
PRIVATE VIEW  WEDnesday 6 november, 6-9pm

7 November 2019 – 19 February 2020

E X C E P T I O N A L
The Collyer Bristow Graduate Art Award



L i s t  o f  w o r k s

Lena Brazin
Whiskey Roulette, 2019
Acrylic and oil on linen
188 x 262cm
£5,000

Daisy Billowes
space: pink noodle, 2019
Giclée print on 400gsm 
watercolour paper
152.4 x 121.9cm
£1,300

Daisy Billowes
Tinta, 2019
Giclée print on watercolour 
paper
152.4 x 121.9cm
£1,300

Kim Booker
The Graduate II, 2019
Oil on canvas
210 x 150cm
£3,150

Julie Caves
Skirts Up, 2019
Oil on panel
50 x 40cm
£1,100

Julie Caves
Tossed Bed 2, 2018
Oil on upholstery fabric
30 x 38cm
£600

Jackie Berridge
Room, 2019
Oil on canvas
50 x 70cm
£1,200

Daisy Billowes
she’s still picking, 2019
Xerox print, cast Giclée print 
in jesmonite, wood
30 x 45cm
£520

Jackie Berridge
Escape Rooms II, 2019
Oil on canvas
100 x 80cm
£4,200



Tom Faber
Composition After Saint 
Anthony, 2018
Pigment print on paper 
mounted to aluminium
100 x 135cm
£2,000 (No. 3 of edition of 5)

Nathaniel Faulkner
Colour Maze, 2019
MDF, spray paint, flock
155 x 100 x 10cm
£1,900

Emilie Fitzgerald
Tea Party, 2019
Oil and acrylic on canvas
90 x 80cm
£660

Emilie Fitzgerald
Milking It, 2019
Oil and acrylic on canvas
190 x 170cm
£1,200

Theo Ellison
Watermelon Speculation, 2019
Chromogenic print
75 x 55cm
£850

Tom Faber
Landscape No. 1, 2019
Pigment print on German 
etching paper
40 x 50cm
£750 (No. 2 of edition of 10)

Fergus Cooper
Crisis, 2019
Acrylic on Bristol board, card 
and paper, mounted on board
68 x 84 x 5cm
£1,100

Aaron Ford
Mobile Suit SD Gundam, 2019
Oil on canvas
40 x 50cm
£1,400

Max Gimson
The Kensington Creep, 2019
Oil on canvas
60 x 50cm
£1,200



Seungwon Jung
Barstow Formation, 2019
Hand-knotted tapestry
72 x 130cm
£2,500

Charlotte Johnston
A Different Type, 2017
Oil on hardboard
20 x 30cm
£850

Seungwon Jung
Siccar Point, 2019
Hand-knotted tapestry based 
on digitally generated pattern, 
steel channel
230 x 145cm
£6,000

Camilla Hanney
Mother, Madonna, Monster, 
2019
Ceramic installation
200 x 70cm (approx.)
£7,000

Willa Hilditch
07/05/2019, 2019
Oil on board
43 x 48.5cm
£750

Max Gimson
Pssssssssss, 2018
Oil on canvas
120 x 120cm
£2,500

Willa Hilditch, 
Untitled 1-4 07/05/2019, 2019
Graphite on paper
45 x 52cm
£200 each

Charlotte Johnston
Harlem Pace, 2017
Oil and varnish on hardboard
21.5 x 30cm
£850



Robyn Litchfield
Ship Creek, 2019
Oil on linen
41 x 51 x 2cm
£1,450

Robyn Litchfield
Mahinapua Lake, 2019
Oil on linen
120 x 95 x 3.6cm
£2,650

Karen Loader
Undertone, 2019
Acrylic on plywood panel
30 x 25 x 3.2cm
£430

Karen Loader
Gentle Murmur, 2019
Acrylic on plywood panel
30 x 25 x 3.2cm
£430

Karen Loader
Rewind, 2019
Acrylic on plywood panel
30 x 25 x 3.2cm
£430

James Low
All conditional probabilities can 
be found circling the drain, 2019
Pigments, metallic powders, oil 
and acrylic resin on polyester
213 x 183cm
£1,735

Sandra Lane
Blue Eye with Thought Clouds, 
2019
Glazed and painted ceramics
100 x 100cm (approx.)
£3,000

Karen Loader
Backtrack, 2019
Acrylic on plywood panel
30 x 25 x 3.2cm
£430

Aphra O’Connor
Vast Peripheral Rift, 2019
Terracotta, glazes, acrylic sheet
44 x 14 x 14cm
£800



Ben Walker
Welcome the wolf back home, 
2019
Oil on linen
35 x 46cm
£600

Rose Schmits
Trans Forms, 2019
Ceramics
Dimensions variable – heights 
range from 14-50cm each
Prices range from £45-£285 
per piece

Joe Richardson
Falling Rock, 2018
Acrylic, coloured pencil, wood, 
anvil
244 x 122 x 110cm
£1,250

Ben Walker
A new face for an old friend, 
2019
Oil on linen
35 x 46cm
£600

Fernando M. Romero
Seeing is also a 
movement_09/10, 2019
Mixed media installation
200 x 140 x 8cm / 200 x 100 x 21cm
£3,600 / £3,100

Philippa Paterson
Smoking Was Fashionable in 
the ’70s, 2019
Oil on canvas
90 x 100cm
£950

Juliette Pearce
Lobby, 2018
Oil on canvas
80 x 80cm
£4,300

Beth Rodway
Kettle’s Yard, 2019
Pen and ink on cartridge 
paper
59 x 42cm
£1,000

Dorian Radu
After Work, 2018
Oil on aluminium
90 x 70cm
£11,800
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Curated by Rosalind Davis

‘Exceptional 2019’ is a survey of contemporary artistic concerns, investigations 
and tropes across a wide range of media. Eclectic and experimental, the works 
feature tea parties, tigers and Transformers in bold, material explorations 
of psychological states and terrains, collapse and suspension, crisis and 
transfiguration. Landscapes and labyrinths, technology and the bodily, place, 
identity and human life – from the mundane to the metaphysical – are all 
examined.

Jackie Berridge’s work focuses on people in domestic settings. She is interested 
in human behaviour and uses non-verbal communication to convey feelings of 
vulnerability, power, aspiration and indifference. Body language and home décor 
are signs for the viewer to interpret: clues to the habits, lifestyles and routines of 
a floating community of connected but socially isolated individuals. Room depicts 
a dream/nightmare-like environment peppered with familiar objects and it is for 
the viewer to decipher these hints and clues for themselves.

The speed at which technology evolves is faster than anything else in our culture. 
It has become so ingrained in what we do that it is starting to affect how we look 
and interpret as human beings. Daisy Billowes’ practice investigates materiality: 
emphasising the tactility between physical making and the digital realm. Billowes’ 
works are a visual exploration of how physical realms are understood in digital 
form by digital beings, and how these jarring interactions and our processing 
of visual information affects the ways artworks are perceived and understood. 
Billowes’ work is essentially a debate between the conscious and the unconscious 
in technological media, and an encouragement of the discussion that may 
emerge from it. 



Kim Booker examines the practice of painting itself, aiming to create works that 
offer a certain resistance to traditional ideas of genius while also portraying 
a sense of a feminised art practice. The works involve energetic and playful 
explorations of colour, form and the process of making and are grounded in 
the practice of drawing. Booker’s work references the methods of artists such as 
Georg Baselitz and Willem de Kooning yet seeks to interrogate and reclaim the 
language of gestural painting in a contemporary context. Her subject matter 
orbits gender politics and references classical painting and sculpture. In each 
work there is an intended awkwardness that arises from the conflict between an 
impulse for defiance and a desire for beauty. 

Lena Brazin uses figurative and narrative painting to depict existential, 
metaphysical and spiritual themes of human life. She employs an instinctive 
approach where vivid colours and bold drawing are used to merge figures and 
spaces into one entity.  Exaggerated personal, mystical and symbolic imagery 
is created using layers, a variety of painting languages and different paces of 
application to reflect the complexity of the reality we live in. The supernatural is 
shown through the use of cartoon-like characters, imprinted into the physical by 
the act of painting itself. Crossed wooden frames play a profound role in the final 
presentation of the work, enhancing banner-like the raw – almost tribal – imagery 
and helping to anchor the intangible world that takes place on the linen.

Julie Caves is fascinated by sunlight: “the energy that powers the whole 
world.” She usually paints it falling through windows into interior spaces or 
onto folds of cloth. Cave starts with an initial period of looking and painting 
observationally. She then makes a second painting where, now knowing her 
subject, she can immerse herself in painterly concerns and all the things that 
need to be considered to make a good painting. The first painting of each series 
is usually small and the subsequent paintings become larger and more gestural. 
Cave searches for what is essential in the painting to show light and removes 
everything else. A series is finished when the possibilities of that image have been 
exhausted and the final painting is the essence of the scene. 

Fergus Cooper’s work deals with themes of commercialism in relation to the self, 
in particular our relationship with the bombardment of digital-visual information, 
ways we use social media to communicate and the notion of privacy as a 
commodity. Cooper works with a mixture of painting, drawing and collage. Many 
of his works use images stolen from strangers’ Instagram profiles, borrowing 
elements of people’s faces, their stories and feeds, sometimes explicitly 
referencing their origin, sometimes simply as a catalyst for the work. Heightened 
colour both highlights the notion of a filtered, Photoshopped world online, 



and contrasts with the black and white monotony of ‘real’-world news. Recently 
Cooper has included images from a distinctly dystopian news cycle: comparing 
the idea of news as a construct against the carefully curated feeds of social 
media, and questioning the abundance of information we have to process in an 
increasingly intense 21st century. 

Theo Ellison’s practice explores the behavioural underpinnings of art: why we 
create it and how we consume it. His primary interest lies in peeling back the 
layers of illusion of the artwork to reveal the mechanics at play beneath. In 
addition, the work looks to explore art-making as an elaborate form of sexual 
display, in the vein of birdsong or a peacock’s tail. Similarly, art is conceived of 
in terms of the exhibition, show, or display. Ellison attempts to deconstruct and 
short-circuit these frameworks, though they can never be fully escaped.

Tom Faber’s work examines the relationship between painting and digital media, 
and what it means to construct an image of the natural environment. He makes 
work by gathering scans of organic materials: soil, leaves, animal marks, and then 
reformulating these digitally into paintings. Through this process, Faber considers 
some of the changes presently underway in our natural environment and our 
tendency as humans to continually distort and tamper with nature, to manipulate 
it into the things we want to see. Using samples from the ground, he plays on 
ideas of recycling by turning marks back into images of creatures, imagined 
creatures, and ‘landscapes’. There is a gesture towards scientists’ use of minuscule 
samples to remake larger beings – such as making a clone or copy of an animal or 
plant. But this can also be a quasi-mythical act, and Faber has started to explore 
this using surrealistic iconographies and mythical worlds. 

Much of Nathaniel Faulkner’s work focuses on the debate surrounding myth and 
science; postulating the impact and significance of myth in a modern scientific 
era. Faulkner often combines archetypal motifs with references to popular culture 
and recent events. His references extend broadly from ancient civilisations to 
science fictions, to branding and consumerism making his approach to history 
eclectic, celebrating anachronism and ‘alternative fact’. The work appears familiar 
yet at the same time uncannily different or altered; the result should be desirable 
yet unsettling.

Through visual illusions and contrasting mixed languages, Emilie Fitzgerald’s 
work investigates the balance between subject-matter and surface-matter. Using 
Winnicott’s theory of transitional phenomena, Emilie uses nostalgic and often 
kitsch imagery with reference to fairy tales and children’s stories exploring themes 
of temptation, seduction and deception through symbolic food and landscapes. 



Emilie creates a level of visual ambiguity that questions what is real and what is 
artificial, what is found and what is created. Graphic grids sit next to a painterly 
brush mark and texture is used to create a trompe l’oeil effect. Illusions bring the 
surface-matter to the fore, whilst the objects, to which the spectator can relate, 
bring focus back to the subject. As a result neither the subject-matter nor the 
surface-matter is privileged over the other.

Aaron Ford uses painting as a reference point when locating recurrent 
iconography within the timeline of Western antiquity. From Byzantine culture 
through to digital meme imagery, iconological tendencies such as the still-
life and crucifixion permeate visual culture. Ford aims to locate the modern 
incarnations of these established tropes and re-examine their contemporary 
visual language against their historical context. Using painting as an orientation 
tool, a contemporary image (a PVC Star Wars figurine generated from a Google 
image search) can be placed within a context of the ancient past (a 16th century 
still life of a plaster model) in order to trace the lineage of its connotations.

Max Gimson’s paintings are concerned with the painterly description of smoke 
and fire, as well as an obfuscation of half-memories, dreams and echoes of 
subconscious imagery. In one instance a grouping of muddied snail-like creatures 
exist as a fleshy mass of painted gestures and in the next, cosmic light bursts 
through a pub window illuminating a banal potted plant. In another painting 
thick, black smoke bellows from an open hearth and in the next it surrounds the 
viewer as they are situated within the fire.  Like cupping smoke in one’s hands and 
then looking inside to see it dissipate into the atmosphere, the images consist of 
momentary revelations within passages of painterly gesture; internal logic always 
teetering between figurative description and abstraction.

Working through sculpture, ceramics and installation, Camilla Hanney provides a 
voice for fragments of the past that have, over time, become embedded and lost 
in history. By materialising the familiar in an unfamiliar context she stimulates our 
ability to rethink our relationship towards objects, threatening the natural order 
and toying with the tensions that lie between beauty and repulsion, curiosity and 
discomfort, desire and disgust. 

Willa Hilditch approaches her studio as a space for playful rehearsal. The space is 
constantly in flux and the accumulation of paintings and drawings becomes the 
subject for much of her work. For Hilditch’s recent painted series she has been 
carrying around a dated sheet of A6 white paper each day. The paper accrues 
marks and creases depending on what she wears and the day’s activities. In 
07/05/2019 this paper is the subject, seen leant against a painting made whilst on 



a residency in Italy. This is overshadowed by a painting of her local pub tacked 
unsuccessfully to the wall with star stickers. The monochrome is used in this work 
for its reference to drawing.

Charlotte Johnston’s paintings are condensed versions of landscape, explored 
initially as a cyclical group of large, immersive and sensual drawings. An interest 
in the physical rhythms and structures of enclosed spaces, specifically within 
composed gardens and greenhouses, has been a significant stem for her to make 
paintings over the last three years. Harlem Pace emerged after drawing from a 
film about the lives of a tiger and an alligator in a high-rise block in Harlem. It 
is an investigation into the physical space, the relationship between natural and 
man-made phenomena, and in this case a heightened sense of enclosure and 
precarious balance of life.  

Seungwon Jung is interested in how our perception situates time in relation 
to space. Weaving and printing fragmented photographic images onto fabric, 
she uses this as a surface upon which to work into, apply onto and remove 
from. Starting with a completely printed length of fabric, Jung submits this to 
a series of repeated gestures of erasure and reconfiguration, including de-
threading, unpicking and re-threading. As a result, images are transformed 
by deconstruction more often than by application. Empty space within the 
physical fabric becomes as important as any descriptive visual information, 
as it is through these that she considers the gaps in our consciousness and 
memories. By removing threads from the fabric, she references the neurological 
process of forgetting and memory loss, and the imperfect nature of what 
is left behind. Jung’s wider practice includes sculptural fabric works and 
photographs transformed into a wide range of textiles. She is also interested 
in the intersections at which coding and digital language meet craft and more 
traditional processes. 

Sandra Lane’s installations survey aspects of feminine identity, in particular the 
ways it can be prescribed and subverted. Lane embraces prettiness and feminine 
colours in her work sensing that the decorative doesn’t undermine the profound. 
She favours materials such as ceramics or plaster that show the marks of the 
hand in order to describe optimism, failure and vulnerability; finding uneven 
worked surfaces register these human feelings.

Robyn Litchfield uses landscape as a ubiquitous template for exploring her 
personal history, notions of cultural identity and alienation. Her paintings 
envisage how sublime encounters with places, pristine and untouched, might 
encourage contemplation and self-reflexivity.  Drawing from archival photographs 



and personal documents relating to the early exploration and colonisation of 
New Zealand, Litchfield reimagines the experience of those early forays into a 
hitherto unknown space. Processes such as scraping into the paint, layering and 
erasure reference the destructive and constructive nature of being in a state 
of liminality. This space can offer an opportunity for reconfiguring subjectivity 
and a reimagining of possibilities. An alluring luminosity projects through the 
monochrome images of dense forest. Elements extracted from the documents 
of primeval landscapes intrude into the space. For Litchfield they are haunting 
symbols of loss and longing, for past lives left behind, the dispossessed and the 
primeval forest. The layer of amorphous red shapes acts like a semiotic screen 
casting its shadow on the gaze. The viewer is encouraged to form their own 
associations and interpretations of the work whilst engaging with the otherness of 
landscape through paint. 

Karen Loader’s work is influenced by modernist architecture and minimalist 
aesthetics as well as an interest in philosophical theories concerning place/
space, phenomenology and perception. She is particularly interested in how 
our perception of place is formed not only by our visual observations of it, but 
by the sensations we feel when moving through a place. Her practice begins 
with random meanderings through the city, observing the subtle similarities 
and differences of form and surface that emerge by noticing opposing qualities 
of light and dark, soft and smooth, near and far; characteristics that contribute 
to the atmosphere and mood of a place and lead to psychological as well as 
physical responses. Using a grid framework, she reduces these elements to line 
and pattern to explore how space, movement and time contribute to a rhythmic 
interpretation of place. Her muted palette is a subjective response to the 
observations and experiences of the built environment, but also reflects seasonal 
and diurnal changes that affect how we feel about different spaces at different 
times and how this generates a unique experience of place.

James Low paints on both sides of a translucent canvas, using the multi-layering 
of synthetic and metallic colour to foreground the development of paint as a 
technology. Abstraction, however codified, is still only a century old. Motifs, 
symbols and icons within Low’s practice develop the paintings’ readability 
in the sense that all of paintings’ potentialities are up for grabs. He deploys 
representations of tree diagrams, structural footings, constellations, cartographic 
maps, spray markings, ellipses, ovals and craters. His alchemic approach to 
materials indexes the geological and geographical origins of earth pigments, 
their locale, and their art historical usage: for example referencing the iron-rich 
soils, minerals and ochres from Southern France that were used to paint with over 
17,000 years ago.



Aphra O’Connor’s installation series of ceramic and print works is titled Dynamic 
Equilibrium to reference Piet Mondrian’s thoughts on the unification of form. The 
bringing together of colour and form in absolute equivalence is critical in allowing 
her to unite her sculptural objects and drawn patterns in a new dimension that is 
at once flat and solid. The ceramics and print go through three translations: from 
original 2D drawings that are used as blueprints for the construction of forms, to 
photographed surfaces that translate the 3D designs back into 2D. O’Connor’s 
interest in collections has led her to create a visual language from her drawings 
and found forms that are then translated into plaster moulds and used as an 
object generator. O’Connor amalgamates these ceramic and print works to create 
a holistic way of experiencing form, pattern and colour.

Philippa Paterson’s paintings explore the complexities of a feminine world. 
Her figures are usually seen in isolation, caught in a frozen moment against a 
coloured ground, as heroes from an ancient myth that have strayed into a modern 
world. Like the ancients, they are frequently accompanied by a symbolic creature.

Juliette Pearce’s works reflect upon places she has visited; places that, though 
seemingly lifeless, have got as much to do with life as life itself. Based on 
photographs, these paintings bring forth an outlandish realness which instantly 
draws the viewer into the scene. Pearce’s work creates contrasts on various levels. 
The chosen perspectives turn the visitor from ‘viewer’ into ‘voyeur’, observing a 
scene which bizarrely depicts no living being to be observed. Built by humans 
for humans, these places create an atmosphere that goes way beyond desertion. 
Though Pearce mostly applies bold, even acidic colours to her paintings, these 
do not, as expected, turn the paintings into lively reproductions of the original 
photographs. If anything, these colours increase the contrast between lively 
and lifeless, involvement and exclusion, presence and absence.

Dorian Radu produces hyper-realistic portraits which revolve around the concept 
of identity. Radu studies the facial micro-expressions of his sitters, aiming to 
surpass formality and trying to reach the character “beyond the mask”.  Radu 
enjoys asking questions, transforming his pieces into small riddles, concealing 
his subject’s identity. While at first sight Radu’s paintings seem but accurate 
replicas of reality, the character and identity of the pensive faces can be discerned 
by small hints: from the paintings’ titles, to the gazes of the models and the 
context surrounding them. Each element in Radu’s paintings is included for a 
reason, acting as a piece of puzzle which shapes the overall story. Radu’s painting 
works at a junction between traditional and contemporary principles, embracing 
the aesthetic of traditional portrait painting while also identifying the role of 
portraiture in contemporary art.



Joe Richardson’s work examines male behaviour in pubs, cartoons and film, 
dealing with the anxiety surrounding success and the performance of masculinity. 
The works operate as commentators, facades and stages for masculinity to be 
played out on, examined and ridiculed, questioning whether failure can provide 
cathartic liberation from ‘masculine’ norms.

Working mainly with drawing, Beth Rodway plays with perspective and space 
by abstracting the ordinary. Narrative plays an important role and she uses 
storytelling as a method of developing her works.

Fernando M. Romero’s work explores how we relate to communication and 
information. Using painting, sound, video, installation and writing, he exposes 
fragments from different sources to a cascade of unorthodox readings and 
mistranslations. Gestures painted on silk can be interpreted in various ways, 
from simple painting marks to the imitation of handwriting, or the repetitive 
gestures we make while navigating phone and tablet screens. All these possible 
readings remind us of underlying principles in communication, writing and 
notation. Sensations of movement or translation between codes are reinforced 
by the works’ display and the use of translucent surfaces like silk: the resulting 
palimpsests produce a vibrational effect as the viewer moves around the 
paintings.

Rose Schmits’ ceramic practice is a way for her to delve into her identity as a trans 
woman from the Netherlands. She uses the Delftware pottery technique to create 
pieces that allow her to gain ownership of the struggles of transitioning as well 
as remember where she came from. Being from Delft, she sees the iconic blue 
and white ceramics as symbolic of a constrictive past, both personal and societal. 
Breaking with the traditional designs of the pottery and using the techniques to 
make pieces that are bodily, phallic, queer and tendril-like imposes ‘trans-ness’ 
onto a traditional past. The shapes of the vessels invoke organic growth; their 
markings denote artificial intervention made possible by modern science. These 
come together in the solid medium of glazed and fired ceramics to create pieces 
that always remind of how they got to where they are whilst suggesting further 
possibilities of change.

Ben Walker’s recent paintings refer to a distinct era of British culture and 
television programming: 1970s and 80s educational programmes for schools, 
children’s films and public information films. Looking back, TV broadcasts and 
films from this time often seem imbued with a strange quality: much of the 
source imagery is familiar, comforting, and yet is also unsettling or eerie. It is 
these qualities in the paintings – that are impressions of a half remembered, 



misremembered or imagined past – that exist on the edges of memory and 
nostalgia where ideas of folklore, the unknown, the wyrd, science fiction and the 
supernatural are meshed together. Embedded in these paintings is the loss of 
childhood innocence and with it, the death of a bygone utopia. The paintings are 
scrubbed into coarse textured linen and then may be removed and repainted over 
and over. Consequently, traces of earlier incarnations often remain visible in the 
finished picture, articulating the hauntological theme of the past repeating into 
the present.

For all artists’ biographies please visit: collyerbristow.com/gallery

Rosalind Davis was appointed permanent Curator at Collyer Bristow Gallery 
in 2016. A graduate of the Royal College of Art (2005) and Chelsea College 
of Art (2003), her previous co-curatorial projects have been at Standpoint 
Gallery, Arthouse1, Geddes Gallery, Bond House Gallery and Core Gallery, 
London. Between 2012-15 Davis was co-director of arts organisation Zeitgeist Arts 
Projects. As an artist Davis has exhibited nationally and internationally and has 
had several solo shows in London. Her work is in a number of private and public 
collections. Davis is co-author of What they didn’t teach you at art school and 
has written a number of articles for a-n and other publications. She lectures at 
universities, galleries and organisations across the country including the RCA, ICA, 
Camden Arts Centre and UAL and has been a mentor for a number of years.  
rosalinddavis.co.uk  Instagram: @rosalindnldavis  Twitter: @rosalinddavis 

Collyer Bristow Gallery is a bespoke gallery space with a dynamic and critical 
exhibition programme. Collyer Bristow LLP is a leading UK law firm with offices 
in London and Geneva. The firm provides business and personal legal advice 
to a wide range of clients both in the UK and internationally. Collyer Bristow 
has been championing emerging talent in contemporary art for twenty-six 
years. The Gallery Committee is made up of professionals from the firm who 
are involved in the arts as patrons and collectors.

The Gallery is open to the public by appointment Monday-Friday, 9-5pm.
Please call 020 7242 7363 or email gallery@collyerbristow.com and our 
receptionists will advise you on best times to visit, and ensure access where 
possible to any specific artworks you might want to see. If you would like to 
join the Collyer Bristow Gallery mailing list then please do so via our website.

Instagram: @collyer_bristow_gallery  Twitter: @CBGallery1

#CBExceptional


