Charles Booth-Clibborn 
Filipa de Chassey
Darren Coffield
Fred Deakin 
Sophie Drew
Diana Ewer
Anna Harnden
Kevin Helas

Special Thanks

Dr Barnaby Wright, Katz Curator of 
20th Century Art
Dr Katherine Lockett, Conservator of 
Works on Paper
Dr Joanna Selborne, Curator of Prints
Graeme Hood, Head of Finance
Sue Bond, Public Relations
Antony Hopkins, Kilfinan Librarian
Dr Sarah Wilson
Dr Caroline Arscott
Hussain Ahmed, Security Supervisor
Christopher Griffin, PA to the Director
Andrew Jones, Student Union President

Vasileios Karageorgos 
Sophia Kingshill 
Adam Latanowicz
Will Lunn  
Gerard McArthur
Jonny Phillips 
Nadim Samman
Rupert Barth von Wehrenalp
all Academy Hang contributors



125EXHIBITIONISM eastwingnine

Talbot Underwriting is an insurance group operating 
in the Lloyd’s insurance market. It is a subsidiary of  
Bermuda-based Validus Holding, Ltd, which is listed on 
the New York Stock Exchange. Talbot underwrites on a 
world-wide basis all types of commercial risk, including  
on a direct insurance basis: marine hull and liability,  
on-shore and off-shore energy, cargo, yachts and marinas,  
war, terrorism, political risk, financial institutions, com-
mercial and industrial property, aviation, construction, 
contingency, bloodstock and livestock, accident and  
health and fine art. On a treaty reinsurance basis Talbot 
underwrites: aviation, property and other treaty. For  
further information on Talbot and the Validus group,  
see the group’s website: www.validusre.bm.
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In Kind Support

The British Shop has been under its current ownership of Simon Williams 
and Malcolm Disson for five years and in this time has built up a reputation 
for being one of the UK’s leading Fine Art Packers and Shippers. We have 
been involved in the logistics of moving some of the country’s most acclaimed 
exhibitions across the globe.

After working at Sotheby’s for 10 years and two years at Waddington galleries, 
Ben Brown opened Ben Brown Fine Arts in 2004. Ben Brown has extensive 
experience in the art world, both in the auction house and the gallery environ-
ment. Ben Brown Fine Arts shows important 20th Century international art, 
including British, Italian and American art as well as German photography.

Buchanan Associates Architects Limited is among the UK’s leading design 
practices and is responsible for a large portfolio of hotel projects in London. 
Informed use of technology and materials, combining the spirit of the new 
with an understanding of context, characterises our work.

London Centre for Arts and Cultural Exchange (LCACE) is a university 
centre promoting the exchange of knowledge and expertise with the capital’s 
arts and cultural sectors. The nine Partners are: Kings College London, the 
Courtauld Institute of Art, City University London, Guildhall School of  
Music & Drama, University of the Arts London, Birkbeck, Goldsmiths, 
Queen Mary and Royal Holloway, all University of London.

Stephenson Harwood won ‘Law Firm of the Year’ at the British Legal Awards 
2009. We provide a level of legal insight, commercial sense and quality of 
service that is highly respected within our profession. We offer a full range  
of services in London and through our network of international offices 
combined with deep expertise in sectors such as financial services, real estate, 
transportation and energy. We also have a particular specialism in the world 
of fine arts where our clients include artists, auctioneers, collectors, dealers, 
educational institutions and public and commercial galleries.
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courtesy of John Lewis
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