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Time to celebrate a
composer who laid the
instrumental groundwork

BOUND BY NATURE

Michael Tumelty

Gwen Hardie’s intricate paintings and drawings of skin aim to present the human body as a part of the natural

F

or the self-respecting art
anorak, short online films
made about artists in
their studios are like
manna from heaven. The
sudden insight into the
mind of an artist opens a
door which helps you to see the world,
for a short burst, just as they do. For
example, had filmmaker Charlotte
Lagarde not taken her camera into
Fife-born artist Gwen Hardie’s Brooklyn studio last year, I would not have
been able to see for myself the fascinating process of body to mind to
canvas to paint to completion which
turns her work into jewel-like ruminations on mankind’s place on a
swiftly turning planet.
Lagarde’s film, Slow Looking, Fast
Painting, is available online but, from
today until February 23, will also be
shown alongside Hardie’s work in the
setting of Taigh Chearsabhagh arts
centre in Lochmaddy on North Uist.
The work has arrived in North Uist
via An Lanntair on Lewis (where it
showed last summer) and the RSA’s
annual exhibition in Edinburgh in the
spring before that.
These “skin paintings and drawings”
are oval-shaped or tondos (the Renaissance term for a circular work of art);
the drawings are described by the
artist in Lagarde’s film as “networks of
lines and oddities”. All represent a

small portion of the skin, specifically
Hardie’s own, and reveal, as she puts
it, “how complex that piece of skin is”.
Born in Newport in Fife in 1962 and
brought up in Aberdeenshire, Hardie
attended Edinburgh College of Art
from 1979 to 1984 and was clearly
one to watch, even from the outset.
Her postgraduate diploma show, in
which she set about reinventing the
female form from a woman’s point of
view, presented monumental heads
and torsos. Although she was aiming
to banish sensuality from her imagery,
it couldn’t help but sneak through in
the very subject matter and tactile use
of paint.
Just three years later, she was
invited to exhibit in The Vigorous
Imagination, a show at the Scottish
National Gallery of Modern Art, which
showcased the work of rising stars of
Scottish art such as Steven Campbell,
Stephen Conroy, Peter Howson, David
Mach and Sam Ainslie. In 1990, at the
age of just 28, she was the youngest
living artist to be given a solo show at
the National Galleries of Scotland.
Hardie left Scotland in 1984 to study
in Berlin and explore new ways of
painting outside the confines of
Edinburgh and Scotland. She also
spent time in London before moving
to New York City in 2000.
Sensual handling of paint continues
to be an over-arching constant in
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THE JOLOMO BANK OF
SCOTLAND AWARDS

www.jolomofoundation.org
www.facebook.com/
JolomoAwards
Closing date January 14
Not so much a round-up of what has
been, but of what will be … The
Jolomo Bank of Scotland Awards
offers hard-up artists the opportunity
to win a total of £35,000 for
excellence in painting the Scottish
landscape. Now is the time to grasp
the thistle and enter, as the closing
date for entries for the 2013 awards
is January 14.
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The awards, made every two years
thanks to the largesse of Scottish
landscape painter John Lowrie
Morrison (Jolomo), offer significant
opportunities for emerging artists,
with £25,000 awarded to the winner
and a further £10,000 divided among
the runners up. Now that the Aspect
Prize is sadly no more, the Jolomo
Awards are the biggest single award
on offer to Scottish artists and have
provided a much needed boost to
the careers of a handful of artists at
various stages of their working lives.
The shortlist will be announced in
April, and an exhibition of shortlisted
artists’ work will be held in May. The

Hardie’s work. Today, the wet on wet
technique – a fast and furious process
to recreate a tiny silken section of her
own body in macro form – contrasts
with the blocky, stippled feel of her
earlier paintings. As the Gaelic poet
and songwriter Aonghas MacNeacail
observes in his poem about her work
in the catalogue for this exhibition,
there is “no curve that won’t nourish”.
MacNeacail met Hardie in her
studio in New York before penning the
poem and an essay for the catalogue.
In the latter, he nails her art with a
poet’s eye when he writes: “She sees
the human body as something utterly
essential ... and yet she seeks to
dissolve in persuasive and subtle
ways the sense of the body as a separate and fixed identity...
“By examining sunlight’s effect on
the skin in such a small close up, the
body’s surface resembles phenomena
in the greater natural world, both
seen from close up and far away at
the same time.”
Hardie, who regularly returns to
Scotland to visit family, has been
drawn to the outer reaches of her
native land as a place where she feels
her work has resonance, and will visit
North Uist in late February to take
part a series of talks at Taigh Chearsabhagh.
“The fundamental aim that underpins my work is how to find a way of

winners will be announced at a Gala
Dinner at the Kelvingrove Art Gallery
& Museum on June 19.

SILVER – THE ABERDEEN STORY
Aberdeen Art Gallery
Schoolhill, Aberdeen
01224 523700
www.aagm.co.uk
Until March 3

The term “silver darlings” might be
more associated with the fish which
end up in Aberdeen’s market but, as
this magnificent exhibition reveals,
the city has a long history in
producing stunning works in silver
which were sought after the world
over. Aberdeen’s goldsmiths played a
significant role in the economic,
social and civic life of the Granite City

over the last four centuries and were
in touch with all the latest fashions in
Britain and throughout Europe.
Aberdeen Art Gallery has been
building up a substantial collection of
Aberdeen silver over the last 40
years, and this show sheds light on a
once-flourishing international trade,
showcasing the work of the
Aberdeen silversmiths from the 17th
century to the present day. Among
the earliest pieces on display are the
Fintray Cup communion cup by Hew
Anderson, dating back to 1633, and
the King’s College Mace by Walter
Melville. Pieces by Aberdeen’s finest
18th-century goldsmiths, including
George Robertson, Coline Allan,
John Lesley and George Cooper, are
also on display, while the fascinating
story of William Jamieson, founder of

world at large, writes Jan Patience
Fife-born artist Gwen Hardie examines flesh in
minute detail in her Boundaries work

presenting the human body as a part
of nature at large,” she explains,
“considering natural phenomena
such as sunlight, how it rises and falls
affecting what we see and elements
such as water, air and earth that make
up the body and the planet; so I
imagine seeing my work in Taigh
Chearsabhagh will be very stimulating. The question of cultural identity
is an enigmatic one to me, since I
carry my Scottish roots with me wherever I go, now blending with a variety
of other influences, most recently
American.”
To me, Hardie’s recent work,
especially in the round, keeps reminding me of dream-catchers, which in
Native American culture are web-like
hoops adorned with beads and feathers, intended to protect sleepers from
negative dreams while letting positive
dreams through.
Whichever way you look at her
work, the feeling is all good.
Gwen Hardie: Boundaries is at Taigh
Chearsabhagh Museum & Arts
Centre, Lochmaddy, North Uist (01870
603977, www.taigh-chearsabhagh.
org) until February 23. The artist will
talk about her work in person on
February 21; see website for details.

the well-known Aberdeen jewellers
Jamieson & Carry, is also told.

MONIKA SOSNOWSKA

The Modern Institute
14-20 Osborne Street, Glasgow
0141 248 3711
www.themoderninstitute.com
Until January 12
There has long been a rapport
between Glasgow and Poland in
terms of its artistic, political and
industrial heritage. This new
exhibition at The Modern Institute by
Monika Sosnowska, the Polish
artist’s first exhibition in Scotland
since 2008, reminds the onlooker to
reflect on this shared heritage.
Sosnowska creates minimal
architectonic structures that respond

to the social, political and
psychological use of space. Her
works are influenced by the Socialist
construction dominant within former
Communist Eastern European
states, and inherent to the
environment in which she herself
grew up.
The stark building style, shaped by
politically charged systems, has now
become an expression of stagnation,
a factor which Sosnowska rekindles
within her work. The artist uses
architectural constructs reminiscent
of institutional buildings and spaces –
fire exits, stairways, platforms,
balustrades. Beginning from
fabricated replicas of these existing
structures, she plays with their
materiality, pulling and pushing,
forcing these forms to collapse, twist,

invert and distort. The resultant
reconfiguration has misshaped them
far beyond use. The space they now
occupy dictates their function.
For her third exhibition at The
Modern Institute, Sosnowska has
installed four large-scale sculptures,
made from concrete and metal,
which have been placed across the
floor to appear as if single parts of a
disparate scene. Two of these works
are direct copies of architectural
components from the disused Ursus
Factory in Warsaw, which once
produced tractors and other
industrial machinery, and held a
political resonance during the 1970s
and 1980s when its workers were a
main part of the Solidarity
Movement.
JAN PATIENCE

H

appy New Musical Year from
the column. Regular readers
will be familiar with the fact
that, as the old year began to
run out, I touched on a number of
significant musical centenaries
around the corner in 2013: the first
performance of The Rite Of Spring and
the centenary of the birth of Benjamin
Britten. Both are about to set the
heather alight, with global
performances of Britten’s music and
operas, and probably more
performances of Stravinsky’s knockout
work across the universe than there
are asymetrical rhythms in the great
Russian’s iconic, elemental and
visceral masterpiece of music
and dance.
Not receiving one hundredth of the
centenary trumpetings for these two
giants, but marking a seminal moment
in the history of western music, will be
the 300th anniversary this year of the
death of Italian violinist and composer
Arcangelo Corelli. Corelli was a
fascinating character. He was born
into a prosperous family, trained in the
art of violin playing, became a star
violinist, played for the court of a queen
and the parishes of cardinals,
effectively retired from the front line
of performance to devote himself to
composition and took up with a bloke
(a pupil) who became a lifetime partner
and managed Corelli’s affairs following
the composer’s death.
The key point about Corelli the
composer is that he didn’t write very
much music. His essential creative
output is contained in just six volumes
of music, each containing 12
instrumental compositions. These
include relatively modest forms such as
trio sonatas, violin sonatas and the
form to which I will return in a
moment, the Concerto Grosso. Yet,
though not the creator of a voluminous
output, Corelli became one of the great
figures of the Italian Baroque period.
His music was performed constantly
through the 18th and into the 19th
centuries. It withstood, as one
distinguished commentator observed,
“all the attacks of time”. Corelli was
described as a “European
phenomenon”. Musical Britain lapped
up Corelli. Time was they couldn’t get
enough of his music.
What was so special about the
possibly corpulent, rather fleshy Italian
maestro? Simple: he liberated western
“classical” music from the voice. No

cantatas, chorales, operas, recitatives
or voice/text-based compositions. No
churchy stuff (though some of the
forms he used have church-based
structures). He was one of the first
Western composers seriously to
establish instrumental music as a
viable form; and the public lapped it
up. It generated a new appetite that
remains hungry to this day. He was
called the father of the Concerto
Grosso. He could just as easily be called
the father of Western instrumental and
orchestral music.
To set Corelli in the context of the
Baroque greats: he was born 25 years
before Vivaldi, whose instrumental
compositions are a thousand times
better known today than Corelli’s. He
predated the German-born giants Bach
and Handel by 32 years.
Influence of note
They are more famous
than Corelli, but Corelli did Anyone interested
it first. He laid the ground. in following
through on the
In his 12 opus 6 Concerti
music of Corelli
Grossi he established
should note that
certain principles of
there is also a
operation that would
resonate in musical history new CD featuring
for two centuries to come. the music of one
of his pupils,
He established and
refined the concept of two Francesco
musical entities that would Geminiani, played
by the London
interact. They would
Handel Players on
respond to each other;
the Somm label.
they would act as one,
endorsing and reinforcing The CD features
the complete
each other; they would
Sonatas, opus 1,
work in tandem; they
and there are 12
would argue; they would
tussle; they would dispute of them. Now
what was I saying
and contest hierarchies.
about the
The essence of all that
influence of
would follow in the next
Signor Corelli?
two centuries – through
the development of the
concerto, the symphony
and all related forms – lies in Corelli’s
work of instrumental emancipation.
In this respect, the work of the
respected Glasgow company Linn
Records, and its genius producer and
engineer Philip Hobbs, is to be much
acclaimed. Not only have they
produced a dazzling account of the
opus 6 Concerti Grossi with violinist
Pavlo Beznosiuk’s ace Newcastle-based
Baroque group, the Avison Ensemble,
but Linn has announced that in 2013,
with the same group, it will produce
three further volumes of Corelli’s
chamber music. That’s what I call a
practical history lesson.
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