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Introduction
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Contemporary Masters 

from Britain

Historically, Britain has nurtured some of the worldõs greatest painters, from Hans 

Holbein in the 16th century to John Constable and Joseph Wright of Derby in the 

18th, JMW Turner and John Atkinson Grimshaw in the 19th and Lucian Freud, R.B. 

Kitaj, Paula Rego and Francis Bacon in the 20th century. This level of excellence in 

the art of painting in the United Kingdom has continued to evolve into the 21st, 

with a new generation of artists who have made the production of significant 

painting their lifeõs work.  

In 2014, I came to realise that many of this new wave of British painters had yet to 

be collected with the same geographical and chronological focus of their 

predecessors and foreign contemporaries. So, with the help of my wife, I began the 

process of bringing together a body of work by artists which followed the very 

simple criteria of being painting produced after the year 2000 within the British 

Isles. The painters we began collecting included European Sovereign Painters Prize 

winner Susan Gunn, John Moores Prize winner Nicholas Middleton, 54th Venice 

Biennale exhibitor Marguerite Horner, East London Painting Prize winner Nathan 

Eastwood, John Player Portrait Award winner Paula MacArthur, Griffin Art Prize 

exhibitor Matthew Krishanu, Birtles Prize winner Simon Burton and Mary Webb, 

who received a solo show at the Sainsbury Centre for Visual Arts in 2011, amongst 

many others.

So far, we have brought together 102 paintings by 78 artists, which has now 

become the very first collection of art dedicated to 21st century British painting in 

the UK. Creating this focus has enabled us to uncover a number of significant 

themes, which at first were hard to discern. In it, we can see that painting is now 

expressing itself along the same lines as the slow food movement, meditation and 

unplugged music. Within the era of the digital revolution it offers a direct and 

contemplative connection with the hand -made, with real objects which mediate
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our emotional makeup. We see this most clearly in the fact that the paintings 

within the collection display no clear and consistent group narrative or movement, 

other than being broadly realist, abstract and surrealist, and are instead an 

assembly of highly individualistic interpretations which offer visual interactions 

with the physical world. One interesting thing has, however, remained consistent. 

When we look to the past, we notice how many of the greatest painters who 

practiced in the UK were born abroad, including Holbein, Freud and Auerbach who 

were born in Germany, Bacon who was from Ireland, Kitaj the USA and Rego who 

was born in Portugal. Indeed, it is this international influence which has probably 

helped create such a vibrant tradition in the genre in Britain, and which is most 

reflective of our civilization as a broadly international and multi -cultural society. 

In the 21st century we see this strand of internationalism continuing in British 

painting and being signified in the collection by Monica Metsers who was born in 

New Zealand, Claudia Böseand Silvie Jacobi who were born in Germany, Laura 

Leahy and Julie Umerle who are from the USA, Rhonda Whitehead who was born in 

Australia, Ehryn Torrell in Canada and Alison Pilkington who is from Ireland.

This roll call perhaps highlights the biggest change we begin to notice in British 

painting, and that is the shift from the predominantly male dominance the genre 

experienced up to the end of the 20th century, to a significant ascendancy by 

female practitioners. Indeed, of the 78 painters so far represented in the 

collection, 46 are women, placing male artists in the minority.

By using the term òmastersó I aim to make a claim here, that many of the more 

interesting British artists practicing painting today are producing work which is 

being made at, or approaching, the highest level and many of them, like their 

historical predecessors, work in Britain. Is it correct, then, to refer to women 

artists as òmastersó which at first glance seems to be a gendered term? In the 

Cambridge English Dictionary a òmasterpieceó is defined as òawork of art such as 

a painting, film, or book that is made with great skilló while in the Oxford English 

Dictionary the term òmasteró is described as òa person who has complete control 

of somethingó. Both of these definitions refer to òmasteró in a gender neutral 

manner, in the same way one might gain a òMasterõs degreeó, and which indicates 

the term òmistressó as being the ògenderedó expression. Whilst language is always
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in flux, and we may never find a completely satisfactory answer to this particular

quandary, it is very much in this gender neutral spirit that I wish us to consider this 

exhibition. Something else I wish us to consider, in looking at the works themselves, 

is that just as there has been a major shift in fine art practice from male to female 

dominance, there is now also a shift occurring in the way painting is being 

perceived as an art form in the light of the digital age.

Within the field, the multitude of òismsó which previously made up the landscape 

of 20th century art have instead been replaced by the one big òismó of the 21st 

century, individualism . In this context, we may begin to think of and experience 

paintings not as works of art produced from the hands of specifically female or 

male artists, but from a group of individuals; unique, talented and united by the 

common bonds of time and place and a desire to connect to the elusive experience 

of what it is to be human. 

Robert Priseman, 2017

Contemporary Masters from Britain draws 80 works from the Priseman Seabrook Collection 

of 21st Century British Painting which is housed in North Essex. It is the only art collection 

in the United Kingdom dedicated to painting produced in Britain after the year 2000. 

Notes

The work is presented here in three loose themes: new realism, new abstraction and new 

surrealism and semi-abstraction. Of course, these categories are only intended as a rough 

guide as a number of artists donõt fit easily into any specific mode, often traversing a 

couple of different genres. But, it is my hope that in presenting the paintings in this way 

we may more easily begin to see how painting is evolving as a vibrant and relevant art 

form for the 21st century.

With the descriptions accompanying each painting I have aimed to adhere directly to the 

artists speaking about their work in their own words. Sometimes these have been edited 

for stylistic unity. When this hasnõt been possible, I have offered a brief outline of what 

the painter is aiming to achieve. And, whilst the majority of the work here is painting in its 

pure sense, there are two master prints to provide additional artistic context.



Between us: 

British painting in China

At the time of writing this essay all the British paintings for the exhibition are in 

transit: they are lying packed and carefully wrapped in their crate. They are 

somewhere, could be anywhere, on their five thousand miles long journey. The 

paintings have been made in all kinds of studios: from small domestic spaces to 

large industrial warehouses, some in the happening inner cities, some in the post -

industrial edgelands of those cities, some in the relative quiet of what once might 

have been, and still just might be, a rural idyll. Scattered far and wide across our 

green and not always quite so pleasant land there are very many painters, very 

many people with the widest possible demographic, all committed to making sense 

of the world they inhabit through making marks on a surface. Painting and painters 

have demonstrated extraordinary staying power here. The paintings that result, of 

which those included in this group exhibition might be thought of as a 

representative sample, take on as diverse a variety of visual forms as the places 

they were made in, but all share integrity, vitality and a preoccupation with what 

painting can offer at the beginning of the twenty -first century. The exhibitionõs 

strength is precisely that it is eclectic, bringing together not only a mix of 

geographies and generations, but creating surprising visual and material 

juxtapositions. Nonetheless, what all the works share is a fascination with the act 

of making. Whatever the visual idiom they might employ many of the artists 

explore and exploit the shared, familiar languages of the historical theories and 

practices of painting, what André Rottman terms the

éclosely related antagonisms ðcolour and contour, transparency and opacity, 

gesture and facture, illusion and flatness, semblance and objecthood, chroma 

and contrast, chance and composition, mark making and the monochrome, 

ostentatious virtuosity and anonymous execution, figuration and abstraction é 

(Rottman in Graw, 2013, p9)
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Some of the painters work between moving and still imagery, between fleeting 

digital images and the stubborn materiality of paint, moving to and fro between 

painting and digital work and allowing aspects of each process to influence the 

other, offering opportunity to consider how new technology might have 

transformed painting. Others explore, to use David Joselitõsessay title, how 

Painting is beside itself . (2009) They are the sort of painterly works which 

explicitly visualise and establish relations with the wider networks of distribution 

and exhibition in which they are entangled, those òpractices in which painting 

sutures a virtual world of images onto an actual network composed of human 

actors, allowing neither aspect to eclipse the otheró. (ibid, 129). 

To return to our paintings, images in transit, on their way to be exhibited. 

Imagining the crate of paintings on its long journey to China not only addresses 

aspects of these networks to which Joselit refers, but in its very bulk emphasises 

the materiality, the thingness of these works. The anachronistic slowness of freight 

passage by sea in our fast-moving digital world offers us a pause for thought and 

reflection. The paintings have left those studios, where they were made, the 

paintings have left behind those who created them and they have not yet been 

seen in the gallery spaces of China. They are in between. Thinking of them as being 

so literally between places not only reminds me of vast global, social and economic 

networks, evoking questions such as: who makes what for whom? And what other 

freight might be a travelling companion for our crate of paintings? According to the 

latest list provided by the UK government which reads like an ode to the 

Anthropocene, this might be anything from machinery, mineral fuels, copper, ores, 

slag, vehicles and plastics to oily seeds, oily fruits and grains. When the paintings 

return perhaps they might share a container with an assortment of shoes, clothing, 

furniture, and of course, all sorts of toys. (Anon, 2017). However, the cargo of our 

crate invites thoughts of a much more intimate sort of in -betweeness. How might 

painting as practice and paintings as objects be considered as being between 

subjectivities in a more metaphoric way? Regarding the relation of the particularity 

of both the makerõs and the viewerõs experience/subjectivity Rosemary Betterton 

draws on remarks Keith Piper made at a seminar in the following passage:

...the question of artistic subjectivity lies in the creation of a place ôin betweenõ. 
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As Keith Piper has suggested, this means occupying a space where the artist can make 

work that both comes out of his or her particularity and can be read by others within 

their different social subjectivities and cultural locations. (Betterton, 2005 p192)

This invites precisely the question that must be on the minds of every one of the 

British painters whose work is included in this exhibition. How might each 

individual work be read in such a very different context from which it was made? 

There are two ideas here that I should like to consider further: first, the notion of 

a place ôin betweenõ, and second, how work can both come out of an individualõs 

particularity and be ôreadõ by others. 

In terms of the first question I would like to refer to Arnold van Gennepõsnotion of 

liminality as a place of transformation, of transition, which might be considered a 

place ôin betweenõ. (Gennep in Morgan, 1995). In the catalogue for the exhibition 

Rites of Passage: Art for the End of the Century, Stuart Morgan proposes that 

artists might be considered as passeurs, having experienced their own processes of 

separation, transition and incorporation, their work in future might ôhelp to 

deliver othersõ (Morgan, 1995, p12). This idea that painting might be able to help 

deliver others might be a touch fanciful and idealistic and is probably not the 

conscious aim of many of the exhibiting artists. Surely such events cannot be 

planned, expected or arranged. It is only possible to arrange the circumstances 

which might enable such discoveries to be made, in the same way as in the space 

of the studio there is the possibility/opportunity to make a painting but it does not 

always occur.  There are parallels here to the way that Bracha Lichtenberg 

Ettinger considers art as the transport station of trauma:

The transport is expected in this station, and it is possible, but the transport 

station does not promise that the passage of the remnants of trauma will actually 

take place in it; it only supplies the space for this occasion (Lichtenberg -Ettinger , 

2000, p91)

So, while we would certainly, not wish to read all painting in terms of trauma it 

can helpful or useful to consider painting as a place or space between, a space 

which provides the potential for a viewer to become a passeur. I propose that this 

way of viewing opens up the possibility of considering both making and viewing
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painting in the terms that van Alphen describes as phatic art. That is òto make art 

that is the material condition and the scene of action of an encounteró.  (Van 

Alphen, 1998, p159) The opportunity to show these physical works in this touring 

exhibition of the Priseman-Seabrook collection in the expansive Chinese gallery 

spaces provides just such a circumstance and opens up the opportunity and 

possibility of this sort of exchange. 

In terms of answering the second part of my question, that is how painting can 

both come out of an individualõs particularity and then be ôreadõ, in parallel with 

the unexpected turns a painting might take, the beginning of an answer suggested 

itself in an unexpected place. While checking a recipe in Max Doernerõsclassic 

handbook for painters the following sentence caught my attention òArtistsõ colours 

(pigments) have body in contradistinction to purely visual coloursó (Doerner, 1935, 

p45) Paint has body in contradistinction to the purely visual. Paint is not the 

abstract notion òcolouró it iscoloured substance, indeed, a messy, sometimes 

harmful substance. This apparently simple sentence seems to sum up succinctly, if 

not in its original sense, much of what the very wide variety of contemporary 

British paintings as represented in this exhibition might have to offer. What might 

òpaint having bodyó mean in relation to thinking of painting as an embodied 

practice for maker and for viewer? What happens if we consider painting as a body 

between as well as a place between as outlined above? How might the corporeal 

aspect of paintings become a conduit between the bodies that made them and the 

bodies that view them? The corporeal nature of painting (for example, the time 

taken, layering, the evidence of the body which made the marks) is one 

characteristic of what I consider to be to painting as a practice. That the activity 

of making paintings is without doubt an embodied experience is well -rehearsed 

from Merleau-Pontyõsemphasis on the centrality of the artist's body in process 

onwards (Merleau-Ponty, 1964).  Even back then this way of considering painting 

was hardly new of course. We only have to think back to the mythical origins of 

painting: the story of the Corinthian maid drawing around the shadow of her 

sleeping lover before he departs. The myth is permeated with ideas of the absent 

body. 

If then we consider painting as embodied visuality , perhaps viewing painting could,
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in fact, become the place where seeing becomes feeling. David Maclagan explores 

this idea in his article Reframing aesthetic experience: iconographic and embodied 

responses to painting . (2001) He traces the history of the aesthetic experience from 

Plato through Kant to the phenomenological position:

.... aesthetic experience is often presented, first in Kant, and then in later writers 

such as Bell, as being essentially disinterested and disembodied. This inclination 

itself belongs to a wider philosophical tradition which could be traced back to the 

Platonic conflict between intellectual and sensuous apprehension. I want instead to 

situate aesthetic experience in a different philosophical perspective, one that owes 

more to a phenomenological tradition ( Merleau-Ponty), in which) there is much more 

of a cross-over or ôinterweavingõ between mind and body. (MacLagan, 2001, p39 

This approach is one that sits easily with most painters, who in my experience never 

quite understood the whole mind/body binary. In her introduction to Marion 

Milnerõs òOn not being able to paintõ Anna Freud refers to painting as òa joining of 

that split between mind and body that can so easily result from trying to limit 

thinking only in words.ó(Freud in Milner, 1957, p xiv). While she is describing the 

activity of painting, David Maclagan is extending this to the activity of looking at 

paintings. He argues that an embodied response to a painting involves more of the 

charged areas of the human condition and through this line of argument suggests 

that seeing is more than a purely visual act. Paint has body in contradistinction to 

the purely visual.

Seeing is more than purely a visual act; it involves complex, subliminal and multi -

sensory responses. Indeed a painting can evoke embodied responses at a number of 

overlapping levels: there are visible traces of the artistõs creative process (the 

swipes, proddings or strokingsof paint), the spectatorõs re-creation of these (which 

may not correspond to what actually happened), and a wider range of bodily fantasy 

which is usually accounted for in psychoanalytic writing about art ( MacLagan, 2001, p41)

This approach to the viewing as well as the making of paintings as an embodied 

practice has been extended further of late. In almost all painting there are clear 

indications of the body of the artist: this is indexed in the marks, in the tactility of 

surface through those traces of the contact between brush and canvas. Drawing on 
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Gilles Deleuzeõsconsiderations of the relationship of sensation and thought and 

the way in which, through the artistõs engagement, the medium (in this instance 

paint) does not become a residue of self -expression but emerges as sensation in 

the present, Jill Bennett argues that certain òimages have the capacity to address 

the spectatorõs own bodily memory; to touch the viewer who feels rather than 

simply sees the event, drawn into the image through a process of affective 

contagion.ó(Bennett, J. 2005, p 31).   More recently Isabelle Graw has taken this 

one step further, developing notions incipient in the work of art historians such as 

Hubert Damisch for whom painting can be regarded as traces of an activity that 

evokes subjectivity. Whilst acknowledging that painting has, of course, usually 

been seen to have a privileged relation to subjectivity Graw reconsiders both 

traditional paintings and painting in the expanded field as imaginary quasi-

subjects. (Graw, 2012 and 2016) She argues that it is precisely the òenhanced 

physicality or, to use a more common term é their emphatic materialityó (Graw, 

2016, p81) through paintingõs very physical presence, that allows paradoxically, for 

them to also be imbued with the ghostlike presence of their absent author. (ibid, 

pp 79-81) Perhaps now we can consider that painting as quasi-subject has body in 

more than the sense than Max Doerner intended all those years ago. 

The crate of contemporary British paintings will soon arrive at its destination. 

Someone will carefully unwrap each work, they will be arranged and curated in 

each of the gallery spaces. I wonder whose hands will touch the painting -objects, 

whose curious eyes will encounter the vast range of painted surfaces. Who will be 

our first viewer of these works in China? I wonder what effect the works might 

have on this unknown viewer and I wonder what this viewerõs subjectivity might 

bring to bear on the works. One thing is certain: that to view British painting now 

in China will be a complex affair. Not only does China have one of the oldest and 

longest traditions of painting but there are also the legacies of nineteenth century 

European realism via the Soviet Union in play, there is also the influence of the 

ever-growing internationalisation of the contemporary art scene. As the first 

viewer handles the works he or she will have a very particular embodied 

experience of them, rather different from the rest of gallery viewers. Yet we know 

that the movement of the viewerõs body in the gallery spaces will be key to their 

relation to the paintings and that in viewing the exhibition the temporal and 
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spatial will be intertwined. What may well emerge from all the artistsõ works is a 

paradoxical shared concern to make visible what is not visible, a bringing into play 

of uncertainty, doubt and hesitancy . What begins with questions about the 

meaning of the apparent simplicity of applying paint to canvas in a studio ends 

with the complexity of time and space within a gallery space. But what is really 

exciting about this, what is compelling about painting, is what is out of the 

control, what is beyond intention: the sensuous, viscous quality of paint. We hope 

that there is also sheer pleasure to be had in the viewing of it all, it is all here in 

the encounter, here, now, in this present moment.

Dr Judith Tucker, 2017
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New Realisms
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Sean Williams

Sean Williams was born in 1966 and is based in Sheffield. His most recent solo 

exhibition was This Could Be The Right Placeat Watford Museum (2013). He has 

also been short-listed for the 2014 John Ruskin Prize, the 2013 Neo:Art Prize and 

the 2010 Marmite Prize for Painting.

His paintings present views of the fringes of suburbia, places that feel as though 

they are familiar, but then escape our conditioned response. He aims to place the 

viewer as ôstill points of a turning worldõñalone, for a while, then possibly 

watched as they look on. The scene switches between mundane and suggesting 

something may be about to happen attempting, in part, to recreate the almost 

inexplicable psychological weight of della Francescaõs Ideal City , with a modern 

twist.

Sean describes No-One is Quite Sure (2010) as òThe building is a shell, seemingly 

stripped down to four walls and little else. The tonal scheme is inverted, against 

our expectations, with the house lighter than the sky. But, apart from the wall, 

there wasnõt much else to get excited aboutñthe decorative Virginia creeper 

remains, and any building work appears half -hearted, if not having ground to a 

halt, in an ambiguous state somewhere between dismantling and rebuilding. The 

skeletal scaffolding, the support for construction, echoes the construction of a 

painting, perhaps suggesting a possible metaphor for an often frustrating creative 

process.ó
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No-one is Quite Sure

81 x 61 cm, Acrylic on board, 201021



Marguerite Horner

Hailing from Lincoln, Marguerite Horner completed her BA degree in Fine Art in 

her twenties and was promptly offered two solo exhibitions at the Mappin Art 

Gallery, Sheffield and Usher Art Gallery, Lincoln. Art historian and critic Professor 

Frances Spalding CBE reviewed these exhibitions in Arts Review, writing: òThe 

intrigue of her work depends partly on the knife -edge balance maintained 

between painterliness and hard -edge photo-realism by varying the sharpness of 

focus.ó

She has since been exhibiting widely in art fairs and group shows, including the 

Royal Academy Summer Exhibition, the ING Discerning Eye Exhibition, the 

Threadneedle Prize and the Lynn Painters Stainer Exhibition . In 2011, Marguerite 

exhibited at the 54th Venice Biennale in Afternoon Tea with WW Gallery and 

in 2012 had her first London Solo Exhibition The Seen and Unseen at the PM 

Gallery in Ealing. The catalogue essay was written by Lady Marina Vaizey 

CBE(former art critic for the FT and Sunday Times and a Turner Prize judge).
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Into the Wilderness

50 x 50 cm, Oil on canvas, 201023



Alex Hanna

Based in Hackney, East London, Alex Hannaõs practice is based around objects and 

their spatial relationships. Some of these objects are packaging and surfaces. The 

motif chosen is sufficiently vague enough to enable representation and 

abstraction to overlap. The paint reads as paint and the desired outcome is one in 

which the paint is both an element within the compositional dynamic and also the 

object itself.

He takes the table top and interior as the construct and reference point for the 

process of painting. The disposable, packaging material, the functional and 

utilitarian are vehicles for visual study. Reductionist composition and colour/tone 

synthesis are balanced with the representational. The subjects used are both 

selected and arranged to question visual assumptions. However, they also aim to 

question to some extent the painting of objects within the still -life genre. The 

rhetorical consideration involving notions of representation into abstraction is a 

factor, which ultimately conditions the painting. The lowering of colour values, 

towards at times a neutral scheme, allows the composition to operate under a 

more restrained organisation.
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Pill Packaging 4a

30 x 40 cm, Oil on board, 201325



Mandy Payne

Mandy Payne is a painter based in Sheffield. She studied Fine Art at Nottingham 

University, graduating in 2013.

Mandy is interested in marginal places, areas that are often overlooked and 

considered to be devoid of traditional aesthetic beauty. Her recent explorations 

include Park Hill, the Grade II listed Brutalist council estate in Sheffield, which is 

currently undergoing regeneration. For this body of work, she has used materials 

integral to the estate itself, namely concrete and aerosol paints. Her intentions 

being to create observational paintings that speak of the transitory nature of the 

inner-city landscape and urban communities.

Selected group exhibitions include the Threadneedle Prize 2013; John Moores 

Painting Prize 2014 (Prize winner) and 2016; Royal Academy Summer Exhibition 

2014, 2015 and 2016; John Ruskin Prize 2014; the Newlight Arts Prize 2015, 

where she was the recipient of the Valeria Sykes Award (first prize); and the 

Contemporary British Painting Prize, 2016.

Her work is held in public and private collections both in the UK and abroad.
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Last Orders

22 x 22 cm, Aerosol and oil on concrete, 201627



Nathan Eastwood

Winner of the East London Painting Prize 2014, Nathan Eastwood grew up in 

Plymouth and Kent. He has work in the permanent collections of Anita 

Zabludovicz (London), Goldhill Family (London) and the Swindon Museum and Art 

Gallery.

He describes his practice in terms of being òall based on photographs that I take 

using a camera phone. Using the photograph as a vehicle the objective is to re -

present and examine everyday life. The aim is to reveal real life, oneõs human 

conditions; social relations. At certain moments, when making the bed, cooking 

dinner, sitting in a cafe, picking up the kids from school, cleaning the bathroom; 

surfing the internet, or watching question time, I think, yes, this is real life; this 

is what one knows, and so this is what one should paint. Painting and lived 

experience in the ontological sense has become symbiotic for me. My intention is 

to make a contemporary ôKitchen Sinkõ painting that comes from out of lived life.   

The paintings that I make reveal loose brushwork marks and the surfaces are 

riddled with imperfections, such as trapped dust and hair. These imperfections 

inherent within the paintings reveal the inability to make the painting simulate 

the photographic print; this then positions my paintings as not being photo real. I 

specifically chose to work with enamel paint as it relates to the interior spaces, 

where you will find a painted radiator, skirting boards, or something like this.ó
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Fiona in the Bathroom 

33.5 x 40.5 cm, Enamel on board, 2012 29



Nicholas Middleton

Nicholas Middleton was born in London in 1975 and grew up around Essex. His 

father is Mike Middleton, the highly respected painter and printmaker who for 

many years taught printmaking at the Colchester Institute. 

Nicholas studied at London Guildhall University 1993ð94 and Winchester School of 

Art 1994ð97. He was shortlisted for the BOC Emerging Artist Award in 2002 and has 

exhibited in the John Moores Painting Prize five times, won the Visitorsõ Choice 

Prize in John Moores 24, 2006, and was a prizewinner and again won the Visitorsõ 

Choice Prize in the John Moores, 2010.

He says of Projection (2007) that it is part of òa series of large scale black and 

white paintings that take the form of tableaux, frequently inspired by earlier 

paintings seen through the visual language of photography. Projection explicitly 

references Joseph Wright of Derbyõs The Corinthian Maid , c.1782ð5, which 

illustrates Pliny's myth of the origin of painting. Wrightõs picture shows the 

eponymous maid, the daughter of a potter, tracing in slip the shadow of her 

sleeping lover on the eve of his leaving for war. My painting transposes the figure 

to that of a contemporary painter working with a photographic projection, 

showing a detail of Charles Sergeant JaggerõsôRoyal Artillery Memorialõ, and 

reverses the temporal staging of Wrightõs original.ó
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Projection

104 x 126 cm, Oil on canvas, 200731



Robert Priseman

Robert Priseman is a painter, curator and writer whose projects include No 

Human Way to Kill , SUMAC, The Francis Bacon Interiors and Nazi Gas Chambers: 

From Memory to History and Fame. In 2013, he established the group 

ôContemporary British Paintingõ to help promote and explore current trends in 

British painting through group exhibitions, talks, publications and the donation of 

paintings by living British artists to museums in the UK and USA.

His work is held in The V&A, The Museum der Moderne Salzburg, The Art Gallery 

of New South Wales, Musée de Louvain la Neuve, The Allen Memorial Art Museum, 

The Mead Art Museum, The Royal Collection Windsor, The Honolulu Museum of Art 

and The National Galleries of Scotland.

Robert lives and works in Wivenhoe, Essex.
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Emily Looking Down

35.5 x 28 cm, Oil on panel, 201733



Fionn Wilson

Fionn Wilson was born in South Shields in 1972 and now lives and works in London. 

She is a self-taught figurative artist, an elected Fellow of the Royal Society of 

Arts and an elected member of the National Society of Painters, Sculptors and 

Printmakers. From 2012 to 2013, she set up and ran the not -for -profit SPACE art 

gallery in Southgate, London, in a disused bank where she curated and hung seven 

exhibitions.

Of her work she says òMy work relies on creating an immediate emotional impact 

through paint and examines the sensuality of presence in space and colour, not 

least the presence of the human form. My interest lies in the exploration of life 

force through sexuality, the energy ôbehindõ things, light and the creation of 

spaces. I work quickly and expressively, using heavy body acrylic paint. I donõt use 

preparatory sketches, I work straight to canvas in the moment point and then 

build up ideas and exploration from there. I like the texture heavy body paint 

gives, which is often built to impasto, it conveys a sensuality which fits with my 

work. My painting is instinctual, emotional and intuitive. As a body of work, I 

allow it to develop in its own way, rarely intervening or imposing a direction.ó
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Marilyn

40 x 30 cm, Acrylic on canvas, 201535



John Brennan

John Brennan was the First Prize Winner of the 2015 ArtGemini Prize for painting 

and sculpture, a finalist in the 2015 Arte Laguna Prize and a finalist in the 2016 

Contemporary British Painting Prize.

He lives and works in Oxfordshire and his painting centres around emotional and 

contextual conflict.

Of his painting John says òIõm fascinated by a subtle sensation that Iõve come to 

recognise and regard as a visual paranoia of sorts. It can manifest itself in a wide 

range of subject matter, the common denominator being a sense of the uncanny 

or enigmatic. It could be a landscape that feels both uplifting and menacing at 

the same time, a micro facial expression that reveals an underlying darkness, or a 

posture that implies both invitation and rejection. I find these tensions 

compelling. The fiction and popular culture of my childhood and early teenage 

years continue to shape my interests to the present day. Whilst the result is a 

seemingly disparate range of subjects, in my own psyche these subjects are all 

connected and inhabit a single interior world.ó
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The Trouble with You

60 x 60 cm, Oil on canvas, 201537



Wendy Elia

Wendy Elia is a London-based artist. She works in series which explore the social 

and broader contexts of our times. She trained at Central Saint Martins School of 

Art, London and has exhibited widely ñbeing a finalist in a number of national and 

international competitions which include four times at the National Portrait 

Gallery, as well as the Sovereign European Art Prize and the Threadneedle Prize.

In 2011, Wendy exhibited at the 54th Venice Biennale in Afternoon Tea with WW 

Gallery. In 2012, she was commissioned to paint a portrait for the Cultural 

Olympiad in Weymouth. In 2017, she was awarded a grant from the prestigious 

Pollock-Krasner foundation in New York, USA.

Orson(2016) is from the series ôIt will happen when you least expect it õ,where 

imagery is culled from film, newspapers and the internet, questioning what is 

ôtruthõ.
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Orson

20 x 25 cm, Oil on board, 201639



Wendy Saunders

Wendy Saunders is an Australian-born painter living in London. She started 

painting in 2010 on an Art and Design Foundation at CityLit Institute.

Her work reflects her broad interest in how one intuitively ôreadsõ faces from 

fleeting impressions and the subtle combination of features, even if they are 

largely absent or covered, that contribute to human expression. Subjects are 

often drawn from news and other social media and reflect her current interest in 

women and society. She has been selected for the Threadneedle Prize 2013, the 

Open West 2014 and has exhibited in various group shows. In February 2015, she 

organised and co-curated DISTURBANCE, a nine -woman show and was one of 

eleven painters making up the exhibition Documentary RealismñPainting in the 

Digital Age including the book of the same title.
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Rosy

56 x 61 cm, Oil on canvas, 201241



Lucian Freud

Lucian Freud (8 December 1922 ð20 July 2011) was a German-born British painter 

and draftsman who specialised in figurative art and is known as one of the 

foremost 20th -century portraitists. He was born in Berlin, the son of a Jewish 

architect and is the grandson of Sigmund Freud. 

His family moved to Britain in 1933 to escape the rise of Nazism. From 1932 to 

1933, he attended Goldsmiths College, London.

The etching Bella (1982) (signed L.F. lower right) is a ôworking proofõ measuring 

15.2 x 17.8 cm. It was printed by Terry Wilson of Palm Tree Studios, London. A 

finished proof is held in the Museum of Modern Art New York, but the edition was 

never published.
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Bella
15.2 x 17.8 cm, Etching on paper, 198243



Matthew Krishanu

Matthew Krishanu is a painter based in London. He completed an MA in Fine Art at 

Central Saint Martins College in 2009. Selected exhibitions include Griffin Art 

Prize, Griffin Gallery, London (2014); @PaintBritain, Ipswich Art School (2014); 

Another Country , The Nunnery, London (2014); We Were Trying to Make Sense, 

1Shanthiroad Gallery, Bangalore, (2013); The Marmite Prize for Painting IV , UK 

tour (2012); The Marmite Prize for Painting III, UK tour (2010); In Residence

(solo), Parfitt Gallery, London (2010); The Mausoleum of Lost Objects, Iniva, 

London (2008); Let Me Tell You , Whitechapel Gallery, London (2008); and 

Creekside Open, selected by Victoria Miro, APT Gallery, London (2007).

Matthewõs essays and articles have been published by The Courtauld Gallery, 

British Council, and a-n Magazine. He has curated collaborative exhibitions for 

English Heritage and Iniva, and co-curated exhibitions at the RIBA and 

Whitechapel Gallery. He is a visiting lecturer at Chelsea College of Arts and 

teaches at Camden Arts Centre and The Courtauld.

Of this painting Matthew says òGirl with a Book (2007) began as a small (A6) 

pencil sketch in a sketchbook.  From my imagination I drew a girl ñperhaps 

adolescent or pre -adolescentñsitting on a single bed, with an open book propped 

up on the wall behind her. I was thinking of my then partner (now wife), who had 

a Catholic upbringing, but grew up as an atheist.  She is part Maltese, but the 

figure in the painting could as well be from India, or Latin America. It is not 

intended as a specific portrait.ó
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Girl with a Book

50 x 40 cm, Acrylic on canvas, 200745



Marco Cali

Marco Cali lives and works in London.

Of his work he says òMy current interest is the moment when photography and 

painting first collided. I am attracted by outline, form and the suggestion of 

depth. There are many aspects when looking at these very early images; the 

enigma of conflicting shadows cast naturally by the sun versus those imposed by 

flash photography or the way in which the photographer would often burn the 

tops of his images to obliterate unwanted elements, emphasize certain figures or 

create areas of brightness. A level of abstraction is introduced, something which 

is then extrapolated in experimentation with light and shadow. I deliberately 

retain these contradictory elements, to let the ensuing intrigue and implicit 

artistic and interpretative license become part of the final painting.

My choice of images goes further. I select ones that have some personal 

resonance to me. The current series is based on images from the Crimea War 

(1853ð56), the first major conflict to be photographed. This war was a moment in 

time when the past crashed into the modern, when trench warfare, telegraphy 

and more professional armies in the contemporary sense were established. It was 

also a conflict of east and west, of empires over a Muslim nation, and of a nascent 

Italian national identity.ó
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Iõm Getting Better and Better

60 x 40 cm, Oil on panel, 201747



David Sullivan

David Sullivan was born in Plumstead, London in 1969 and studied at Erith College 

of Technology, the Kent Institute of Art and Design (Canterbury) and the Royal 

College of Art.

He has exhibited extensively and has work in many private and public collections 

including Rugby Museum and Art Gallery, The East Contemporary Art Collection, 

The Komechak Art Gallery (Chicago) and the RCA. In 2007, he was awarded the 

Leverhulme Trust Award 2007ð8 and the Mercury Art Prize.

David Sullivan lives and works in Norwich.
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DSW i

52 x 43 cm, Oil on canvas, 200749



Linda Ingham

Linda Ingham lives and works from her coastal studio in North East Lincolnshire. 

Originally having studied European Humanities, she later returned to education to 

achieve her MA in Fine Art from Lincoln University of Art, Architecture and Design 

in 2007. Her interests lie in the subjects of the passage of time and memory -

works in relation to place and human experience; the self -portrait genre is one 

through which she frequently explores her themes.

She exhibits internationally and has work in many public and private collections in 

Britain and the USA. Her work is often composite in nature, and mostly comprises 

of series of related pieces rather than ones which stand alone. Since 2008, 

Ingham has been the recipient of several awards from the Arts Council England for 

her studio practice and curatorial activities.

The Easter Self Portrait series arose inadvertently as a response to her being 

diagnosed infertile back in 2004. 

Easter, with folk -lore and religious connotations attached, is traditionally a time 

of awakening from the darkness, a moving through to the light. 

This is the third in the series and it, along with the first pieces, show her with a 

head band woven from the pages of The Wide Wide World (an 1880s book by 

American author Susan Warner, aka Elizabeth Wetherall, often acclaimed as 

Americaõs first woman best-seller). The book is a rites -of-passage story of a young 

girl as she becomes a woman, and this element combined with the headband is a 

modification on the Easter bonnets traditionally worn by young girls and women ñ

this time, a headband worn by a woman passing firmly into her middle years 

includes a twig of Sea Buckthorn with a cocoon writhing with the caterpillars of 

the Brown-Tailed Moth.
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Easter Self-Portrait

45 x 35 cm, Oil and silverpoint on paper, 201451



Katherine Russell

Katherine Russell has exhibited extensively in London, with a recent solo show at 

the A&D Gallery 2014 and Battersea Park, London 2011.

She describes her work as an òattempt to deconstruct a fraction of the mass 

media imagery which we encounter on a daily basis. In doing this I aim to capture 

a particular moment, more specifically the feeling within that moment which will 

allow a deeper contemplation and penetration of the inevitable associations, 

both objective and subjective.

In this way I hope my painting questions what real meaning these images hold for 

us, not just as non -discerning mass consumers, but instead, in a personal and 

emotional way. By doing this ,what often results in the finished works are images 

which on the one hand may appear at first glance superficially familiar, but which 

on the other, are ultimately imbued with a new emotional understanding.ó

52



Poolside Reflections

101.5 x 101.5 cm, Oil on canvas, 201153



Greg Rook

Greg Rook was born in London in 1971. He studied at Chelsea School of Art 1997ð

2000 and Goldsmiths College 2000ð2002. He is currently the course director of a 

Fine Art BA for London South Bank University. He has exhibited in Europe, 

America and Asia in both solo and group exhibitions. Recent exhibitions have 

included the East London and Marmite Painting Prize and a solo show at Fred, 

London.

He says òIn my paintings I am continuing the attempt to coalesce painting and 

drawing into one thing. 

In order to inform imagery for these paintings my research involves futurology as 

assessable nowñthat is, past potential futures. These projects, such as the 70õs 

Hippy communes in the western United States, English communitarian ôdiggerõ 

projects and the Soviet social experiment are to a great extent over, and to a 

certain extent discredited. I am interested in the motivation behind them 

(whether they were born more from optimism or pessimism), the reasons for their 

failure and their relevance as contemporary potential futures. In attempting to 

describe them as ôdrawn paintingsõ I wish to use the medium to create blueprints 

that make them both accessible and utopian.ó
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The Stream

36 x 36 cm, Oil on canvas, 201055



Gideon Pain

Gideon Pain was born in Wiltshire in 1967. He currently lives in Cambridgeshire 

and works in London. He studied at Gloucestershire College of Art and the 

University of Reading.

Of his work Gideon says òMy paintings are about the small, often overlooked, 

instances and events quietly occurring in the world around me. Their banality and 

insignificance makes them easily forgotten, but collectively they combine to 

reveal a deeper truth of where and who I am.

I wanted Hand Wash 2 (2010) to be a riddle that had no answer. The painting is 

about the frustration of looking for significance and meaning in mundane 

everyday activity. I am naturally drawn to a belief that there is a purpose and 

unity that underpins everything, but often find upon reflection that thereõs little 

to substantiate this. The contradiction, however, is that I still keep looking.ó
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Handwash 2

59 x 84 cm, Gouache and acrylic on paper, 201057



Jules Clarke

Based in London, Jules Clarke describes her approach to work as being based 

around òthe fragility of withdrawing a still image from a moving one which is 

revealed in areas where the camera struggles to process something, where it 

compensates for missing information. As these technical distortions are 

materialised in paint, figures begin to erase themselves or become part of their 

surroundings. 

The sources are photographs taken from film or TV in motion, with subjects 

ranging from home-videos of accidents and blunders, to dance contests, music 

videos, Hollywood films and family footage. Borders between people and things 

are allowed to become ambiguous, at times creating new forms like animals or 

ghosts.

The fluidity of paint is used to describe one moment becoming another, and to 

explore a visual expression of memory.ó
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Wedding

25 x 30 cm, Oil on canvas, 201259



Geraint Evans

Geraint Evans is interested in the ways in which we perceive, encounter and 

experience the natural world and read it as landscape. His figurative paintings 

employ a stylized pictorial language to explore the idea that landscape is largely 

a social and cultural construct, responding to the writer W J T Mitchellõs 

observation that òLandscape is a natural scene mediated by culture.ó (Mitchell 

2002: 5)

His work depicts manicured or fabricated gardens and parks, shopping malls and 

suburban green belts, national parks and theme parks. The fictional protagonists 

that populate these landscapes include heavy metal campers, nudist hikers and 

ornamental hermits.

Geraint is interested in both the hybridized space in which the built and natural 

environments meet and in our complex perception of the wilderness. The effect 

of ever -evolving technologies and mass tourism on our relationship with the 

natural world is another important aspect of his practice.

Geraintõs solo exhibitions include Newport Museum and Art Gallery; Wilkinson 

Gallery, London; Chapter, Cardiff; and CASA, Salamanca, Spain. He has been a 

resident artist at the Banff Centre for the Arts, Canada and, in 2003, received a 

Pollock-Krasner Foundation Award and the Berwick Gymnasium Fellowship. He 

was awarded a prize at the John Moores Contemporary Painting Exhibition in 

2008.
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A Zen Garden
51 x 61 cm, Oil on board, 201161



Natalie Dowse

Natalie Dowse has exhibited her work nationally and internationally. She was the 

recipient of the Jonathan Vickers Fine Art Award, a year -long residential project 

which culminated in her solo show Skimming the Surface at Derby Museum and 

Art Gallery. Natalie was awarded an international residency to Riga, Latvia, by 

the Arts Council England International Fellowship programme in partnership with 

Braziers International Artistsõ Workshops. Natalie is a graduate of Falmouth School 

of Art (BA Fine Art) and the University of Portsmouth (MA Fine Art).

Olga 3 (2006) is part of a larger series entitled ôLittle Girls in Pretty Boxes õ, that

focuses on gymnasts from the 1970s and 80s; a time when Eastern Bloc countries

dominated the sport and used it to showcase their political agenda. This was a 

golden age in the sport, a period when gymnastics became increasingly popular in 

the UK, mainly due to the impish superstars who won the hearts and minds of

their audience.

Like film stars immortalised in celluloid, these romanticised images of young

ôsuper beingsõ tap into a fantasy of perfection, capturing an essence of a time,

which beyond the imagery has many different facets, from the personal and

nostalgic to the political. These young athletes remain encapsulated and

unchanged, forever young and haunting in our memories. However, behind the 

façade of rehearsed expressions and conditioned routines is the reality of rigorous 

hard work, lost childhood and the aching bodies of these young women; alongside

the fear of injury and the pressure to remain pre -pubescent and child-like, for a

somewhat fleeting moment of perfection.
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Olga 3

22.5 x 30.5 cm, Oil on canvas, 200663



Barbara Howey

Barbara Howey studied at Leeds University and completed a PhD in Creative 

Practice in 2001 at Norwich School of Art and Design. 

Barbara says of her painting òMy work uses painting to think about issues around 

location and memory. I use images, from the internet, of places I once lived. 

What is interesting is that these images have very personal resonance for me even 

though they were taken by other people. They track the past and present by 

showing places that once existed, still exist or have been redeveloped. They even 

suggest the future through the documentation of building sites in progress. How 

we access personal pasts and memory through collective and cultural memory is 

an ongoing theme in my work.

This painting emerged as part of a series of investigations into the use of the 

internet as a memory archive. I lived abroad in various RAF camps during my 

childhood but had little visual memory of them. 

The internet was a revelation, in that many of the places I had lived were now 

documented by other people and readily available to see on line. Some places 

had disappeared, some abandoned and ruined and some were just as I remember 

them. This painting is based on an image of a piece of modernist architecture in a 

tropical garden in Singapore during the 1960s. I remember places like this, or 

something like this, when I was a child. The paint is applied quite quickly as if 

trying to catch the moment like a fleeting memory.ó

Barbara lives and works in Norwich and is co-founder of the group ôPaint Club 

Eastõ.
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After Image

15 x 20 cm, Oil on board, 201065



Louis Appleby

A shortlisted artist in the ôContemporary British Painting Prize 2016õ Louis 

Appleby's paintings suggest human presence in a banal, dystopian apocalyptic 

manner. They present an oscillation between human activity and the dry, 

ôinterior designõ quality of the paintings. This creates an interesting dialogue 

between the subject matter, the way the paint has been handled and the 

indication of biological/human intervention in the painting.

Their subject matter is a mix of teenage detritus and adolescent paraphernalia: 

video games, televisions, laptops, toy guns, Coke cans and McDonaldõs wrappers, 

which sit uneasily alongside lone pot plants, solitary angle -poise lamps or school 

science project relics. The titles are the first clue that thereõs more going on than 

appears on the surface, creating a tension between science and entertainment 

that results in a passive apathy, and they each convey the same message: we 

consume, we participate, we observe.
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Chaos Theory

50 x 50 cm, Acrylic on wooden panel, 201567


