
Brave it across the water
to South Bristol’s cultural
phenomenon - a theatre and
centre for the performing arts
- and so much more.
Come to our Sunday food
and craft Market.and craft Market.
A place to browse or shop,
to meet, eat, drink, enjoy live
music and affordable art.
A place for everyone.
If you have not been to the
Tobacco Factory you have
not experienced Bristol!not experienced Bristol!

Enjoy panoramic harbour
views and watch the Matthew
and others sail past while
sipping our Bristol beers
and European Wines.
Try our home made pies
and taps and sampleand taps and sample
our exquisite daily specials.
We use largely fresh local
produce, with organic or
fair trade ingredients.
Friday night live music in the
hold bar - a great venue to hire
all other days.all other days.

“It is a gem and well worth
seeking out”
Bristol Evening Post.
The Barley Mow was saved
from extinction by the Bristol
Beer Factory to become one
of Bristolof Bristol’s best local pubs,
serving ‘the Dings’, north of
Temple Meads Station. It is
adjacent to the Bristol-Bath
cycle path.
It can be hired for parties
and for business breakfasts
out of normal hours.out of normal hours.

Situated in the old Ashton
Gate Brewery near the
Tobacco Factory.
The Bristol Beer Factory may
be small but it brews some of
the region’s best ales. 
Our Milk Stout was awaOur Milk Stout was awarded 
a gold award by Taste of the 
West, one of only 2 beers to 
receive the accolade.
We use locally grown malt
and hops and are fighting
for our independent pubs.
Demand our locally pDemand our locally produced
cask ales in your pubs and
bars: Red, No7, Sunrise
and Bristol Stout.

HANG OUT WITH US...

Sunday brunch, market,
live music and theatre

Bristol’s Best! Our own
award winning ales
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I am on my way to meet the 
prominent British painter, 
Anthony Whishaw, at his 
studio in Bethnal Green.  
He has invited me to arrive 
early since he will have been 
at work there from 6am and 
has also invited me to visit his 
Kensington studio. I am full of 
nervous anticipation. Last year 
Whishaw celebrated his 80th 
birthday with three separate 
solo exhibitions, seven group 
shows and glorious works in 

the RA and the RWA Annual 
Exhibitions. I visualise his 
painting Collapsing Tree in 
that RWA Show, at once grand, 
fragile and richly painted. 

Whishaw was born in England in 1930 
but spent his early years in South America 
before returning to school, a charismatic 
art master, Chelsea School of Art and the 
Royal College of Art. In 1951 while at 
Chelsea, Whishaw visited Spain for the first 
time and, thanks to a Spanish Government 
scholarship, lived there in 1955 and 1956 

at a time when hardly anybody visited 
the country. He has returned many times. 
Spain, its landscapes, people and artists 
have had an abiding influence upon him. 
Pueblo 1, like all his Pueblo landscapes 
with their cubist forms, glowing browns 
and sun baked ochres, bears witness to  
this deeply felt allegiance.

Early success was hailed by the 
landmark BBC arts programme, Monitor 
in 1960: Whishaw, interviewed by Huw 
Weldon, was 28. That success has been 
sustained by more than 60 years of 
dedicated artistic practice and prolific 
exhibiting. His work is in national, public 
and private collections here and abroad, 
including the Arts Council and the Tate.  
He was elected an Associate RA in 1980, 
RA in 1989 and RWA in 1992 after 

organising a show of works by RAs at the 
RWA. He returned in 1993 with a major 
solo show and has been a regular exhibitor 
ever since.

Whishaw has explained to me that he 
creates his large paintings in Bethnal 
Green and I am here to see some of these. 
He greets me at the gates to the Acme 
Studios complex, a former brush factory, 
and conducts me to his own studio which  
he has rented for 30 years. I am taken aback 
by its size and light. Whishaw explains 
that Acme Studios transformed the space 
with display panelling and mounted the 
celebratory exhibition Whishaw at 80,  
to mark their long association with him.  

They also installed the awning which has 
created the secluded area which we now 
enter at the far end from the door. 

Here he offers me coffee while 
mentioning how well wrapped up he needs 
to be in winter working here. There is no 
heating. He begins to point out paintings – 
cool, black and white, with close patterning 
in the manner of the work Downstream 
which I see shortly. He brings up his website 
by way of beginning the explanations which 
I am seeking. I briefly catch his younger 
voice telling Huw Weldon: “It is very 
important to go on experimenting always; 
always seeking all the time something much 
more than you have done already.” 

To me this seems the creed of a 
committed creative life.

Whishaw is known for completing 

work over time, even over a number of 
years, and hence for painting in series 
and working on many images at the same 
time at different stages of resolution. 
He gestures towards one particular 
work. “It is behaving itself,” he remarks 
before explaining that a painting can be 
interwoven and grow in other works. 
“Things recur and come back in different 
forms. There are varieties of approach to 
space.” He refers to the multiple horizons 
in many of his pictures, a legacy of his 
early fascination with the low horizons  
in the black paintings of Goya.

Whishaw has written that he wants to 
produce an image in the process of making 



21RWA magazine 
Winter 2011

itself visible. Painting slows down this 
process. It is anticipation of reality which 
engages him. “I am interested in the brain 
on the point of realising something on the 
very edge of perception,” he tells me. Sister 
Wendy Beckett encapsulates this when she 
says of a Whishaw Pueblo landscape that 
it is “…catching the wonder of the world 
before it is obliterated by familiarity”.

Wishaw continues: “I do not want to 
know what the work is going to look 
like when it is completed. Images in my 
work are not literal; they are invented or 
discovered.” He wants to discover rather 
than to copy or illustrate. “Painting can 
do things other things can’t do. I am 
interested in illusion and allusion.”

Works are stacked round the walls of 
the studio and Whishaw invites me to view 

them. It is an unforgettable experience 
handling and seeing such monumental 
canvases and the intellectual and emotional 
engagement reflected in them. First 
Whishaw takes me to Collapsing Tree.  
The light and colour within the picture are 
stronger than I had recollected. Here also 
is a painting from Whishaw’s Las Meninas 
Series (1983 – 1990), his improvisations 
and reflections upon the enigmas in 
Velázquez’s great painting about looking 
and seeing. Doorways, mirrors and 
windows fascinate him, Whishaw says.  
A ghostly Infanta Margarita of the doomed 
ruling family looks out from Whishaw’s 
dark grey and brown background.  

The grave royal dog is described by  
canvas collage.

Whishaw explains this and his use of 
acrylic. Acrylic can sink into the canvas 
giving an impression of deeper space, be 
mixed with soil or sand and bind collage  
to the surface of paintings. He also tells me 
that the early 1980s were a turning point. 
Abstract Expressionism had made him 
experiment but figures began to come back 
into his work. “Two languages can exist 
side by side in the same work,” he says, 
“abstraction and figuration”. 

Whishaw is preparing for a show in 
Cork Street and shows me the works 
which he is exhibiting. For me these rise 
to an epic crescendo from Pond V and 
Celestial I to Forest VI and December Wind. 
Four of these are triptychs and Whishaw 

shows me how the panels should be placed 
together. Celestial I grew out of a member 
of the Astronomical Society asking if he 
could borrow a waterscape from Whishaw 
showing water drops in foliage. This 
led to the creation of this painting of 
constellations of stars, full of movement 
and lights. When we have placed the three 
panels of Forest VI together and I stand 
back to look, I am in awe. I am moved by 
the scale, lyricism and romanticism of 
this huge work. It is truly beautiful; its 
grandeur difficult to communicate.

I help Whishaw to move out other 
paintings. These include works shown on 
the RWA website and a moving companion 

to Reverie I in the RWA collection of an 
old woman sitting alone in the deserted 
Spanish village of Bujalcayado whom 
Whishaw depicts assailed by her memories. 
He points out two more arresting pieces: 
Hythe with its multiple horizons and 
Mousehole Harbour in the moment of 
spray dashing against the harbour wall. 

Two hours have gone by and it is time 
to leave for Kensington. Whishaw drives 
us across London. This is his working 
routine. On the way we talk about the 
RWA. He is a great supporter.

Arrived at our destination, I absorb the 
charm of Whishaw’s mews house and the 
impact of the adjoining studio rising to the 
full height of the house. It possesses all 
the signs of the same busy creative activity 
as the studio which we have left. We walk 

to Gloucester Road for a Neapolitan lunch 
at Da Mario, former haunt of Princess Di 
and beneficiary of pieces given by Paolozzi. 
Whishaw asks wistfully why these are not 
in evidence. Our attendant waiter is newly 
employed and sadly unaware. Over lunch 
Whishaw is full of caring interest in the 
RWA and a fund of ideas for promoting 
RWA art.

Back at his house and studio, Whishaw 
is again generous in showing me his 
work. Paintings which arrest me are the 
early figurative Corrida of 1955 hung 
high on the studio wall with its Spanish 
influences and homage to Goya, The 
Blind Leading the Blind from a series 
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interpreting the picture by 
Bruegel, and another often 
explored subject by Whishaw, 
Startled Birds. On the wall 
between the house and the 
studio, Bouquet is a triptych 
which conveys a secret space 
between walls, but alive with 
the exuberance of flowers 
bursting forth from a slender 
vase. Whishaw also shows 
me the work he is submitting 
to this year’s RWA Autumn 
Exhibition: Slow Appearance. 
It is important to look at this 
work carefully and patiently 
let it reveal itself.

There are also many 
smaller works and some 
“mavericks”, as Whishaw 
calls them, upstairs and 
in the studio. Painting by 
Bullets in the RWA collection 
is an example of these. With 
this in mind, I ask Whishaw 
why he says that drawing 
is like shooting. He replies 
simply: “Because it is putting 
something in the position you 
want it to be in.”

It is late afternoon and time 
for farewell. For me it has 
been an inspiring encounter. 
I ponder on one of Whishaw’s 
last remarks: that he lives 
a monastic existence. And I 
marvel at the commitment 
of this great and passionate 
explorer of perception and 
memory through abstraction 
and figuration, who remains 
true to his early vow of always 
seeking something more than 
he has already done. 

“It is very 
important to go 
on experimenting 
always; always 
seeking all the 
time something 
much more than 
you have done 
already.

1 p18 Collapsing Tree

2 p19 Celestial I

3 p20 Forest VI

4 Hythe
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