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Introduction 
By Robert Devcic 

I first met Rachel Gadsden in London in the late 1990s. Perhaps my initial attraction to her work 

sprang from the fact that it tapped into my own deep interest in art which explores the human 

condition and gives voice to the notions of fragility, survival and hope. However what cemented our 

relationship was that with Rachel, I felt I could have conversations about life which weren’t always as 

easy with other people.  

 

I was soon to discover that Rachel has an incredible ability to empathise with everyone she comes 

into contact with in her personal and artistic life. Her natural instinct is to immerse herself in the world 

she inhabits, and connect these physical and psychological landscapes with the people who 

occupied these spaces, both past and present, in the hope of reaching a deeper understanding of the 

world we all share. Little wonder then that in all her art, we see Rachel’s ability to emotionally 

engage with her subjects and narratives, however complex or sensitive. In each instance she points us 

in the direction of what is ultimately the triumph of the human spirit.  

 

Rachel mostly approaches her practice in larger series of works that investigate and engage with her 

subject allowing her to become absorbed in this multitude of different narratives, both factual and 

imagined. My most intimate spaces are adorned with Rachel’s work. In my personal collection, I am 

fortunate to have examples from most of her series and, in this exhibition, we see some of those key 

works — for example, Dancing with Angel and Miraculous Draught of Fishes. The collection is like a 

series of time capsules of our conversations and on-going relationship, both personal and 

professional.  This exhibition is therefore an opportunity to pause and celebrate how much she has 

achieved — and will continue to do so, as we share new experiences and artistic adventures long into 

the future. 

 

In 2001, Rachel spent a year studying anatomy at UCL Medical School. I was proud of her ability to 

work with human cadavers and found myself wanting to be comfortable enough to investigate human 

pathology collections, and to expand my own knowledge of, and interest in, art and science. In 

2010, I curated Brainstorm, which was a catalyst for my career as a curator and I was even more 

proud to be able to include Rachel’s drawings from the vast body of anatomical work she created in 

her pursuit of understanding what it is to be human. Last year in Trauma — and again, earlier this 

year, in our Polymath exhibition — we were again able to explore complex concepts and create 

accessible narratives on subjects very close to us both. 

 

In 2006, I lost one of my dearest friends, Terence Soall, who enriched my life and gave me a 

passion for the arts, which I continue to develop with friends like Rachel. I entrusted to Rachel his 

personal possessions and his ashes so that she could create a personal portrait that would celebrate 

Terry’s extraordinary life. In doing so she transformed a loss into a vivid and everlasting celebration 

of one man’s life and the incredible effect he had on so many people. I live with Terry daily and am 
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certain that he would have been thrilled to have his life “re-imagined” by someone as remarkable as 

Rachel. Her gift for telling other peoples’ stories whilst drawing upon her own experiences is a 

relationship that, for anyone who knows Rachel, is one that is purely organic. It is one that does not 

end with the completion of the work but that grows constantly and gives rise to new and unexpected 

dialogues and adventures. 

 

If this exhibition achieves anything it is to highlight how Rachel’s life-force captures movement as part 

of her personality and creative practice and how this in turn captures people’s attention, no matter 

who they are. In forging a relationship with Rachel and her work we too become part of this 

extraordinary world defined by the boundless energy and creative talent.  

 

Robert Devcic, Curator 

GV Art, London 2012 

8 Sunset over the Escarpment, 2006 



 

 



 

 

Rachel Gadsden 
 

Rachel Gadsden trained as an actor before studying for a BA and MA in Fine Art; and in some 

senses still draws upon those early acquired theatrical and physical skills in her career as a visual 

artist. Expressionistic in approach, Gadsden creates vibrant, energetic, dramatic artworks 

incorporating assemblage, painting, performance and film in developing a cross-cultural visual 

language and dialogue.  

 

Gadsden’s work explores the physical, historical and personal experience that forms the human 

condition. In 2007 she was appointed the first contemporary artist in Residence at Hampton Court 

Palace for Historic Royal Palaces. Other site-specific commissions have taken her to a colliery in 

South Wales, the Houses of Parliament for a 2009 General Election Commission, Khayelitsha 

Township in South Africa; and also to the now derelict Cane Hill and North Wales Asylum hospitals, 

where the researched experiences of patients and staff became the subject of the work – including 

the performance Loanda Matilda Wall, an exploration of the consciousness of a patient of the same 

name who was temporarily admitted to the hospital in 1876.  

 

The histories of all such places, serve for Gadsden as a metaphor for the physical and psychological 

nature of what it is to be human. Aesthetically rich and layered, the work shown in GV Art’s 

exhibition reveals the breadth and energy of Gadsden’s artistic output to date, addressing notions of 

fragility, survival and hope.  

 

A multi-award winning artist, Gadsden was recently awarded an International Unlimited London 

2012 Commission for Unlimited Global Alchemy and is also leading a spectacular outdoor visual 

art/dance/film performance commission for the London 2012 Paralympics Torch Relay.  

10 Encompass II, 2010 

Overleaf ,Parliament 2010 



 

 



 

 



 

 



 

 

The Work of Rachel Gadsden 
Dancing with Angels, 2005 

The painting was created as a celebratory piece, as part of Gadsden’s North Wales Hospital, 

Denbigh, Asylum project. Typically, negative connotations are projected by the term ‘Asylum’; and it 

would be true to say that many were unjustly ‘imprisoned’ in asylum hospitals – young unmarried 

girls, for example, who fell pregnant.  But nevertheless, Gadsden’s researches showed that, 

conversely, for many, the asylum hospitals were a shelter, a safe haven. 

 

Through interviews with ex-staff and patients, Gadsden learned how, for example, the hospital 

authorities actively hosted events and dances, inviting not only the patients and employees but also 

the local community. These were inclusive occasions, full of joy and happiness. Dancing With Angels 

is a narrative depiction of a New Year’s Eve party that took place in the Asylum ballroom. 

 

14 Dancing with Angels, 2005 
Overleaf left, Adowa V 2012 
Overleaf right, Exhale 2010 



 

 



 

 



 

 



 

 

Miraculous Draft of Fishes, 2008 

The Miraculous Draft of Fishes was created by Rachel Gadsden during her year long residency for 

Historic Royal Palaces at Hampton Court Palace. Having spent her childhood in the Middle East, she 

was not familiar with the Tudor and Baroque history of Hampton Court, yet, during the period of the 

residency she was inspired of the stories of the greater community that at times inhabited the Palace. 

 

In March of 1986, a fire started in the Grace and Favour apartments. It was devastating.  It spread 

to the lower floors of the Baroque Palace and into the Cartoon Gallery, where Raphael’s ‘Acts of the 

Apostles’ Cartoons hung. Fortunately the Cartoons, including The Miraculous Draft of Fishes, from 

which Rachel’s work takes its name, had been removed for cleaning and consequently survived the 

fire. 

 

Gadsden researched the lives of the residents of the apartments before the time of the fire. Amongst 

the Palace’s archives was an invitation card (retrieved from the wreckage of one of the apartments) 

asking someone ‘to tea’.  Using the card as a starting point, Gadsden spun a fictional tale of a 

woman who had lived in the apartment; of the tea party she had been planning, and this lost event 

became central to the work. 

 

Gadsden used Raphael’s The Miraculous Draft of Fishes as a foundation for the work. She quotes 

from Raphael’s work, integrating the three cranes that stand at the water’s edge, and the figure of the 

apostle Andrew in a green tunic with his arms outstretched as he looks to Christ in amazement at the 

miracle he has performed. However, rather than fishes, the net has ensnared a tea set, and other 

objects significant or perhaps vital to those who occupied the apartments. 

18 Miraculous Draught of Fishes (detail), 2008 
Overleaf left, In Their Human Gloves I, 2008 

Overleaf right, In Their Human Gloves II, 2008 



 

 



 

 



 

 



 

 

In Their Human Gloves, 2008 

The painting is an exploration of the complexity of human emotions. During Gadsden’s artistic 

residency at HM Young Offenders’ Institute, Huntercoombe, Gadsden contemplated the notion that, 

to some degree, good and bad exists perhaps within all of us.  Is every person capable of love and 

hate? 

 

Ultimately the narrative of In Their Human Gloves remains ambiguous, actively questioning – is the 

embrace that is depicted loving, or is it hurtful? The uncertainty is maintained in the construction of the 

painting, the broad energetic brushstrokes potently violent or joyful; the embroidery rhythmic and 

domestic or confining. 

 

This work marks the beginning of a series which Gadsden will be returning to in the Autumn of 2012. 

 

22 In Their Human Gloves, 2008 



 

 



 

 

A Visual Language Across the Canvas 
An Interview with Rachel Gadsden 
By Frances Sampayo 

Rachel’s reputation precedes her – the product of a large canon of work and prestigious 

commissions. Yet preconceptions are unnecessary, set against confronting the original artwork, 

meeting the artist herself.  And Rachel is humble, with the capacity to put you at ease.  

 

The manner in which Rachel engages with an interview is perhaps not dissimilar to the way in which 

she engages with her art. Her words articulate her thoughts as the pencil, needle or paintbrush set 

about describing a visual language upon the canvas. For me this was a pleasure.  - FS 

 

FS Your more recent work is composed of fewer physical layers of text, image, embroidery, and paint 

than much of your previous work.  In being so do you feel that it is still betraying everything that lies 

beneath the surface? 

 

RG It’s a very interesting question, in some ways that’s exactly what I’m doing, but I think all of the 

other work in principle was metaphorically trying to get underneath the layers of the subject. 

Obviously I have discarded the layers to some degree, but perhaps it is just a purer, rawer response. 

I think perhaps that what I am trying to do now, and that is one of the really nice things about getting 

a bit older, that I have the confidence and the experience to know that I can tell a story without 

having to embellish. Instead of having to tell the whole story of a city or a narrative, I have become 

far more interested in the use of metaphor; to express almost the psychological narrative of the 

subject; and I have always been very interested in the unconscious and its tremendous capacity to 

direct us. So to some degree I approach a subject now in a much simpler way, and allow my 

subconscious or unconscious motivations to direct the narrative and to respond to what I see; and 

whether the story is more accurate I don’t really know; but it somehow feels more real.  

 

FS  In producing a ‘rawer’ response, do you think that your work then becomes more illustrative of 

the underlying notions of ‘strength’ and ‘resilience’ which are embedded in the concept of ‘survival’, 

often a focus of your work? 

 

RG I’m certainly very interested in human frailty and survival and ultimately hope, and there is 

absolutely no doubt that this manifests itself throughout all of my work. What’s happening now is that 

rather than taking on board the whole character of a subject I just want to get to a very natural, 

expressionistic response to the work. And maybe, there’s a sense of more of myself becoming 

embedded within the work and also a sense of my own mortality and fragility emerging to a greater 

extent.  

 

 

 

24 Exhale II, 2012 
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FS By expressing inner turmoil through a physical medium, you challenge assumptions by giving 

something invisible a physical form. Do you think that your use of organic development is part of 

what gives the invisible within your work such a strong physical presence?  

 

RG Yes I do.  What I find very interesting is that something that is invisible to an outsider is very 

visible and real to oneself. What I’m trying to express is how an individual feels rather than the 

bigger context of the narrative: so that although to the outsider something is invisible but to the 

individual it is only too visible. So in one sense what I’m trying to do is draw the viewer into a 

physical reality of what is going on – in the artwork. I suspect that what I’m trying to achieve is a 

much more corporeal, to some degree more primeval reality of what it truly means to be human – in 

other words many of those things we’ve learnt through centuries to suppress – we don’t, for example, 

run around screaming, or shouting, or crying, or exclaiming, or being very joyous, we’ve sort of 

contained it. I think what I’m trying to do is to release that energy again.  

 

FS It is surprising that even though your work is static each piece holds great physicality and 

dynamically expresses motion and energy. Do you think that the training you received as an actor 

before you moved into the visual arts influences the way you now narrate stories in your art? 

 

RG Yes, I definitely think it does. I did a three year method acting course, so it was very much about 

getting to your inner being – whatever that is supposed to mean – I don’t even know what that 

means now, let alone when I was young. But yes, I think it is apparent, but I also believe and 

probably suspect that it is how I always was. We fall into different categories. I was an expressive 

child, and that’s carried on, wanting to express that sort of emotional palette in some way through my 

work. 

 

FS You’ve said that your work can only partially narrate the stories that you convey. Do you think that 

by working with more current topics and communities, you have the potential to narrate these stories 

more fully and fill in some of the gaps which are unavoidably created by the passing of time and the 

process of creating stories from fragmented echoes of what once was? 

 

RG No I don’t actually.  I wish I could but I just don’t think it is possible. Because at the end of the 

day, I only represent a tiny perspective of any story, and I think probably the interesting thing, if there 

is anything interesting about what I do, is that I am part of the bigger pictures so I need the substance 

of that bigger picture to tell the story. It is probably the thing which draws me so often to collaborate 

with other people, because I’m extremely conscious that I can’t tell the whole story. I would like to 

believe that I can do it myself and maybe one day I will. I hope very soon to engage in a sustained 

period of just creating on my own without external influences, but up until that point it seemed very 

relevant to collaborate. Particularly with my more recent projects: I’m not a Paralympics athlete, I 

don’t have HIV or Aids, so I could not have done it on my own. I needed to be working in 

collaboration. 
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FS When working in collaboration, do you find that you are motivated by the unknown, by not 

knowing what your collaborators are thinking.? 

 

RG Yes, I find that element very exciting. I mean, we again fall into categories about whether we like 

people, and some people are people-people. I am genuinely interested in meeting different people 

and being with people from different walks of life, so I am drawn to wanting to work and develop 

those relationships but, I have to say that there is a big responsibility that comes with developing 

those types of collaborations. It has to be a real collaboration otherwise it just doesn’t work.  

 

FS By exhibiting your work it becomes open to endless interpretation.  Is there a specific way you 

wish your work to be read by the viewer? – perhaps left to right, like a written story? 

 

RG No. I wish I was that controlled and had some sort of amazing methodology, which I certainly 

don’t. I have a habit of turning the picture plain into a theatrical stage, my studio becomes the stage 

too and I am somehow imbedded within it. I don’t have a beginning, middle or an end, and I don’t 

move from left to right, but I am directed by energy, and once the first mark or movement is made, I 

am thereafter driven by automatic action and subconscious instincts. I don’t plan pictures at all, I have 

masses of ideas in my head, but I have never done a sketch to plan a painting, I have hundreds of 

sketch books but they aren’t sketches that I do to create the bigger work. Once I start a big canvas 

I’m back to square one again, there might be a sketch which somehow researches the subject, but it 

tends to just be a big open canvas that I once again, I jump into. It is an expressionistic approach, 

I’m not disciplined enough to do it any other way, and anyway, for me the creation of artwork begins 

when total freedom is achieved. 

 

FS When a viewer approaches your work, do you ever have a set response which you strive for, not 

to necessarily limit their response, but to encourage the viewer to look at your work and feel a certain 

way or understand it in a particular way? 

 

RG That would be wonderful if that could happen. But it never would. People aren’t like that and I 

think some people don’t tolerate my work at all and I’m perfectly comfortable about that. I’ve had 

many people say they find my work ‘very interesting’ but they couldn’t live with it. It is too harsh for 

them. I feel the same to some degree because sometimes I do go out and paint beautiful landscape 

pictures because I am like everybody else I do like beautiful things. I do hope that whatever I do has 

a beauty within it, it’s never been my aim to make an artwork which is repulsive to the viewer. I don’t 

think my work is repulsive, it is just not how I set about doing it. But I am conscious that there is 

rawness to it and not everybody wants to enter that territory so I certainly don’t believe that I have 

any hold or control over the viewer. In fact once the artwork leaves me it has to be interpreted by 

someone else in the way they want, and I welcome that.  

 

FS As you continue to make art, using different mediums: painting, performance, and your continuing 

collaborations with not just visual artists but with choreographers etc., do you envisage technology 

becoming a more essential part of your future? 
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RG I think ultimately, I will always remain a painter and a drawer, but I am very conscious that digital 

technology can enable my work to be seen with other parameters. At the moment I’m jointly putting 

together a collaboration with a poet, filmmaker, and myself, the three of us are working together on a 

collaboration about animating my drawings and taking them into public or private spaces so that it 

does have a very theatrical feel and it will definitely use digital technology in some way.  

 

FS Where do you envisage your artistic practice going now? 

 

RG Well, a few things have happened which I never believed would have happened. When I left Art 

College with my Fine Art degree in ’98, if somebody had said in 2012 I would have had the 

opportunities I’ve had, I would have been completely bowled over. And I do feel completely bowled 

over about it all. So I feel I am in a really good place, I always believed when I was at art college 

that it would take me a certain amount of time to be making the work that  would finally be what I 

really wanted to make and I sort of feel that I am on the cusp of the wave of that happening. 

Whenever you do major commissions it is always scary when they come to an end, and I believe that 

actually my current commission for example, will continue at some level or another, but it is scary 

because the project is coming to a certain point. I feel very excited by what is going to happen next 

even if I don’t know what that is.  

 

FS As part of that will you continue your work on the unfinished ‘In Their Human Gloves’ series? 

 

RG Well, about five years ago, I set out a plan to complete a whole series of works called ‘In Their 

Human Gloves’. Then I got the Hampton Court Commission, the Beijing-London Commission, 

Parliament Commission, and subsequent commissions. So there hasn’t really been the opportunity to 

pursue that particular project or develop the work, and there is absolutely no doubt that this is what is 

going to start in about three months time. 

 

FS Finally, you once made a particularly resonating comment that “drawing is the pulse of life”.  

Could you perhaps elaborate upon it and what it means for you.  

 

RG Well, probably dancers wouldn’t agree, or musicians for that matter, but as an artist and a visual 

artist I definitely that think it is the case. The reason for this is that I genuinely believe everyone can 

draw. Lots of people don’t think they can draw but I think as soon as we can write we can draw and 

we have a language of some sort which we are putting onto paper, a drawn language. For me it’s 

the most immediate way to unravel the secrets of the subconscious. That will be the one thing; it is 

through drawing, that I feel that I can reach that territory, and ultimately it is the most interesting 

territory. So, yes, drawing has to be the pulse of life. Also, we have references to cave paintings from 

50,000 years ago, and they were making extraordinary work then, it was probably the moment that 

we developed that sort of thought process and started delving into our subconscious. So for me that is 

the journey that I am on; to get a bit closer to what that is all about.  

 

30 In Their Human Gloves III, 2008 
Overleaf left, Encompass I, 2010 

Overleaf right, , Trace I, 2010 



 

 



 

 



 

 



 

 

‘From Now on...’ 
By Jonathon Hutt 

It once hung on the dining room wall in a house that I would come to know extremely well. The wall 

itself was pure white, while the painting was positioned prominently just above the head of the table. 

Given its location it should have been impossible to ignore.  However, this very room was the focal 

point of the home, connected to both the endless activity in the nearby kitchen and the garden onto 

which it looked. Therefore it was forced to compete with the constant stream of people and animals; 

the sounds of human voices, telephones and music; and the aromas and tastes of the endless array of 

gourmet dishes that would appear on the dining room table. I was extremely grateful for these 

distractions not just for myself but for my family who were then faced with a sudden and 

unimaginable tragedy.  

 

It was in the rare quiet moments alone either late at night or first thing in the morning that I could truly 

look at Nothing but Blue Skies.  My work as an historian focused on finding traces of cultural figures 

air-brushed from the official records and so it was little wonder that I was immediately attracted to 

Rachel’s work. I had spent many years looking beyond the social, economic, cultural and political 

factors that give rise to these intellectual ideals and exploring the often concealed and deep-seated 

personal motivations and intellectual anxiety that inspired them.  Consequently, I believed that to 

understand the narrative in Rachel’s work it would be necessary for the same type of emotional and 

intellectual engagement; only this time it would not be with highly-flawed men of letters but a small, 

vulnerable child.  Any fears I had that by drawing near to the pain and anguish of the central figure I 

would simply exacerbate my own very raw grief were soon dispelled. Instead, in those quiet 

moments alone I found an overwhelming sense of consolation.   

 

The house has since been sold and the painting now hangs elsewhere where it can continue to 

absorb newer narratives other than my own. Yet for me, Nothing but Blue Skies will always be my 

own story for it is effectively linked with all that occurred that summer, having absorbed all those 

emotions I encountered in that room. It still connects me with the exceptional generosity of those 

people who surrounded me and the chain of events that followed.  More than any other work it 

reminds me that only through a sense of empathy are we truly aware of the fragile nature of our 

shared humanity.  Over time I would discover that this empathy with her subject matter and her ability 

to communicate this so directly both in her work and in person is what underscores all of Rachel’s 

work and defines her as a person.  For this alone, I am forever in her debt.  

 

Perhaps more importantly, it is an artwork that for me will always confirm the resilience of the human 

spirit. I need only to look at it to find once again what I first saw in that busy room amidst all the 

emotional upheaval surrounding me; a simple moment of transcendence.  

 

Dr Jonathon Hutt, PhD 

Shanghai, 2012 

34 Nothing but Blue Skies (detail), 2004 



 

 



 

 

The Life of Terrence Soall  
 

The stage was the great love of the actor Terence Soall, who has died aged 86, who played the 

Rabbi in the original London stage production of Fiddler on the Roof. His television appearances 

went back to such series as the proto-soap, Our Miss Pemberton, in the early 1950s. It went on to 

star in Dixon of Dock Green (1959), The Avengers (1963), Stand up Nigel Barton (1965), Anna 

Karenina (1977) and Oliver Twist (1985).  His more than 100 films included Hammer horrors, 

Darling (1963), Georgy Girl (1966) and Orlando (1992).  

 

Terrence’s first passion was journalism. At the age of 16, he began four years with the International 

News Service, an American news agency in Fleet Street. He was picking up stories from George 

Bernard Shaw for US audiences and - while the British press was mute - focused on the liaison 

between the Prince of Wales and Wallis Simpson. Throughout his life he continued his passion for 

journalism, as a reader of The Guardian; he would call friends late in the evening to help them 

complete the daily crossword.  

 

During war service with the RAF in Gibraltar, Terence co-founded the Front Players and after the war 

began in repertory. He made his West End debut in JB Priestley's The Linden Tree (1947-48) with 

Dame Sybil Thorndike and Sir Lewis Casson, who became his friends. The Malvern and Edinburgh 

festivals followed in 1949 and 1950-51.  

 

Terence was born in Tottenham, north London. His family was working-class and relatively poor; two 

brothers died from TB and he recalled his mother's anxiety in the 1930s as his father was laid off, yet 

again, because of his union activism. His socialist parents went on to become Labour councillors and 

he was a lifelong Labour supporter.  

 

Money was the least of Terence's motivations. He taught acting at the then Birmingham School of 

Speech Training and Dramatic Art (1975-83), passing on the skills he had acquired, particularly in 

comedy. He was also a visual artist, and his watercolour paintings captured the character of the city 

of London.  

 

Terence spent many of his final years in St James's Park, directing tourists and feeding squirrels. Even 

towards the end of his life, Terence provided his friends with laughter, joy and memories that seem 

impossible to have come from just one individual. 

36 Terence (detail), 2008 
Overleaf left, Transcendence II, 2010 

Overleaf right, Transcendence I, 2010 



 

 



 

 



 

 



 

 

Curriculum Vitae 
 

Education 

2001 MA Fine Art, City and Guilds of London Art School 

2000 Anatomy for Artists Diploma, Distinction, UCH Medical School, London 

1995-1998 BA (Hons) Fine Art Painting 2.1 Wimbledon School of Art 

1983-1986 Professional Acting Diploma,  Arts Educational Drama School, London 

  

Awards/Grants/Scholarships 

2011 “Commended” Freedom to Create Prize 2011 (Cape Town SA) 

2009 International DadaAward 2009 Artist of the Year Award 

2009 ACE, SE & Dada-South Bursary Award for Momentum'09 

2007 Holton Lee Disability Arts Competition People’s Choice Prize 

2005 DadaAward 2005 Visual Artist of the Year 

2005 People’s Choice Prize The Whittingham Riddell Shrewsbury Open Art 

2005 Grant for the Arts Council SE Asylum Hospitals 

2004 Artsadmin Digital Media Bursary 

2003 Hunting Art Prizes 2003 “Most Popular Painting Prize” 

2002 London Arts “International Go Award” Grant to Colombia, South America. 

2000 MA Arts and Humanities Research Board Bursary for MA Degree 

1998 William Brooker Painting Scholarship (Spain) 

1996 Juliet Gomperts Memorial Scholarship (Italy) 

1989 Prince’s Youth Business Trust Award 

1985 Lillian Bayliss Acting Award 

  

Solo exhibitions/Group Exhibitions/Residencies 

2012 Theatre of the Mind season in conjunction with Rachel Gadsden & Elastic Theatre – 
GV Art, London 

 UGA – Exhibition/Performance/Film at Museum Archaeology & Anthropology, 

Cambridge, Dada International 2012 Festival, Liverpool, and South Bank, as part 

of London 2012 Festival 

  London 2012 Paralympic Torch Flame Festival Commission, Stoke Mandeville, 

Bucks 

  Trauma – GV Art, London  

40 Beyond (detail), 2010 



 

 



 

 

  Driving Inspiration Schools Paralympic Project  

2011 Freedom to Create Exhibition & Prize Celebration Cape Town, SA 

  International Unlimited London 2012 Cultural Olympiad Commission, UK & South 
Africa 

  Without Walls festival Commission 2011 in collaboration with choreographer Mark 
Smith 

  RNIB Sense and Sensibility Gala Commission 

  Driving Inspiration Project with Paralympian Atheletes for South East School 

  Commissioned visual artist for the “Pantry” Project Cusp Inc and NHS Surrey 

2010 Commissioned to Create Large Scale Painting Liberty Arts Festival Trafalgar Square, 
London 

  Alchemy Exhibition London Solo exhibition of Paintings and Drawings 

  Selected Contributing Speaker Parliamentary Outreach Arts Activated Conference, 
Sydney Australia 

  “Being Me Being” Sarah Scott “Go Public Commission” collaborating visual artist 

  Commissioned visual artist for the “Pantry” Project Cusp Inc and NHS Surrey 

  International Drawing Symposium Kettles Yard Gallery and Cambridge University 

  Appointed Member Board of Trustees Dada South Arts Organisation 

  Driving Inspiration Project with Paralympian Atheletes for South East School 

  ILP Chalfonts School Paralympian Athletes and Artists Project Stoke Mandeville 
Stadium 

2009 Rethink Parliament National Exhibition and Project for Parliamentary Outreach 
2009-2010 

  First Appointed Artist for Parliamentary Outreach for Breaking Barriers Exhibition 
and Project 

  Land of the Sacred Ibis Solo Painting and Drawing Exhibition, London 

  Artist for Rose Bruford Theatre College International Theatre Symposium 

  Commissioned to create artwork for the launch of Accentuate 2012 Legacy 
Programme 

  Visual Artist Sync South East Cultural Leadership Programme 

  Speaker at the Time Out of Mind International Conference Surrey History Centre 

  Capture Commission Lord Seb Coe and the British Wheelchair Basket Ball Team 
(Seeda) 

  Driving Inspiration Arts/Sports Paralympics Schools Project Bucks “Inspire Mark” 
Award 

 ILP Arts/Sports Paralympics Aspirational Project with Clare Strange Chalfont’s 
Community College  

 BBC Learning Zone Film re: Hampton Court Residency  

 Push Me –  BBC The Space Commission 
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2008 Commissioned Capture Artist, Future Forum Conference with Polly Toynbee Arts 
Council England, SE 

  Historic Royal Palaces first Artist in Residence Hampton Court Palace, residency and 
solo exhibition 97-08 

  London 2012 Commission to create Artworks for Stoke Mandeville Stadium Beijing 
– London  Paralympics Handover Sept 17th and 60th Anniversary of Paralympics 
Movement 

2009 Conflux Psychogeographical Festival New York with Neo Futurist Collective 

  Capture Performance Commission, Tate Modern, Turbine Hall for Architecture Inside 
Out 

  InQbate Brighton University, Tate Modern, Lightbox Museum commissioned capture 
Artist 

  Para-Play Commissioned by Bucks Art Partnership and WheelPower UK & Paralym-
pian Andy Blake 

  Holton Lee International Art Competition Exhibition 2008 

  Reawakening the City Project with Abigail Norris creating Film “Surge” 

2007 India and Beyond (solo exhibition) London 

  Discursive Spaces Project Brighton University School of Architecture 

  Ruin Gallery Thirty Five - a Brighton, Architecture Week 2007 

  A Sense of Place Vocal Eyes/Brighton University, Architecture Week 2007 

  Holton Lee International Art Competition Exhibition 2007 

2006 Carnival Solo Exhibition, Art House Gallery, Wimbledon, London 

  Lightbox Museum Woking June 2006 Commission for permanent artwork 

  Sane Art Project, Ruthin Gaol Museum Wales, Resident Artist and Project Leader 

  Beyond the Asylum Solo Exhibition, Faith Gallery, Holton Lee, Dorset 

  Black Swan Open Competition, Black Swan Arts Gallery, Frome, Dorset 

2005 Poetics of Decay - Inside Out Exhibition Arts Council & RIBA 

  Beyond the Asylum Exhibition Denbigh Museum and Library, North Wales 

  Long Weekend Exhibition, Scholars House Gallery, London 

  Museum of Modern Art Wales Open Competition 2005, the Tabernacle, 
Machynlleth, Wales 

2004 Reflections Exhibition Art House Gallery, Wimbledon, London 

  Rose Theatre Open Competition Exhibition, Kingston-Upon-Thames 

  Commonground Open Competition Artsway, Sway 

  Hutson Gallery, London, Summer & Winter Group Exhibitions 

  Zuhair Fayez Architecture Partnership, Saudi Arabia, Public Commission 
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2003 Artist in Residence Penallta Colliery South Wales, European Union Fund 

  Out of Darkness Solo Exhibition, Caerphilly Museum and Art Gallery May 2002 

  Hutson Gallery, London, Nov 2003 

  Zuhair Fayez Architecture Partnership, Saudi Arabia, Public Commission 

2002 Children of the Andes Charity commissioned artist 

  Mirade a Colombia Solo Exhibition, Bolivar Hall, Venezuelan Embassy London, 
May 2002 

  Land Competition Exhibition ArtSway, Sway, Hampshire 

  Huntercombe Young Offenders Institute, Oxford, Artist in Residence, Dec 2001 

2001 Whispers in the Dust Anatomical Solo Exhibition, Institute of Child Health Gal-
lery, London 

  Spirit of the House, Sherborne House Gallery, Dorset 

1999 Notes from Underground Competition Exhibition, Dostoyevsky Museum St Peters-
burg, Russia 

  Rentree Exhibition, Stanley Picker Gallery, London 

  

Public Commissions 

2008 Commission by Historic Royal Palaces for the Collection of HRH Queen Eliza-
beth II 

2008 Aylesbury Vale District commission Paralympics Beijing-London Handover Sept 
2008 

2007 Lightbox Museum Woking Surrey 

2003 & 2004 Zuhair Fayez Architecture Partnership Saudi Arabia 

2002 Groundwork Caerphilly, South Wales 

2001 Up John Pharmaceuticals, Surrey & Washington USA 

2000 Deloitte Touche, Southampton 

1996 Norwich Union Estates, Leeds 

1995 Areen Design, Hammersmith & Saudi Arabia 

1994 Lee House, Wimbledon 
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Overleaf right, Alive V, 2011 



 

 



 

 



 

 



 

 

About GV Art, London 

GV Art is a contemporary art gallery which aims to explore and acknowledge the inter-relationship 

between art and science, and how the areas cross over and inform one another. The gallery 

produces exhibitions and events that create a dialogue focused on how modern humans interpret and 

understand the advances in both areas and how an overlap in the technological and the creative, the 

medical and the historical are paving the way for new aesthetic sensibilities to develop. 

 

‘GV Art is fast becoming a central venue for the meeting of art and science.’ 

Philip Ball, Chemistry World, October 2011  
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