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Criterion 1 

Mark: 

 

Little or no evidence of 
review, extension, 
development, synthesis and 
resolution of individual 
practice.  Unsatisfactory or 
inappropriate breadth and 
depth of knowledge, skills 
and application. Poor 
assimilation of knowledge. 
Unsatisfactory realisation 
and resolution of work 
demonstrating little or no 
consolidation of knowledge. 
An inappropriate use of 
material in relation to form 
and content.  

 

Satisfactory to competent 
review, extension, 
development, synthesis 
and resolution of 
individual practice.  
Satisfactory to good 
breadth and depth of 
knowledge, limited skill to 
skilful and appropriate in 
its application. Limited to 
competent assimilation of 
knowledge. Basic to 
competent realisation and 
resolution of work 
demonstrating a 
satisfactory to good 
consolidation of 
knowledge. A satisfactory 
to good use of material 
appropriate in its form and 
to its content.   

Substantial review, 
extension, 
development, synthesis 
and resolution of 
individual practice. Very 
good breadth and 
depth of knowledge, 
very skilful and 
appropriate in its 
application. Knowledge 
readily assimilated. 
Imaginative realisation 
and resolution of work 
demonstrating a very 
good consolidation of 
knowledge.  A very 
good use of material 
appropriate in its form 
and to its content.   

 

Comprehensive review, 
extension, development 
and synthesis of 
individual concerns. An 
excellent breadth and 
depth of knowledge 
demonstrating skill and 
ingenuity of a very high 
order and exceptional in 
its application. Effective 
assimilation of 
knowledge. A highly 
imaginative and highly 
sophisticated realisation 
and resolution of work 
demonstrating skill and 
ingenuity of a very high 
order in the consolidation 
of knowledge and the use 
of material appropriate in 
its form and to its content. 

Outstandingly comprehensive 
review, extension, 
development and synthesis of 
individual concerns. An 
excellent breadth and depth 
of knowledge demonstrating 
skill and ingenuity of the 
highest order and exceptional 
in its application. Effective 
assimilation of knowledge. A 
highly imaginative and highly 
sophisticated realisation and 
resolution of work 
demonstrating skill and 
ingenuity of the highest order 
in the consolidation of 
knowledge and the use of 
material appropriate in its 
form and to its content. 

Criterion 2 

Mark: 

 

Little or no evidence of 
review, extension, 
development, synthesis and 
resolution of individual 
practice.  Unsatisfactory or 
inappropriate breadth and 
depth of knowledge, skills 
and application. Poor 
assimilation of knowledge. 
Unsatisfactory realisation 
and resolution of work 
demonstrating little or no 
consolidation of knowledge. 
An inappropriate use of 
material in relation to form 
and content.  

 

Satisfactory to competent 
review, extension, 
development, synthesis 
and resolution of 
individual practice.  
Satisfactory to good 
breadth and depth of 
knowledge, limited skill to 
skilful and appropriate in 
its application. Limited to 
competent assimilation of 
knowledge. Basic to 
competent realisation and 
resolution of work 
demonstrating a 
satisfactory to good 
consolidation of 
knowledge. A satisfactory 
to good use of material 
appropriate in its form and 
to its content.   

Substantial review, 
extension, 
development, synthesis 
and resolution of 
individual practice. Very 
good breadth and 
depth of knowledge, 
very skilful and 
appropriate in its 
application. Knowledge 
readily assimilated. 
Imaginative realisation 
and resolution of work 
demonstrating a very 
good consolidation of 
knowledge.  A very 
good use of material 
appropriate in its form 
and to its content.   

 

Comprehensive review, 
extension, development 
and synthesis of 
individual concerns. An 
excellent breadth and 
depth of knowledge 
demonstrating skill and 
ingenuity of a very high 
order and exceptional in 
its application. Effective 
assimilation of 
knowledge. A highly 
imaginative and highly 
sophisticated realisation 
and resolution of work 
demonstrating skill and 
ingenuity of a very high 
order in the consolidation 
of knowledge and the use 
of material appropriate in 
its form and to its content. 

Outstandingly comprehensive 
review, extension, 
development and synthesis of 
individual concerns. An 
excellent breadth and depth 
of knowledge demonstrating 
skill and ingenuity of the 
highest order and exceptional 
in its application. Effective 
assimilation of knowledge. A 
highly imaginative and highly 
sophisticated realisation and 
resolution of work 
demonstrating skill and 
ingenuity of the highest order 
in the consolidation of 
knowledge and the use of 
material appropriate in its 
form and to its content. 

 

 
 
 
 
 
 
 
 



         
 

THE PHENOMENON OF COLOUR  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Exhibition Proposal ART7881  
Charlotte French  
S15124837 

 
 
 
 
        1 



  
 
 

Contents 

 
 

Title Page……………………………………………………………………………………………………………….Page 1 
 

Contents…………………………………………………………………………………………………………………Page 2 
 

Introduction………………………………………………………………………………………………………..Page 3 
 

Exhibition Concept…………………………………………………………………………………………………Page 5  
 

Venue…………………………………………………………………………………………………………………Page 8 
 

Artwork Collection……………………………………………………………………………………………..Page 11 
 

Room Plans……………………………………………………………………………………………………………Page 18 
 

Presentation and Display……………………………………………………………………………………Page 21 
 

Bibliography………………………………………………………………………………………………………Page 22 
 

Appendix………………………………………………………………………………………………………………Page 24 
 

1. Additional Contextual Influences 

1.1 Exhibitions………………………………………………………………………………………………………………………Page 24 

1.2 Reading……………………………………………………………………………………………………………………….….Page 25 

2. Royal West of England Academy (RWA) Exhibition Proposal Outline…………………………………………….…..Page 26 

 
 
 
 
 
 
 
 
 
 
 
 

Word Count: 3933 
 
       2 

 



        
Introduction           

 
With the growth of media culture, technology and constant communication, art practice and artwork  

rooted well within art history can be occasionally overlooked.  There is a distinguished segregation of  

timeless mediums and digital media, which has somewhat spilled over into a noticeable generation  

divide. The ability to mass search artists and their subsequent works using generic search engines,  

somewhat removes a layer of experience from the viewing of the art. The spectator is no longer  

standing face to face with the artist: seeing the working of a medium, their decision making. They are  

instead seeing millions of individually coloured pixels, forming a representation that is an age away  

from the authentic. Even when directly interacting with the original artwork, there is always an  

interfering factor: the simplified descriptions, basic Wikipedia folios or publicity pages written by the  

galleries that have helped to inform your experience. A genuine connection between the artist 

and audience through the phenomenon of colour, form, and expression is being painfully severed  

when a large majority of visitors are being guided by their phones, blocking their field of vision. A  

detachment between artist and audience has been established and is particularly seen within those  

not familiar to the art world and its extensive history. The interest to see art in the flesh is  

overshadowed by not only the ease of access to millions of pieces being made today, or a thousand  

years prior, but also the ability to take those works and sculpt them into something new. Modern  

audiences consider the viewing of artwork in a gallery or museum to be a rehash of work they have  

already seen before, albeit on a screen.  

 

Therefore, the role of the curator today is to take work and build a new narrative and experience for the audience, 

integrating a contemporary perception of perceiving artwork as a replication and  

appropriation as well as a tradition witnessing of its material form. The curator should see work through  

an artist’s eye: see the mutual context between pieces, how the works interact and speak to each other  

within the space.  

 

Simultaneously, the role of social media, has heightened the need for artist run exhibition spaces and active/creative 

curator roles. Customarily, curators had the only or at the very least, the final say as to  

deciding which artists/artworks to feature. The only way for artwork to be seen publicly was dependent entirely  

upon the curator. The curator was the superior within a centralised web of artist applications, work debates and  

a fight to be considered worthy of public exhibition.  However, with the development of the World Wide Web in  

1991, that network gradually shifted, introducing a growing number of influencers within the distribution of art.  

Art work could be circulated globally, instantaneously and un-policed. The curator became less important,  

further increasing the need for a more adaptable art institution, such as When Attitudes Become Form, an artist run 

exhibition held in a museum setting (1969).   
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A composer takes elements of an orchestra and creates audible harmony, an interweaving spectrum  

of notes, instruments and acoustics. A curator should weave artwork, the space and time together into  

a visual harmony. The curation of digital art, the medium beyond ‘new media’, is subjugated to limited 

capability due to its nature of highly specific technological workings. Traditional curation spaces such as 

established museums and galleries, have missed out on these highly interactive, intuitive art pieces due  

to the tight confines of historic architecture. Embracing a hybrid form of curating could introduce an  

alternative method of going to see art in the flesh, reinventing traditional ideas into an exhibition that  

fuses the modern, the traditional into the bizarrely familiar.  
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Concept              

 
The concept of digital art, hold duplicitous connotations of bright pallet’s, aesthetic subject matter and 

shallow reproduction ability. Due to the almost complete reliance on a rendered medium, the overarching 

umbrella of ‘digital’ media has been left to hibernate on blogs, image board websites or commandeered by 

the media to be exploited for advertisement. Exhibitions have taken recent interest in digital art not only 

as an artist’s medium, but also as an interactive approach to viewing established artworks. Take the recent 

exhibition, curated by Grande Exhibitions and SENSORY4, titled Van Gogh Alive- The Experience. Works by 

Vincent van Gough are pulled out of their gilded frames and exploded onto the spacious walls of any 

largescale commissioned venue.  Vibrant light, colour and sound were all merged to create ‘an 

unforgettable multi-sensory experience’ (Sensory4, 2017) that reimagined Van Gough’s historical paintings 

(Fig.1), and brought them into the 21st Century. Catherine Wilson Horne, president and CEO of Discovery 

Place stated:  

‘This exhibition redefines a traditional museum experience, displaying Van Gough’s masterpieces in 

larger than life proportions… Visitor can expect to be astonished and drawn into the splendour of 

this experience’ (Horne, 2017).  

 

 

 

[Fig.1] 

Sensory4, 2017. 
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Sensory experience is key here; we engage with artwork almost entirely visually, some works entice  

our four other senses and others push for the discovery of a sixth. Colour makes up our entire world,  

nothing can be colourless. Humans are only able to visualise a limited colour palate, which can be  

expanded through a mass of new technologies. Colour can be used to see the same artwork in a  

multitude of different ways. Francesco del Drago, an Italian painter who working with and studied the 

relationship between colour and mathematics stated:  

“Until the time of Matisse and Picasso, painters created paintings that were used to be seen by the eye.  

Today we try to act directly on the transmission from the retina to the brain, and I personally consider 

rewarding area of hedonic synapses” (Drago, 1957). 

According to del Drago, ‘art must take possession of the viewer as becoming, in a climax, a unique thing,  

what better way to drive into colour, creating [within] us [a] pleasure’ (Drago, 2017).  Art is, and always  

will be sensory. 

 

Chromatic theory bases itself on the new colour wheel; the reality of the pigments, not simply the  

physical abstraction of colour. When observing colours that conflict (within the spectrum of a chromatic 

diagram), the hue of each opposing side cancel each other out, creating a void, a nothingness. However, 

combining both artists’ primary colours and RGB models found in digital work, present a distinct  

difference between the imperfect pigment used within a painting and the tinted light of screened media. 

 The discrepancies in the human interference of the physical mixing of the pigment can highly affect the 

amount of light reflecting back to the retina of the observer. Digital media, on the other hand is not  

touched by this level of restriction. The computer’s robotic perfection with always retain the optimum 

light level. Light absorption can be manipulated within a space to both increase and subtract vibrancy  

of pigment mixed and used many years previously. 

 

Colour can be used to make art more accessible, bringing in new visitors as well as seasoned practitioners  

back into the gallery or museum to see art in the flesh. Using the basic colour wheel as well as chromatic 

theory, visitors would see art that’s already reputable within a collection, in a whole new light. By visually 

altering the colour palate in time-grounded work new meanings and contextual understandings could shift. 

Oranges and reds in paintings, would become deep rich purples, blues shift into vibrant greens, and so on.  

A scenic view of a rugged, English country landscape, could morph into a deep mountainous monolith on  

a vibrant alien planet (see Fig.4). Seeing artwork set in a new visual environment and surrounded by bright, 

effervescent colour, can help re-establish the contact between the artist and audience that had been cut  

off by the digital screen. 
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This proposal outlines the manipulation of selected artwork through the use of coloured light, within a 

museum/exhibition environment, through the use of several strategically placed spotlights. Out of the  

selection of five separate spaces (all of which would be featured in the exhibition), I have chosen to outline 

both the Blue and Red rooms in detail. This choice stems from the contrasting nature of both colours,  

which would interact beyond their indented spaces (through a mutual walkway) creating shadowy  

connections between both rooms. Each space would contain its own colour story: Red, Blue, Green,  

Yellow and Brown, subtly cycling through a tonal range. Each cycle would run for approximately 24  

minutes, ensuring that each individual viewer is greeted with a slightly altered perspective. 
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Venue  

           
The Royal West of England Academy (RWA) has been established as Bristol’s oldest fine art gallery as well as being 

the UK’s only regional Royal Academy of Art. As part of their comprehensive programmes, their consequent goal is 

to ‘promote the understanding and enjoyment of art for the widest possible audience’(RWA,2016). Exhibitions held 

at the RWA have featured work by a vivid mixture of contemporary artists working alongside works from the past, as 

seen in Fig.2. Built in 1858, the RWA hosts a variety of shows, ranging from: contemporary open exhibitions held 

annually to artist retrospectives including their permanent collection.    

 

 
[Fig.2] 

RWA,2016. 
 

Their most recent exhibition houses a collection of work from Albert Irvin, celebrating the 60th anniversary 

of the pivotal exhibition: The New American Painting, held at Tate Modern in 1959. The works featured 

exemplifies the values of American painting and it’s heavy influence on British artwork in the late 1950’s 

and 60s, culminating with a large retrospective of Irvin’s most celebrated pieces.   
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Architecturally, the RWA was built in response to the resurgence of Baroque designed buildings, a popular 

style throughout the 1840’s in England.  Marbled floors cover the entire public walkways, heavily intricate 

ceilings provide a gilded, reflective space as seen in Fig.3.   

Segregated rooms hold the 1700 strong permeant collection, all presented against a strategic selection of 

muted coloured walls. The arrangement of the vast collection is retrospective of typical French salon 

experiences (Fig.4). Many art pieces are presented as a trophy to the establishment in which they are 

owned, placed as a collection in a studio rather than in a contemporary contextual blank space, as well as 

presenting the influences behind the artist. 

 

 
 
 
 
 
 
 

 
 
 
 
 
 
 

[Fig.3] 

RWA,2016. 
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A key part of the Royal West of England Academy’s programme, is to expand the connections  

between local, contemporary artists and curators working alongside their established collection, 

applications for exhibition proposals are being accepted for the next several years. Within their mission 

statement, they provide an outline for any perspective participants, ‘The RWA strives to present exhibition 

that both challenge and enlighten, and to give opportunities to emerging artists as well as showcasing 

renowned names’ (RWA,2016). As outlined previously, my proposal aims to offer an alternative and 

contemporary approach to viewing artwork. Using an established collection, reputation and demographic 

of visitors, I want to begin altering the perception of the exhibition as not only a place to see art, but as an 

event.  

 
 
 
 
 
 

 
[Fig.4] 

RWA,2016. 
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Artwork Collection 

 
In Fig.5 Cook uses an ominous tone of blues, greys 

and greens. His representation of a dark and murky 

pasture used chromatic elements of blue. Bold, 

quick and expressive brush marks suggest a 

ruggedness to the landscape, intricate detailing is 

not required to signify a harsh environment.  A 

varied use of tonally flat colours against blocky 

colour create form, a symmetrical composition.  

Small elements of reds are exposed against the 

deep green areas of growth, sheltering the rest of 

the scene behind the tranquil peacefulness of wild 

florae. 

Under a red hue, the scene is transformed into an 

alien wasteland. A large monolith dominating the 

distant space. This piece was chosen as an 

illustration of customary picturesque landscapes 

seen in plenty around museums and impressionist 

exhibitions.  

 

Blue is the dominating colour in Stewarts piece, 

working as both highlight and shadow tones (Fig.6).  

Several painting techniques are used to achieve a 

mish mash of textures. Replicating a multi 

perspective plane, the separate objects are seen as 

simultaneously flat and multi dimensional. This style 

of perspective is archetypal of both cubism and 

surrealism, which in turn is stereotypical of modern 

art.  

Under a red tint, the blue pigment seen on the table 

mat it still visible, completely unaffected. The 

background and all the remaining foreground 

elements all turned bright orange and deep 

burgundy, altering the juncture of the piece into a 

brightly lit, night scene. 
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[Fig.5]  

Cook, Frederick, Stock Polly (Western Highlands),  
oil and gouache on board, 30 x 43cm, Royal West of 
England Academy, Bristol. 
 

[Fig.6]  

Stewart, Barbara, Nature Morte II, acrylic and 
mixed media on board, 74.9 x 59.7 cm, Royal 
West of England Academy, Bristol. 
 



 

    

Hardie uses a variety of blue tones in his dreamlike 

scene (Fig.7). Two lovers are depicted outside of a 

church, both standing either side, as though a clerical 

presence is bringing them together. The deep blues, 

representing a midsummer night act as a dream scape, 

a plane of perfect happiness.  Small elements of purple 

and red, add to the sense of surreal, quiet and calm.  

Fluctuating into red tones, the scene loses any sense of 

calm. The yellow pigment used to highlight the 

gravestones becomes far brighter, enhancing the 

foreboding sense of death, and the churches’ presence 

in all things.   

Such a scene epitomises a neo- impressionist painterly 

style, seen in exhibitions of the early 1900’s. Amongst 

the other work selected for The Phenomenon of Colour, 

Hardie’s piece reflect work oft seen in contemporary 

and established collections on permanent show in 

mainstream exhibitions and galleries.  

 

Unlike the other artworks featured in this room’s 

collection, Inshaw uses an aesthetic pastel blue as a 

completely flat ground for the elements of a November 

Sky to sit directly on top (Fig. 8). Three distinct 

components separate this pictorial plane, representing 

clouds seen on an average day in November. 

When tinting this work red, the flat ground morphs 

into a burnt sunset, a slight gradient in tone made very 

visible and obvious to the viewer. This piece was 

chosen as an illustration of how a simple change of 

colour can completely altar the reception of a piece of 

contemporary artwork.     
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[Fig.7]  

Hardie, Alexander Merrie, Clair de Lune,  
oil on canvas, 89 x 75 cm, Royal West of  
England Academy, Bristol. 
. 
 

        [Fig.8]  

Inshaw, David, November Sky, oil on canvas, 
190 x 121.9 cm, Royal West of England 
Academy, Bristol. 
 



 

As a religious figurehead, Mary 

Magdalene can come to symbolise piety 

and innocence. The use of blue in her 

dress outshines any other pigment, 

providing the representation of her 

divinity (Fig.9). The tonal hue of this 

pigment use has most likely been 

dimmed as a representation of the age 

and importance of divinity over 

humanity.  

The use of brighter pigment would 

incur a dominance of Magdalene as a 

figure, overpowering the ultimate 

memorandum of the spiritual. 

Historically, blue pigment was among 

the most expensive and therefore 

reserved for highly praised subjects, 

royalty and religion.      

Having the blue pigment altered into a 

deep purple due to the red hue of the 

room would impose darker 

connotations to Magdalene as a 

symbol. Her levied representation 

would be skewed to the viewer, almost 

to the point of unrecognition. 

 
 
 

             [Fig.9] 
Russell, Janette Catherine, Mary Magdalene Coming to  
the Sepulchre, oil on canvas, 105 x 57 cm, Royal West  
of England Academy, Bristol. 
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[Fig. 10] 
 
Nock, Camilla. In Conversation with Myself (diptych, right panel), oil, acrylic and mixed media, 142.5 x 
121cm. Royal West of England Academy Bristol. 
 
 
The largest piece in this selection (Fig. 10), Nock’s diptych explores both her use of materials and the 

personal relationship she has with the painting process. Although lacking in vibrancy and pigment, the 

brushwork pulls the viewer in, both to see the extreme detail as well as the expansive visual plane.  The 

many repetitive marks create a monotonous pattern replicating the mundane of the everyday. Abstract 

pieces such as this can be overlooked as straight forward or dull, without a genuine understanding of art 

history or guidance via an informative descriptor.  
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This aborigine inspired 

storytelling piece (Fig.11), is 

completely transformed when a 

blue hue is applied. Reading this 

scene as a telling of the earth, as 

seen from many perspectives: 

animals, humans and the eye of 

a greater being. The deep reds 

are replaced by darker purples, 

forming a portentous shadowy 

sky. The red pigment seen on the 

topmost layer can still be seen as 

red, creating a vast amount of 

depth within a completely flat 

plane. 

 

As stated in the title, Eaves’ still 

life depicts several varieties of 

fruit against a solid red ground 

(Fig.12). Taking inspiration from 

still life painter Paul Cézanne, 

Eaves morphs the fruit against 

the ground, making them almost 

indistinguishable. Comparable to 

Stewart’s still life which proposes 

multiple perspectives, with no 

grounding, the fruit have very 

little depth, appearing flat.  This 

recognisable feature of post 

impressionism, a mainstay in all 

contemporary exhibitions. 
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[Fig.11] 
Curtis, Anthony, Aboriginal Echo One, 
Ewaninga, oil on canvas, 41X 50.5cm, Royal 
West of England Academy, Bristol. 
 

[Fig.12] 
Eaves, John, Red and Yellow Still Life, oil on 
board, 40 x 61cm, Royal West of England 
Academy, Bristol. 
West of England Academy, Bristol. 
 



 

As another example of both still 

life and surreal dream like scene, 

Balmer’s Spanish Garden (Fig.13) 

practices a forced aerial 

perspective. The heavy use of 

greens and sharp, angular 

sections of bright reds directly 

conflict along straight edging. 

The choice of this piece is 

directly related to the minimal 

usage of the contrasting colour 

(red) to the overall tone of the 

room (blue). Under red 

illumination, the green hues 

transform into a turquoise, 

underwater scene, completely 

transforming both tonality and 

subject of the piece.  

 

Unlike most of the other pieces 

chosen, Malthouse uses the 

colour red as the symbolic and 

literal heart of the composition 

(Fig.14). Set against a dull ochre 

ground, the vivid crimson lunges 

out at the audience. The 

contrasting straight line, acting 

as spikes recreate Christ-like 

symbolism.  

By taking the bright tone and 

turning it shadowy purple 

completely transforms the 

overall theme of the work. 
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[Fig.13] 
Balmer, Derek, Spanish Garden, oil and 
acrylic on canvas, 90 x 121cm, Royal West of 
England Academy, Bristol. 
 

. 
[Fig.14] 

Malthouse, Eric James, Bem, oil on canvas,  
91 x 76 cm, Royal West of England Academy, 
Bristol. 
 



 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

[Fig,15] 
Shinn, Michael Lawrence, The Red House, oil on canvas, 59.5 x 49cm, Royal Wes of England Academy, 
Bristol. 
 
 
The Red House (Fig. 15) was chosen due to both the literal, descriptive name which will gain with the 

alteration of colour and tone as well as the complete dominance of red across the composition of the 

work. With the addition of blue, the red tones in the house become far more prominent, as the orange 

hues are transformed into darker purples and greens. The dull, murky ground is reformed into a twilight 

sky, far more aesthetic. Altering the muddy, flat plane into a vibrant, dimensional still life. 
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Room Plans          Red Room  
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[Fig.7] [Fig.9] 
Russell, Janette 
Catherine, 
Mary 
Magdalene 
Coming to  
the Sepulchre, 
oil on canvas, 
105 x 57 cm. 
 

[Fig.5] 
Cook, 
Frederick, 
Stock Polly 
(Western 
Highlands),  
oil and gouache 
on board, 30 x 
43cm.  
 

[Fig.6] 
Stewart, Barbara, Nature Morte II, 
acrylic and mixed media on board, 74.9 
x 59.7 cm 
 

[Fig.8] 
Inshaw, David, 
November 
Sky, oil on 
canvas, 190 x 
121.9 cm 

[Fig.7] 
Hardie, 
Alexander 
Merrie, Clair 
de Lune,  
oil on 
canvas, 89 x 
75 cm 
 

[Fig.5] 

[Fig.8] 

[Fig.6] 

EXIT (LEADING TO BLUE ROOM) 

[Fig.4] 

[Fig.10] 
Nock, Camilla. In Conversation with 
Myself (diptych, right panel), oil, 
acrylic and mixed media, 142.5 x 
121cm 
 

[Fig.9] 



 
 
Blue Room 
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[Fig.10] 

[Fig.11] 

[Fig.12] 

[Fig.13] 

[Fig.12] 

[Fig.15] 
Shinn, 
Michael 
Lawrence, 
The Red 
House, oil on 
canvas, 59.5 
x 49cm 
 

[Fig.11] 
Curtis, 
Anthony, 
Aboriginal 
Echo One, 
Ewaninga,  
oil on 
canvas, 41 
X 50.5cm,  
 

[Fig.12] 
Eaves, 
John, Red 
and Yellow 
Still Life,  
oil on 
board, 40 x 
61cm 
 

[Fig.13] 
Balmer, 
Derek, 
Spanish 
Garden, oil 
and acrylic  
on canvas, 
90 x 121cm 

EXIT (LEADING TO RED ROOM) 

 
[Fig. 14] 
Malthouse, 
Eric James, 
Bem, oil on 
canvas,  
91 x 76 cm, 
Royal West of 
England 
Academy, 
Bristol. 
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Presentation and Display        
 
Preserving the typical presentation style found in established galleries and museums would hold onto a 

form of exhibiting that isn’t often seen when confronting contemporary art. The typical, indistinguishable 

pre-set form for an exhibition housing contemporary artwork is made up of bland, sterile walls and a 

coercive cold atmosphere. Formidable artworks sit in a contextual limbo, the environment purposefully 

absent to provide absolutely no stimuli. In these environments, the art should and will speak for itself. On 

the other hand, white cube environments are so completely absent of any stimulation, they have become 

blasé, uninterested in fulfilling any enrichment for the visitor, besides the art. The same typical layout is 

replicated, simultaneously loosing anonymity for the artwork’s place of origin as well as interest to see 

contemporary exhibitions. The same art can be seen far quicker and for free, from the comfort of a house. 

Why pay to see something that can be seen against a white background on a screen? 

 

Museums and galleries were founded to provide an educational experience, to allow visitors to experience 

objects, artworks and environments that wouldn’t normally be encountered otherwise.  A building that 

housed documented and classified items, a walkable encyclopaedia, an expanse of curiosities. 

Contemporary as well as historic art can both be presented with freshness, in a space that has been 

reinvented with each new exhibition. Work I have chosen will be presented in popular museum style 

(Fig.16), several pieces selected onto wall space, no purposeful spacious gaps, segregating art between a 

void of nothingness. 

 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 
[Fig. 16] 

Dequier, A. 2007. 
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Appendix:            

 
1. Additional Contextual Influences 

1.1 Exhibitions 
1.2 Reading 

2. Royal West of England Academy (RWA) Exhibition Proposal Outline 
 
 
 
 

1. Additional Contextual Influence  
1.1 Exhibitions 
Baseless Legion of Architects Rent Asunder: Dave Miko and Tom Thayer (2013) [Exhibition]  Eleven Rivington,  

New York. 17th February- 17th March. 

 

Colour X Colour (2018) [Exhibition] Paris. 2nd August- 24th September.  

 

Digital Influence in Contemporary Painting (2011) [Online Exhibition] Ongoing. 

 

Electronic Super Highway (2016) [Exhibition] Whitechapel Gallery, London. 29th January- 15th May. 

 

Mark Rothko (Permanent Display Collection) [Exhibition] Tate Modern, London. Ongoing. 

 

New Paintings: David Reed Retrospective (2016) [Exhibition] Peter Blum Gallery, New York. 21st April- 25th  

June. 

 

The Joy of Colour (2018) [Exhibition] St Pancras Conference Centre, London. 12th November- 11th January. 

 

The Substance of Light: James Turrell (2018) [Exhibition] Håusler Contemporary, Zürich. 9th June-28th  

October. 

 

Zilvinas Kempinas (2016) [Exhibition] Ikon, Birmingham. 23rd September- 27th November 
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