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FOREWORD

 
When I was starting off my career as an art student in my early twenties Alan Davie was instrumental in giving me quite a boost to my 
self-confidence by accepting all six works I had submitted to the Young Contemporaries when he was one of the judges, circa 1957.  I 
still am grateful to him for doing that, and I remember catching a glimpse of him then - tall and magnificently bearded, with long hair 
and wearing - held  together with a silver brooch - a reddish brown woolen cloak that made him look for all the world like a Highland 
Chieftain. I had a period of being influenced by him right at the outset of my career, when I was studying printmaking at the Slade.  
I still have an etching I made over fifty years ago where I had tried to imitate some of his Celtic symbols.

For my money Alan Davie is one of the greatest artists ever to come out of Britain, his  work is instantly recognisable - there is no 
mistaking that it could be anyone else and it is always powerful and vibrant. When I taught at the Academy of  Visual Art in Karlsruhe, 
Gemany in the nineteen eighties and nineties one of my colleagues was the internationally famous artist Markus Lüpertz whose work I 
was absolutely convinced had elements of Alan Davie about it. Markus Lüpertz however had always let it be known that Piccasso was his 
God, until one day he sat down with me and confessed that he was in fact a huge fan of Alan Davie and that he had been influenced by 
him - so I had been right all along. Clearly Alan Davie’s immense talent stretched further afield than our own borders, and I wish that he 
had been granted a major retrospective at Tate Britain before he died. We don’t treat our major artists as well as the Germans do and it is 
shameful that Alan Davie in later years didn’t get as much attention as we now give to our lightweight “celebrity” artists who don’t come 
up to his ankles. 

I’m delighted to see that today a new surge of interest in Alan Davie’s work is being shown by a young generation of artists, who I am 
sure will continue to be inspired by his unique vision.

Professor Michael Sandle R.A.

Opposite page: Alan Davie, Cambridge Gliding Club, 1966
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DISINTEGRATING TARGETS 

Art and Anti-Art in the Work of Alan Davie

The Work of Art seems to be something thrown off - a by-product 

of the process of being and working. Art just happens….

Notes by the Artist (1958)

I don’t practice painting as an Art but as a means to enlightenment.

Towards a Philosophy of Creativity (1997)

 
 
The wide range of works which have been selected for this exciting new exhibition gives a clear indication of the different modes and diverse  
styles of painting which Alan Davie has practiced and produced through his long and prodigious career as “the most remarkable British 
artist to have emerged in recent years,” The Times (1958). In this exhibition we can for instance, move from Davie’s brief engagement with 
the formal language of Cubism in the earliest work  Moonlit Tree, 1948 (page 15), through his own distinctive take on surrealist automatism 
and gestural abstraction in Disintegrated Target, 1960 (opposite page), to his later ethnographic pictures such as Study For A Figure Mask, 
No.14, 1975 (page 41). Such a rich and complex stylistic development clearly marks Alan Davie out as one on the most inventive and 
challenging practitioners of later 20th century painting.

In contrast to the very discernible changes in the constantly evolving stylistic appearance of Davie’s painting practice his own artistic 
statements, which he regularly produced throughout his career, have a remarkable consistency to them. Not only will Davie express the 
same ideas and views repeatedly over the years and even decades, but he will regularly use the same phrases and words to do so. This was 
not, I hasten to add, due in any way to some limitation or inadequacy in his powers of critical expression. Davie was also a poet, as much 
a master of words as of paint, and his repetitious mantras were a reinforcement of his unswerving commitment to his own “philosophy of 
creativity” which was the firm foundation of not only his art, but also the way he lived his life. That being the case, how then do we reconcile 
the contrast, some might say the contradiction, between the consistency of what Alan Davie said and wrote about his art, and the marked 
changes in appearance of the art which he created in his studio over more than seven decades?

Opposite page: 

Disintegrated Target  

Oil on canvas, 1960

84 x 68 in (213.4 x 172.7 cm) Exhibited: ‘Jingling Space’, Tate St. Ives  2003 / 2004
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To address this fascinating and intriguing question and attempt to resolve this challenging conundrum it is necessary to examine the 
central concept of the “personal” at the heart of Alan Davie’s work “Painting for me is a purely personal thing”(1992). Yet in a seemingly 
contradictory mode Davie also famously declared, four decades earlier, in his Notes by the Artist (1958) that “Self-expression is something 
contrary to art”: an idea which most people - through the widely accepted notions of the expressive nature modern art would find very 
surprising if not truly baffling. 

In contrast to this antipathy of “self-expression” however, Davie’s art is driven by a quest for self-discovery and understanding, as he asks 
with his self-imposed question “Why do I paint? I paint simply to find enlightenment and revelation” (1957), and again in his ‘Towards 
a Philosophy of Creativity’ (1997) he declares “I don’t practice painting as an Art but a means to Enlightenment”. Of course this does 
not mean that Davie’s art has an autobiographical intent in any conventional sense, but rather it records and traces a psychic and spiritual 
journey involving both personal and archetypal development through a long and deeply involving process of “becoming what one is”. 
That phrase is from the writings of the psychologist/mystic, Carl Jung. who had a long lasting and profound influence on Davie and his 
art practice.

If Davie’s art and career are studied in the light of Jung’s transcendental views of the human mind and universal experience then the 
seeming contradictions between what he adheres to in his theoretical writings and what flows out of him as he paints begin to form a 
congenial and organic relationship. This journey of self-discovery, or “individuation” as Jung termed it occurs later in a person’s life, after 
all the raw confusions and uncertainties of childhood and youth have been passed through. All evidence indicates that for Davie, after 
his art college (1937-40) and wartime (1941-5) experiences were over, his life-long journey of self-discovery began during his artistic 
pilgrimage around Europe in 1948-9. The first stages of this spiritual and psychological process of personal enlightenment begins with a 

great urge to attack and destroy all imposing authorities which stand in the way 
of a new understanding of self and individual creative freedom. We can see this 
manifesting itself in Davie’s dismissal of orthodox art education “At Edinburgh 
College of Art I learned to hate Art” (1963), a view which he later reinforced 
with “The real purpose of art teaching for me is the liberation of the human 
spirit - not the production of artists” (1997). This destructive, yet at the same 
time liberating attitude, was also directed at the contemporary post war art 
scene in London where he found “that which I am seeking is not here...what a 
mass of ugly rubbish is on show here under the name of Art” (1948). 

Right 
OG.59b)       

Oil on paper, 1957       
8 x 21 in (20.3 x 53.3 cm)       

Left 
Untitled  

Oil on paper, 1954 
18 1/2 x 15 in (47 x 38 cm)
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Davie’s critical eye was however not a closed, but a highly receptive one, and what was capturing his serious attention in his travels on the 
continent was a mixture of ancient (early Christian / Byzantine mosaics, Romanesque church architecture) and modern (Arp’s and Klee’s 
biomorphicism, surrealist automatism and the Abstract Expressionists’ radically different methods of painting). All these features can be 
seen at work to a greater and lesser degree in the earliest works in this exhibition. At that time Davie wrote to his father from his European 
journey of discovery,”  I am amazed… my work is becoming something very strange” (1948).

After their return to Britain the Davies’ (Alan was accompanied on his tour of Europe by his wife Bili whom he had recently married) 
initially lived and worked in the Abbey Art Centre at New Barnet for about a year or so. As this artistic community was a place that was 
ideal for his newly discovered creative adventure and interdisciplinary experimentation, including monoprinting, jewellery making and 
kinetic sculpture, Davie had the opportunity to develop and greatly expand on the innovative possibilities that he had initiated on the 
Continent. Later he was to write “At that time I think my work was related to Paul Klee and Arp (rather than Abstract Expressionists like 
Pollock), they had a poetic feeling and a childlike magic which was closest to my own feeling.” That “childlike” state of pure and intuitive 
creativity can be linked to the painting entitled Baby, 1949 (page 16) which might also be a celebration of the birth of the Davies’ daughter 
Jane that year. 

One could argue that at this stage Davie was seeking an imaginative return to a romantic state of pure uncorrupted creative innocence and 
wonderment, an ideal which he determinately stove to maintain throughout his subsequent career. 

At the Abbey Art Centre Davie also came in contact with Oriental mystical ideas and an ethnographic collection which must have inspired 
Davie’s life-long passion for prehistoric and non-western art. With his newly found enlightened attitudes he was in total accord with the 
nature of such esoteric beliefs and human creativity which he described in an interview of 1990 “all great art, all primitive art is used for 
spiritual purposes. The artist in the past or in primitive societies is a kind of shaman who links the mysterious elements of the universe with 
the everyday.” This “spiritual purpose” became the constant core belief of Davie’s concept of art, but to take on the role of artist/shaman 
there would need to be a difficult process involving the destruction of the artist’s egotistic self. In Jungian terms this involves coming to 
terms with, and confronting, one’s persona and with its “shadow”. This is the dark and dangerous side of one’s personality that lies deep in 
the shadowland of personal unconscious. 
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This struggle and striving for liberation from the 
controlling powers of inner self and outer secular authority 
were fought out in Davie’s canvases of the 1950s - as 
exemplified by such works as Untitled, 1954 (page 17), 
where the cursorily drawn silhouetted figure is threatened 
by all enveloping imprisoning forces, or Homage to the 
Black Snake, 1957, (outside back cover) which is full of 
awe and dread for the untamed, ever threatening forces 
that lurk in the depths of the human mind and history, 
but must be released and confronted if psychological and 
spiritual liberty is to be achieved. This destructive /creative 
dynamic which was the internal driving force for Davie’s 
artistic development reached its climax in the early 1960s 
when his output was exceptionally prodigious, with up to 
200 major canvases in a year. In Disintegrated Target, we 
have a superb example of this astonishing achievement. 
The title probably makes reference, amongst other things, 
to Davie’s long standing empathy with Japanese Zen 
Buddhism’s intuitive and anti-intellectual approach to 
the quest for spiritual life “Sell your cleverness and buy bewilderment” as the Zen Master instructs. Davie would frequently exemplify 
his concept of the loss of self with an analogy from Zen legend, which echoes this painting’s title “The Zen Buddhist master of Archery 
does not practise Archery as the perfection of technical skill. Some of the greatest Zen masters were known to frequently hit the bull’s 
eye without aiming at it - it was a kind of shooting of the self - a spiritual exercise” (1997). For Davie, like Zen archery, “The right Art 
is purposeless and aimless”(1958).  

The straight green arrow in the painting, shooting into and disintegrating its target can be read as a sign that the initial part of Davie’s 
all-demanding quest for personal enlightenment had been completed and that the dominance of ego had been finally over-thrown and 
vanquished. This new stage in Davie’s quest for personal and spiritual liberty is clearly indicated by the remarkable upsurge in his creative 
output during this period. It is as though the “psychic energy” which Jung believed was suppressed by the oppression of the ego had 
now been released through Davie’s exuberant paintings. For instance colour begins to take on a life of its own in Davie’s work and 
has an essential role to play in his art and philosophy, as he was later to say in 1990, “colour is the veritable stuff of life” and Magnetic 
Orange, 1960 (page 21) would be a perfect example of such colouristic vitality. Davie’s views on colour echo those of his fellow mystic /
abstractionist Kandinsky, with their musical analogy, “The colours must sing together very much like the notes in music” (1990). This 
synesthetic interconnection between painting and music was always something important to Davie who was also a very fine practicing 
classical musician and a professional jazz player in his earlier career. Unsurprisingly, jazz was particularly influential on the development of 
his painting technique where, through intuitive improvisation, the painter could completely lose himself and allow the painting to create 
its own self,  as Davie writes in 1958, the artist “must contrive to pay as little attention as possible to the end which he is moving - allowing 
the end to come when it comes.” A superb example of this jazzy improvised approach to painting is Tonight’s the Night, 1964 (page 28), 
with a title that seems to come straight from a Blue Note jazz label. 

Magnetic Orange, 1961 (page 21)
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The decade of the 1960’s was probably when Davie’s critical reputation and 
international art world  standing  was at its zenith and he was particularly fortunate to 
have such a supportive gallery in Gimpel Fils, who always encouraged him to develop 
his painting in whichever direction it led him. Unlike many artists who were more 
concerned with the advancement of their careers than the integrity of their art Davie 
took little interest in the machinations of the London art world which John Berger 
curtly dismissed in the mid-60s as “extremely parochial.” Davie, now with his own 
accommodating studio space and domestic dwelling, well outside the distracting 
metropolis in semi-rural Hertfordshire, was able move on to a new stage in his 
personal and artistic development. At this point he was psychologically and creatively 
in a position to extend the power of his art and transcend his own previous psychic 
struggles by now linking up to and developing a creative dialogue with the universal 
source of Jung’s concept of the “Collective Unconscious”. This is shown by the way the 
predominantly inchoate gestural technique of his earlier practice as exemplified by The 
Red Joy’s, 1958 (page 18) now replaced with a more clearly articulated iconography of 
archetypal signs and symbols as seen in such work as Flying Machine, 1965-8 (page 30-
31) and Sweet Flapper, 1968 (page 29); both of which are animated and infused with 
a double dose of  ‘élan vital’ and ‘jouissance’. The great works of this period are both 
the final triumphant outcome of all the preceding struggles and breakthrough advances 
in Davie’s earlier work; and at the same time, the inviting open gateway to the richly 
creative innovations to follow.  

From the 1970’s there was a notable stylistic shift in the appearance of Davie’s work, 
as can be seen if we compare say Crazy Dog in a Rocking Chair of 1963 with Daidling 
Dance from 1996. Both works are involved with visually depicting the appearance 
and sensation of movement, but while the early painting expresses frantic animation 
through the power of the impulsive brush strokes the artist intuitively makes, the later 
picture is much more formally controlled and uses a proscenium type compositional 
arrangement, with highly decorative signs acting out their much more formal 
choreographed movements within the stage-like pictorial space. 

A range of various factors brought about this marked change in Davie’s work. From an 
iconographical point of view Davie began to see a clear link between the content of the 
outpouring of his own automaticism and the imagery to be found in a wide range of 
non-western and ancient cultures “this archetypal symbolism which speaks to different civilisations I discovered the same type of symbols 
in my own automatic drawings”(1992). With the discovery of this shamanistic power to make contact with Jung’s Collective Unconscious 
through the transcendental mystic power of his art, Davie travelled extensively in order to seek out numerous non-western cultures in all 
their visual manifestations, from Carib petroglyphs to Jain cosmology. Thus Davie transformed his art from a psychic journey of personal 
discovery into one which, through the loss of self, embraced all of humankind and the universe of eternal symbolism. In order to achieve 
this within the practice of his painting as a modern western artist Davie had to radically re-adapt his studio practice. He ceased working 
horizontally from all sides of his pictures laid on the floor, and now employed a more conventional method of upright easel painting.  

Daidling Dance, 1996 (page 34)

Crazy Dog in a Rocking Chair, 1963 (page 27)
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Furthermore, the crucial role of improvisation no longer 
took place immediately and directly on the canvas, but 
rather on the paper of his innumerable pen and ink sketches 
and gouaches which he produced in preparation for his 
large complex oil paintings. Yet what these later paintings 
may lose in immediate and dramatic expressive intensity, 
they make up for in their richly decorative and rhythmic 
patterning as demonstrated by the wonderful life affirming 
Homage to the Earth Spirits No.20, 1984 (page 42).   

In an interview I had the privilege to conduct with 
Alan Davie on behalf of the British Council in 1992 he 
adamantly maintained, “I don’t practice art. I don’t make 
art”.  Yet for all his consistent anti-art (or non-art) rhetoric, 
Davie was never an arch rebel, such as a bohemian poseur 
or an iconoclastic Dadaist. In fact it would be more correct 
to describe him as a self-appointed outsider - but I would 
argue, a keenly observing and critically aware outsider, who 
was still responsive to the art world from which he, at the 
same time, distanced himself. If you study Davie’s career in 
the wider context of that art world to which he was linked 

- whether or not he liked it - then you begin to see that it cannot merely be by chance (art is not just “a by product” nor does it “just 
happen”, despite what the artist says) that the internal stylistic changes which take place throughout Davie’s work are broadly in line with 
the development of progressive art in the second half of the 20th century.

For instance the dark tragic nature of his painting in the 1940’s and 50’s echoes similar qualities in the angst-ridden existentialistic art of 
post-war Europe, and also with the beat generation’s avant-garde culture in the America of Abstract Expressionism. Furthermore Davie’s 
artistic credo that “you can’t see life if you are in it” (1962) is very close in commitment to the sixties counter-culture’s aim to merge art 
and life so that they become indistinguishable; while the kaleidoscopic, sensual joie de vivre of Davie’s painting of that decade is very much 
in tune with the bright colourful exuberance of both post-painterly abstraction and even some aspects of Pop Art painting. Davie’s work of 
the 1970’s onwards is very much in tune with the decline of High Modernism and the rise of  Postmodernism, especially with his particular 
contribution to the emerging post-colonial multicultural trans-nationalism of the late 20th century. If I were to give one example from 
this exhibition which exemplifies this art/anti-art dialect which has motored the stylistic development of Davie’s painting I would choose 
the work which gives this essay its title, Disintegrated Target, of 1960. I have already placed that painting within the context of Davie’s 
fascination with the transcendental nature and spiritual purpose of Zen archery. On the other hand I would also point out that “targets” 
were a dominant motif in American painting in the later 1950’s, for instance in the work of Jasper Johns, and also at that time the most 
fashionable abstract painting, which was being widely  championed, especially by the then all-powerful critic Clement Greenberg, was 
Kenneth Nolan’s “Target pictures”. 

Alan Davie, Gamels studio, 1969
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Finally to return to Davie’s theoretical writings, what are we to make of the follow-up statement Davie made after his claim, “painting for 
me is a purely personal thing” that “I have no consideration about who’s going to look at the picture - it never enters my mind” (1992)? If 
that is the attitude of the artist may we then ask, if Davie is seemingly indifferent to the viewer’s critical response to his work, is it equally 
legitimate for the viewer to ignore Davie’s writings on the origins and intentions, and respond to his painting in whatever way they wish? 
If that is so then can all Davie’s writings on the spiritual intent behind his art be put to one side and the critical evaluation of his painting 
only concern itself with aesthetic quality and art historical judgement? The purely visual attraction and the fascinating pictorial interest as 
found in the paintings on display in this exhibition are undoubtedly - and rightly so - wonderful pleasures in their own right. For what 
is most important, and will continue to be so as long as the art of modern painting is treated with the appreciative reponse and critical 
respect it deserves, is the arresting visual power and superb technical and inventive quality of Davie’s work. Yet at the same time, I would 
also hold that the attraction and fascination which we have for Alan Davie’s art should not solely be dependent on its immediate impact: 
but, as I hope this essay has demonstrated, is founded on and sustained by a multi-layered creative process of complex, sometimes even 
contradictory and competing issues, concerning the artist’s spiritual beliefs and the viewer’s aesthetic values.  

Bill Hare

Alan Davie, Harrogate 2008
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Moonlit Tree 

Gouache on newspaper, 1948

12 x 9 3/4 in (31.7 x 24.7 cm)
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Baby 

Oil on paper, 1949

4 x 4 in (10.2 x 10.2 cm)
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Untitled  
Oil on paper, 1954 

18 1/2 x 15 in (47 x 38 cm)
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Red’s Joy

Oil on paper, 1958

16 1/2 x 21 in  (42 x 53.5 cm)
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Ascent of the Black Mountains 

Oil on paper, 1958

16.5 x 21 in (41.9 x 53.3 cm)
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A Mood for Gentle Lovers 

Oil on paper, 1960

16 1/2 x 21 in (41.9 x 53.3 cm)
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Magnetic Orange

Oil on paper, 1961-64

16 x 21 in (40.6 x 53.3 cm)
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Spray Day 

Oil on paper, 1961

11 x 23 in (27.9 x 58.4 cm)

Exhibited:  Stedlijk Museum, Amsterdam 1962,   Kunstnernes Hus, Oslo 1963

Kunsthalle, Berne 1963,   Society of Scottish Artists, Edinburgh 1963
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Big Bad Tropic Man 

Oil on canvas, 1964

60 x 48 in (152.4 x 121.9 cm)
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Golden Cow

Oil on canvas (diptych), 1963

60 x 96 in (152.4 x 243.8 cm)
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Piggypie

Oil on masonite, 1960 

60 x 48 in (152.4 x 121.9 cm)

Exhibited:  Stedlijk Museum, Amsterdam, 1962. Kunstnernes Hus, Oslo 1963. Kunsthalle, Berne 1963

Kunsthalle Baden-Baden 1962. Kunstgerwerbeverein Pforzheim 1963
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Crazy Dog in a Rocking Chair

Oil on canvas, 1963

60 x 48 in (152.4 x 121.9 cm)
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Tonights the Night 

Oil on canvas, 1964

48 x 60 in (121.9 x 152.4 cm)
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Sweet Flapper

Oil on board, 1968

48 x 60 in (121.9 x 152.4 cm)



30



31

Flying Machine 

Oil on canvas (diptych) 1965 - 68

84 x 120 in (213.4 x 304.8 cm)

Exhibited: Musuem of Modern Art, Paris 1965
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June Sacrifice 

Oil on canvas, June 1979 

16 x 20 in (41 x 51 cm)
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A Mystic Vision - Blue Centaur and Lion 

Oil on canvas, April 1985

60 x 48 in (152.4 x 121.9 cm)
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Daidling Dance,

Oil on board, 1996

15 1/4 x 19 in (38.7 x 48.3 cm)

Magic Room

Oil on board

19 x 24.5 in (48 x 62.5cm)
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Top right: Prayers and Ideograms 

Oil on canvas, 2007

30 x 40 in (76.2 x 101.6 cm)

Left: Magic Magnifying Glass 

Oil on board, 2008

14 1/2 x 12 1/2 in (37 x 32 cm)

Above: Mystical Landscape

Oil on canvas, 1986

16 x 12 in (40.5 x 30.5cm)
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The Serpent Emerging

Oil on board, 2010

10 x 12 in (25.5 x 30.5cm)

The Serpents New Trick

Oil on board, 2010

10 x 12 in (25.5 x 30.5cm)



37

The Serpent Emerging

Oil on board, 2010

10 x 12 in (25.5 x 30.5cm)

Below right: Yellow Tree

Oil on board, 2011

4  x 5.25 in (10.2 x 13 cm)

Below: Green Bottle

Oil on board, 2011

4 x 5.25 in  (10.2 x 13 cm)

HR

Left: Insect and Bird

Oil on board, 2010

24 x 10 in (25.5 x 30.8 cm)
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Left: May Eat Whole Fruit

Gouache on paper, 2004

24.75 x 22 in (62.8 x 55.8 cm)

Above: Magic Picture No.13

Gouache on paper, 1977

23.25 x 33 in  (59.3 x 83.7 cm)
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Magic Picture No.13 
Gouache on paper, 1977 
23.25 x 33 in (59 x 83.7 cm)

Lovers Dreamboat No.5

Gouache on paper, 1972 

22 x 30 in (56 x 76 cm)   

Study For a Figue Mask. No.14

Gouache on paper, 1975 

59.5 x 84cm  

Left: Green Birds Discovery

Gouache on paper, 1986

27.5 x 22 in (70 x 56 cm)
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Magic Card Game No. 1

Gouache on paper, 1972 

22 x 30.5 in (56 x 77.3 cm)

Magic Picture No.13 

Gouache on paper, 1977 

23.5 x 33 in (59.5 x 83.7 cm)

Homage To The Earth Spirits, No.20

Gouache on paper, 1984 

23.5 x 33 in (59.5 x 84 cm)  
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For a Soft Fish

Gouache on paper, 1976

20.5 x 30.75 in  (52 x 78 cm)

Night Improvisation No.1

Gouache on paper, August 1975

20 7/8 x 30 3/4 in (53 x 78 cm)

Hot Night No.2

Gouache on paper, April 1976

20 5 x 30.75 in (52 x 78 cm)
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Flowering For Jupiter 

Gouache on paper, 1985

21.5 x 29.5 in (55 x 75cm)

Squid Improvisation No.2

Gouache on paper, 1985

21.5 x 29.5 in (55 x 75 cm)
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Flowering For Jupiter 

Gouache on paper, 1985

21.5 x 29.5 in (55 x 75cm)

Squid Improvisation No.2

Gouache on paper, 1985

21.5 x 29.5 in (55 x 75 cm)

Springer No.7

Gouache on paper, 1979

23.5 x 33 in (59.5 x 83.7 cm)

Mystic Still Life

Gouache on paper, 1987

23.5 x 33 in (59.5 x 83.7 cm)
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Magic Church No.2

Gouache on paper, 1987

28.5 x 23.5 in (72.5 x 59.5 cm)

Miraculous Fly Away

Gouache on paper, 1987

23.5 x 33 in (59.5 x 83.7 cm)

Vision of Five Temples

Gouache on paper, 1987

20.5 x 26.5 in (52 x 67 cm)
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Zen Poem No.3

Gouache on paper, 1977

16.75 x 11.5 in (42.2 x 29.6 cm)

Improvisation Female ‘X’

Gouache on paper, 1993

10 x 11.5 in (25.7 x 29.3 cm) 

Soft Zen painting No.2

Gouache on paper, 1978

8.25 x 12 in (21.3 x 29.6 cm) 
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YORU No.2

Oil on paper, 1972

23.5 x 33 in (59.5 x 83.7 cm)

Soft Zen Painting No.6

Gouache on paper, 1978

11 x 15 in (28.8 x 38.7cm)

Laughing Mat No.2  (Carpet Design)

Gouache on paper

8.25x 11.5 in (21 x 29.5 cm)
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Pretty Pair

Oil on paper, 2011

6.25 x 6.25 in (15.5 x 15.5cm)

Estatico Deluxe

Oil on paper, 2011

6.25 x 11.25 in (15.6 x 28.4cm)

Untitled OG.3827

Oil on paper, 2012

6 x 7 in (12.5 x 17.5 cm)

Untitled II

Oil on paper, 2013

6 x 8.25 in (15 x 21 cm)
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Nosegay

Oil on paper, 2011

5.75 x 7.25 in (14.7 x 18.2 cm)

Untitled III

Oil on paper, 2013

6.75 x 8.4 in  (17 x 21 cm)

Untitled 

Oil on paper, 2013

4.25 x 8.25 in (10.5 x 21 cm)

Untitled, IV 

Oil on paper, 2013

4.25 x 8.25 in (10.5 x 21 cm)
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Untitled V

Oil on paper, 2013

5.9 x 8.25 in  (14.5 x 21 cm)

Untitled VI 

Oil on paper, 2013

8.25 x 11.75 in (21 x 29.5 cm)

ORMUS

Oil on paper, 2013

4.75 x 6 in (12 x 15 cm)

Untitled VII

Oil on paper, 2013 

8.25 x 11.5 in (21 x 29.5 cm)
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Single Drawing d (a)

Gouache on paper

Signed and dated 2010

8.25 x 4.25 in (21 x 10.5cm)

Venezuala

Gouache on paper, circa 1990

12 x 14 in (29.5 x 36 cm)
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Six Drawings A

Ink on paper, 2009     5.5 x 8.25 in (20.7 x 15 cm) 

Eight Drawings - B

Ink on paper, 2009   8 x 5 in (20.5 x 12.5 cm)

Drawing No.19 (Hospital series)

Pen on paper, 2012    8.25 x 5.5 in (20.7 x 15 cm) 

Drawing 1

Ink on paper, 2010   8 x 5 in (20.5 x 12.5 cm)
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12.08

Ink on paper, 2008   8.25 x 5.75 in (21 x 14.5 cm)

12-08 C

Ink on paper, 2008   8.25 x 5.75 in (21 x 14.5 cm)

Drawing No.20 (Hospital series)    

Ink on paper, 2012   5.5 x 8.25 in (20.7 x 15 cm) 

Drawing No.18 (Hospital series)

Pen on paper, 2012   9 x 6.25 in (23 x 16 cm)
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12-08 C

Ink on paper, 2008   8.25 x 5.75 in (21 x 14.5 cm)

Drawing No.18 (Hospital series)

Pen on paper, 2012   9 x 6.25 in (23 x 16 cm)

Single Drawing

Ink on paper, 2009

Image size 5 x 6 in (15 x 13 cm)
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Biographical Details

1920  Born Grangemouth, Scotland.  

  Son of a painter and etcher

1937/40   Study’s at Edinburgh College of Art

1940  Serves in the Royal Artillery

1942  Receives the Guthrie Award at the Royal  

  Scottish Academy summer exhibition

1943  Develops a growing interest in poetry  

  and in jazz music

1945  Visits Klee and Picasso exhibitions in London

1946  Leaves the army and returns to Edinburgh  

  where he returns to painting. Inspired by  

  a London exhibition of African Art

1947  Becomes a full time musician. Marries Janet  

  ‘Bili’ Gaul

1948/49   Travels to London, France and Italy.  

  One man exhibitions in Florence and Venice.  

  Meets Peggy Guggenheim who buys  

  Music of the Autumn Landscape. She introduces him  

  to the work of Rothko, Motherwell, and Pollock.   

  Returns to London where he makes a living making  

  jewellery and playing jazz. Birth of daughter, Jane

1950  First one man exhibition at Gimpel Fils, London,  

  who continue to represent him throughout his life

1954  Creates a studio and house at Gamels, Hertfordshire

1956  The Contemporary Art Society purchase a painting 
(donated to Leeds City Art Gallery). Visits New York where his 
first American exhibition is held at the Catherine Viviano Gallery. 
Subsequently shown frequently throughout the USA. Meets 
Pollock, Kline, Rothko, Motherwell and De Kooning. 
Purchases cottage near Landsend which he continues to visit  
in the summer months

1956/59   Awarded the Gregory Fellowship in Painting 

1958  Work purchased by the Tate Gallery

1958    Major solo shows held internationally 
  throughout Europe and in the U.S.A., South America,  
  Australia and Asia. Wins several major awards

1971/79   Concerts and recording of spontaneous music

1972   Awarded C.B.E

1977  Lecturer, Royal College of Art, London

1977/91  Spends winter months of each year living and   
  working in St Lucia

1992/1995  British Council Touring Exhibition, curated by  
  Bill Hare - Europe and South America

2000 Scottish National Gallery of Modern Art -   
  retrospective exhibition 

2001 The Cobra Museum for Modern Art in the Netherlands

2003 Tate St. Ives ‘Jingling Space’ exhibition

2014  Elected Senior Royal Academician

  Exhibition at the Tate Gallery, London

  Dies peacefully at his home on 5th April
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Selected Collections

Australia Art Gallery of South Australia, Adelaide

   Art Gallery of New South Wales, Sydney 
 

Austria  Museum Des 20 Jahrhunderts, Vienna  

Brazil   Museum of Modern Art, Rio de Janeiro

 
Canada   Musée D’Art Contemporain, Montreal

   National Gallery of Canada, Ottawa, ON 

France  Foundation Maeght, St Paul

Germany   Stattliche Kunsthalle, Baden-Baden

   Stadtliche Kunstgalerie, Bochum

Italy   Peggy Guggenheim Collection, Venice

Holland   Stedelijk Museum, Amsterdam

New Zealand City of Auckland Art Gallery

Norway  National Gallery, Oslo

Portugal  Berardo Museum, Lisbon 

   Cetro de Arte Moderna, Lisbon 

Switzerland  Schaulager, Basel 

South Africa  Iziko South African National Art Gallery

   

U.K.  Arts Council of England

   British Council

   Birmingham Museums & Art Gallery 

   Contemporary Art Society

   City Art Centre, Edinburgh 

   Fitzwilliam Gallery, Cambridge

   Leeds City Art Gallery

   Royal Bank of Scotland

   Southampton City Art Gallery

   Scottish National Gallery of Modern Art

   Tate Britain

   Tate Modern

   Ulster Museum, Belfast 

   Victoria and Albert Museum

   Whitworth Art Gallery, Manchester 

USA   Museum of Modern Art, New York

   Metropolitan Museum, New York

   Museum of Fine Arts, Boston

   Museum of Art, San Francisco

   Museum of Fine Arts, Dallas

   MIT List Visual Art Centre, Cambridge, MA 

   Oklahoma City Museum of Art, OK 
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Above: Gamels Studio 2012
Opposite Page: Alan Davie - Gamels Studio 2008
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