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when I start, but as I add, remove and alter
elements, their relationship to one another the
meaning becomes apparent to me. In that sense I
consider the process to be fairly subconscious; I
know when things are right and when they’re
wrong when I'm building the piece, then over
time; usually as I'm painting the subject, the
meaning becomes clear to me consciously.

Toria: As far as technique goes, especially the way
you allow fragments of the underpainting and
textures to emerge, adds a mesmerizing depth and
vibrancy to your pieces. What drives this artistic
choice, and how do you feel it contributes to the
narrative of your work? It really brings a sense of
life and light to the work for me.

Kieran: That technique actually came from my
interest in Tonalism which was a largely
landscape based art movement that was prominent
in America at the end of the 19th Century. I
noticed that they tended to wuse extremely
saturated warm ground colours beneath the
largely grey, misty subjects that they favoured. I
adopted this approach for my own landscape
painting before beginning to experiment with it
under my own - largely grey toned, still lifes.
From a purely visual point of view the intense
orange glinting and glowing through the grey
tones creates a vibration that enlivens the whole
piece, it would otherwise be overly flat and, well,
boring. I can't quite express how it relates to the
narrative of my work intellectually but it certainly
feels correct.

Toria: The surfaces and shapes you choose, along
with the way you frame your work, seem to play a
crucial role in your artistic expression. Could you
take us through your creative process on these
aspects — how do these elements evolve from
concept to completion in your art?

Kieran: About 4-5 years ago I altered the way I
approach the creation of my framed work. So
instead of first creating a painting, then getting a
frame made for it I began acquiring empty antique
frames, often gilt, that appealed to me and making
paintings that respond to the frame.

Toria: I saw you have been on both Portrait Artist
of the Year and Landscape Artist of the Year. How
did you find it?

Kieran: I found the experiences to be quite
different actually, I did Landscape Artist of the
Year first and found it to be a fairly relaxed day
despite being followed by cameras all day. Each
artist had their own pod and we didn’t have a huge
crowd watching us so I didn’t feel too stressed or
pressured. Whereas the Portrait Artist of the Year
was filmed in the central chamber of the Wallace
Collection in London which was a pretty cramped
space considering it had to fit the artists, sitters,
cameras and lights as well as all the crew and a
fairly large audience. This made for a pretty
claustrophobic working environment that caused
everyone to be harrowed all day. I tend to work
better under pressure so I was pretty happy with
the

work I produced both times. Though the Portrait
Artist of the Year did push my limits in terms of
stress.

Toria: As you continue to push boundaries in your
artistic career, are there any upcoming projects,
exhibitions, or milestones that you’re particularly
excited about and would like to share with our
readers?

Kieran: I've been focusing on building my
tattooing practice throughout most of this year so
I don’t have any painting exhibitions planned at
the moment though I will definitely be doing more
in the future. I am really looking forward to
traveling and guesting as a tattoo artist when I'm
experienced enough because it seems like a great
way to expand one’s horizons technically and
artistically. I'm terrible at taking proper holidays
so the ability to travel and work is ideal for me.

“1 think it's really important to follow your own path as an artist, both creatively
and professionally. A lot of people, including myself make the mistake of assuming
the path you need to follow to become a succesful artist is going to be the same as
the path taken by artists who have already succeeded. However the path to success
is always changing as the industry changes, so the people who will be considered
successful in 10 or 20 years time will have done things differently to the
preceeding generations. Personally | don't worry too much about the old rules that
surround traditional galleries and art sales practices; | sell my work directly to
clients through Instagram and my website, I'll discount work, | tattoo now. | feel a
lot less constricted creatively as a result.”

Kieran Ingram















In this issue, I wanted to dive into a topic with you that has sparked my
interest for a long time: the choices in curating a space and how it influences
the perception and narrative of the art within it — the importance of the space
itself. The environment in which art is displayed becomes defined by its
lighting, spatial dimensions, form, and wall characteristics; it becomes a
powerful frame for the artwork to develop as an interpretation and experience
for the audience.

I've thought about these various elements. Negative white versus black space,
rough walls, enclosed versus large and unconventional shapes all contribute to
a rich tapestry once combined. It becomes a great interplay of elements that
offer a range of possibilities and create a landscape for the artwork, creating a
multitude of narratives.

Close up of Working Model for Three Piece No.3: Vertebrae, 1968, Bronze,
Henry Moore. Tate Modern. Photograph by Toria Eve

Curation becomes such an essential factor. In curating space thoughtfully,
there is an allowance of new dimensions in interpretation; the artwork isn't
just seen but truly experienced; it explores the psychological aspects of how
the work is viewed in the flesh. Let us get more in-depth...

In terms of research, I've started to read some fascinating books: Ways of
Seeing, Berger, J. (1972), The Poetics of Space, Bachelard, G. (2014) and, of
course, Inside the White Cube: The Ideology of the Gallery Space, O'Derherty. B.
(1986). All are staples within a curator’'s library; I highly recommend them to
anyone interested in this topic - for writers, architects, critics, psychologists,
and many more readers alike. Within the first chapter of Ways of Seeing, Berger
can be quoted on the following;

"Seeing comes before words. The child looks and recognizes
before it can speak. But there is also another sense in which
seeing comes before words. It is seeing which establishes our
place in the surrounding world; we explain that world with words,
but words can never undo the fact that we are surrounded by it."”
(Berger, 1972)
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A metaphor for a gallery space can be drawn by
examining Samuel Morse’s Exhibition Gallery at the
Louvre (1832 - 33), a Salon-style painting from the
1830s - the term refers to groups of art that are
arranged densely, often extended high and lower
than average eye level, in contrast to the more
modern or minimalistic “museum-style” hanging. As
noted by O’Doherty,

“it implicitly defines what a gallery is, a
definition appropriate for the esthetics of the
period. A gallery is a place with a wall, which is
covered with a wall of pictures. The wall itself
has no intrinsic esthetic; it is simply a
necessity for an upright animal”

(O'Doherty, 1986).

The tight placement of the artwork within the piece
creates a sense of visual competition and
overwhelmingness; with each piece lacking its The chair and its shadow.
isolation, it makes it challenging to focus on the Photograph by Toria Eve
works as an individual and gauge an understanding.

When comparing this as a historical contrast to modern gallery spaces, such as the “White
Cube” format, the ample negative space illustrates the shift in how we curate and perceive
art. The space where the work is placed, particularly the walls and in contrast to the
various heights of ceilings, creates the active element for an experience. Larger, open
spaces evoke a sense of grandeur, allowing the artwork to ‘breathe’, enhancing it’s impact,
but in contrast, smaller, more intimate rooms can create a much more personal and
reflective experience. Creating the atmosphere between the spatial design and lighting of
the space can transform it from a neutral container into something that becomes immersive;
a well-curated space uses these elements to heighten or soften the emotional impact you get
from the work.

As we reflect on this discussion of how space impacts the work within it, consider the
following: Imagine standing before a soft landscape painting filled with delicate marks of
white bluebells. If this peaceful scene is placed in a space with rough, textured walls and
dim lighting, would the softness still evoke a beautiful memory frozen in time? Or would
the eerie atmosphere make you question whether you are meant to experience it that way?
Does the environment change your perception of the work’s meaning?

Exhibition Gallery at the Louvre, 1832 - 33, oil on canvas
Samuel F.B. Morse. © Image courtesy of the Terra
Foundation for American Arts.
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Verity Ure-Jones is a figurative painter based in London,
UK. Recently nominated for her work within RBA Rising Stars
2024 and Jackson’s Prize 2024. The first time I met her was
briefly by chance at my part-time job. We had gotten placed
together for training - un-related to the arts! Distracted
throughout in talking about art, we shared stories of our
journeys and specific interests in our work. Later that day, we
connected on social media, which became the beginning of a
friendship.

Since connecting with Ure-Jones, I have expressed my
admiration for the way she conveys emotion in her work and
the significant amount of movement in her brushstrokes; they
bring tactile quality into the pieces. Her skill in capturing the
facial expressions of her subjects the way she does, with such
expressive marks, is a challenging feat. There is a simple
balance between soft skin tones, rougher fabric patternsand
carefully chosen dynamic colours that come off alongside the
marks as abstract in sections, however they end up feeling
harmonious and like poetry as they flow together in and out
of each other. Let’s look at Change one’s stripes for example,
the striking patterns and textures become a narrative tool,
the deliberate contrasts create a depth that furthers the
emotional aspects of the work through tension combined
with the organic background, creating layered figures full of
life and their own story. The work itself features two figures
lying in comfort and ease, seemingly happy and intimate
beside each other. We end up paused in time looking at a
moment between the figures, their thoughts and moment. The
viewer is invited into trying to understand the figures
internal states as they occupy the space around them.

Portrait photograph of
Verity Ure-Jones in studio

Within Dark Swan Rises - Nightingale, there is a ‘/
intense sense of emotion, looking at the figure in |
contemplation, withdrawn posture, and waiting as they |
grasp their instrument. The saxophone becomes an |
extension of setting the narrative for the figure as they }
lie in a striking but classical outfit combining black
and white detailing. A sort of rhythmic pattern
emerges in marks and subjects present in the work.

Ure-Jones creates the beauty of wuntold stories,
connections, human emotions and understanding.

Dark Swan Rises - Nightingale
2024, oil and pastel on panel
Verity Ure-Jones

Change one’s stripes
2024, oil and soft pastel on paper
Verity Ure-Jones
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