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Wayne Warren’s latest sculptures,
referencing the wing, are a continuation of his
ongoing exploration of notions of Utopia and
Dystopia that have pervaded his practice over
the past six years.

The current work provides a
subversive or alternative reading to the
traditional perception of wings. Wayne engages
with irony, critique of excess and consumption,
while referencing established cultural and
religious doctrines.

The wing is a fascinating part of
a bird’s anatomy (a delicate and vulnerable
physiology) that provides something humans
aspire to - the ability to fly. The symbolic
association with birds is often predicated on
the wing — particularly its aerofoil and aesthetic
qualities.

In various religions and mythologies
the humanoid form with feathered wings is
depicted as a benevolent celestial being, which
informs, protects and/or guides humans. The
archangels, Michael and Gabriel are regarded
in Judaism, Islam and Christianity as the chief
messengers of God; Satan (Lucifer) was the
‘fallen angel’ having succumbed to egoistic self-
interests which ran counter to God’s demands
of total acquiescence; the two ravens, Hugin
and Munin, according to Norse mythology,
inform the god, Odin; the peacock, perceived as
Earth by the Dravidians of India was used as the
insignia for the Mughal and Persian emperors’
throne; while the dove, whose qualities were
embodied in Jonah according to Judaism later
came to be a universal symbol of peace.

Wayne Warren’s wings offer myriad
associations. Perhaps Warren’s wings may
simply imply a collection of sensual objects
without any overt reference to religious or
cultural connotations of birds and birdlife? To
those who have ever been ‘attacked’ by a
bird — such as a rooster or a swooping plover
or magpie, the wing can be anything but a
sensual delight — rather it has connotations of
aggressiveness and harm.

Warren’s enthusiasm to employ
diverse media affects the reading of each work.
The aesthetic qualities of polished bronze or
the delicateness of transparent resin provide
positive responses to the object/subject.

Warren'’s titles direct a reading of
the subject. Fallen Angels, which constitutes
a line of wings suspended on a makeshift wire
support, may have both religious and/or secular
connotations. Does it allude to a demise of
civilization, a rejection of spiritual guidance
or to endangered species? The title Golden
Aspiration may simply be a descriptive term of
the colour of the object. Golden Aspiration may
however refer to material, political and moral
values widely attributed as being inherent in the
metal gold. Conversely, it might also insinuate
the high value we give to gold. Is the value we
place on the metal, indicative of the value we
might associate with the wing — birds of this
world, angels of the next and other revered
beings of past mythologies?

There is irony in this association,
as the media used in the work replicates gold
but is, in fact — fake, a delusion of gold. The
seduction of this and its ultimate worthlessness,
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is then contradicted by the value of the ‘art
object’. Combined with the implied value of
the image of the wing and the worthlessness
of the medium, Warren may be questioning our
perceptions and inculcated values.

Warren flaunts ambiguity in his
capricious use of media - he creates tension
between the fragility of the wing as a subject
and its being rendered in a heavy metal —
bronze. He does not create a tension of
juxtaposition in the aesthetic nature of the

Discarded Wings &% 2 & /2013
acrylic, resin MBS, H B8, dimensions variable

work produced — the beauty of the subject

is invariably captured in his art objects —
irrespective of our personal perceptions of the
wing as signifying holiness or harm, we can still
respond to the beauty within the form of a wing
—any wing.

Warren sees the wing as a symbol of
aspiration. He has hope and faith — in ourselves
and in others — to overcome social and personal
challenges. Issues, such as the human impact
on the natural environment, the effect on socio-

economic systems of rampant capitalism and
the revering of greed associated with materialist
demonstrations of wealth and power, can be
addressed by our capacity to draw on our
aspirational capabilities. The Wing, whether it be
the pure white of the carved marble Left Wing or
the ethereal glow of Golden Aspiration, alludes
to Warren’s belief in humanity to create a better
life — a better world. He is the essential optimist.

Wayne simultaneously promotes
alternative readings. The works might well
be regarded as seeing the present as the
only reality, seeing irony in black humour and
challenging ‘doctrines’ of faith and cultural
value. Historically, the presence of winged
animals (horses, lions, dragons) forms
dichotomies - high:low; grounded:ephemeral;
reality:fantasy. The notion of a reading of
values as having multiple viewpoints, with
varying degrees of plus or minus (dependent
on any moment in time or the context of the
reader) is not inconsistent with the dichotomies
presented by these winged animals. The
(apparent) contradictions allow for the full range
of perspectives rather than being grounded by
a single viewpoint — encompassing the balance
and breadth of yin-yang. For Wayne, this reading
is not inconsistent with (for example) the ‘roles’
of particular Angels. Cherubim and Sanobim, are
inherently associated; functionally united. One is
an energy positive personality; the other, energy
negative. The right-hand deflector, or positively
charged angel, is the Cherubim — the senior or
controlling personality. The left-hand deflector,
or negatively charged angel, is the Sanobim
— the complement of being. Similarly, the
work by Gian Lorenzo Bernini, sees apparent

contradictions as inexorably linked. The Ecstacy
of Saint Theresa (1647-52) in which the action
of a winged Cherub repeatedly thrusting a spear
into the body of a nun imposes extreme pain,
while simultaneously providing her with absolute
ecstatic delight - all of this under the light from
above of the Holy Ghost allegorized as a dove.

The two works - Fallen Angels and
Discarded wings — point to the vulnerability of
endangered species. In Fallen Angels, there
is an aesthetic seduction in the small, shining
wing forms, which conflicts with another reality
(or perception of reality). To see wings strung
on a makeshift metal hanger has implications
of shark fins being strung out to dry before
being made into soup. Is the title referencing
our denigration of nature through a dismissal
of ‘higher values’? Similarly with Discarded
wings, does the title imply that the disregard for
these precious objects is symptomatic of our
disregard for lifeforms? The ‘pile’ may reference
the tragic image of piles of elephant tusks and
rhinoceros horns to be made into expensive
products for dubious use — bought and sold on
the black market.

Through Wayne Warren’s works we
confront the reality of the illusion: aesthetic
seduction, humour, and even kitschness, and
are challenged by another elusive reading from
within ourselves — that questions our reading of
the work and our capacity to accept the reality
of uncertainty.

Reg Newitt
November 2013
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Images from the solo exhibitions:
GOLD (Studio Rouge, Shanghai;
September 2012) and GOLD

(Studio Rouge, Hong Kong; Dec

The Midas Touch

S RENR

Oscar Wilde wrote in his novel ‘The
Picture of Dorian Gray’, “Nowadays people know
the price of everything and the value of nothing.”
Today, this phrase takes shape thanks to modern
day Rumpelstiltskin, British artist Wayne Warren,
whose curious works literally spin trash into gold.

(Warren’s work) ... it's a satirical poke
at the modern human psyche and the blind
obsession ... with material or shiny things. The
unnecessary, the excessive, the overly opulent; this
is the stuff of Warren’s ‘Gold’ exhibition.

With the growing demand for consumer
goods countering any real desire or respect for
value and quality, we buy and we bin items which
are about as disposable as we treat our incomes.

Could it be true that plastic is the new
gold or the currency of our generation? After all,
what is gold but a soft, light coloured metal? At the
end of the day the only value anything has, is that
which we have placed on it ourselves.

Coco Marett, The Midas Touch, Kee Magazine,
Jan 2013 (selected quotations)

(left) Golden Excess & £ 3% / 2010
screen print 22 MENI, 102 x 74 cm, ed 26
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HiNE, RREMNNERRS.

Coco Marett, R&RK, 1BHxE
2013%F— A
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Post Degas fEZE AT / 2013
polished steel NEEE, 14 x 11 x 7 cm

Spin # / 2012
bronze F4f, 26 x 14.5x 9 cm
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Ship of Fools B AR / 2013
mixed medie )R &M, 76 x 20 x 18 cm

15



16

the vernacular
of digplay

/ Gina Fairley

As artists we fear categorization, the
banality of a label — a box. Yet in adopting the
vernacular of the museum — vitrines, display
devices, modes of preservation and rarefication
- are we not indeed utilizing those very systems
of contextualization to throw an object into the
footlights? It is a choice that goes beyond mere
presentation. It is a conditioning that utilizes
the semantics of art to lend ‘value’ to otherwise
valueless or unsanctioned objects. It is a skill
British conceptual artist Wayne Warren has
mastered with a critical eye.

Warren is a passionate collector. His
studio has been described as hung salon-style
with paintings and objects rubbing shoulders
indiscriminately. One might even describe it
as a contemporary version of the 16th century
Wunderkammar, those room-sized collections of
exotic objects whose categorical boundaries had
yet to be defined. Indeed, Warren has used this
very term as the title for a piece in his recent suite
of sculptures and maquettes, a spool of negative
film presented in a perspex case. It has the
illusion of access, the perspex panels of the box
opening like a traveling altar, a projection device
perhaps, and yet the content of the film remains
inaccessible, a rarefied relic. The mystique of
sound and vision celebrated, but for all we know
it could be a random cut from the editor’s floor,
discarded and worthless. How then do we read
such objects, or better still, how do we read their
language of presentation?

On the one hand we are talking about
structures of value and on the other celebrating
nothingness. The art historian Roger Benjamin
observed: “In the last two decades, art institutions
have organised themselves to recapture the value
of that ‘aura’, and to capitalise on it. | am speaking
of the ever-accelerating rate of movement of

original artworks around the world, and of the
economics of curiosity.” . The packaging and
presentation of art objects is a booming global
industry today. While Warren’s new works do

not spring from Benjamin’s commentary on
blockbusters and art fairs per se, they do play
upon this idea of ‘packaging’ both as a witty
recall of art history, and a contemporary critique
of what Benjamin described as ‘the economics of
curiosity’. The Wunderkammar has been revamped
and is on the road!

Considering these ideas and Warren’s
new suite of maquettes and encased objects, my
thoughts keep drifting to Man Ray’s The Enigma
of Isidore Ducasse (1920), that ambiguous form
wrapped in a felt blanket bound with twine. What
did its ‘nothingness’ say? Inspired by a line from
the French poet Comte de Lautréamont (1869),
‘He is fair...as the chance meeting on a dissecting-
table of a sewing-machine and an umbrellal’ 2.,
the strange juxtaposition became a maxim for the
Surrealists. If anything, its Wunderkammar clash
was the antithesis of Man Ray’s wrapped curiosity
distilled to a modernist Haiku. For Man Ray the
invisibility of these objects was a metaphor for
‘enigma’, where for Warren it is a malleable tool at
once provocative and playful, political and probing.

Rock, Paper, Scissors 1 3k8] % Gold Cube £t

Warren seems to be brokering the
language of these two modes of display: honest
revelation and packaged metaphor. Take for
example, two small figures that find their way into
his recent work, Together (2013). Like Man Ray’s
enigma, they are anonymous forms articulated
only by their twine lashings. They defy rational
explanation, however their intrigue offers a truth.
Simply, Warren moves the materials beyond
their tangible presence to connect with his
viewer’s contemporary reality. It is a very primal
engagement with these objects.

Warren’s sculpture New Birth (2013)
emerges from an implied cocoon in glittering
splendor into the same allegoric space. Art history
has lead us along a path from primitive totems, to
the forms of Jean Arp and Henry Moore, to Jean
Dubuffet’s modest plaster masterpiece Abrantegas
(1960), for example, or Mella Jaarsma’s woven
body sheaths. But while Warren’s New Birth, and
earlier sculpture Strangers in Paradise (2012),
could quite happily sit in conversation with their
precedents, they enter an intellectual engagement
that envelops the abstractions no less deftly
than Man Ray’s felt blanket envelops his sewing
machine. They willingly embrace connotations of
timelessness, monumentality, and totemic aura
that override their vague figuration - shaped first by
Warren’s hand, and once more in our imagination.

It returns us to the elementary
proposition of these new works: how then do
we read these objects as packaged curiosities?
Compare Warren’s bronze Post Degas from his
Trophy Series (2012) with his current version
housed in a Victorian glass dome. As an object
it becomes more precious, more potent under
glass, those triggers of tradition, power, and
prestige heighted. Warren again plays with
ambiguity allowing the viewers to bring their own

NOTHING [E T / 2013
resin HIfE, 9x 26 x 4.5 cm

associations to the object but, interestingly, he
has raised the bar for that entry point of reference
through its presentation. Stripped of its dome the
object is somewhat diminished, like Duchamp’s
readymade returned to the hardware store.

Not in a vitrine or display case but
equally ‘packaged’, one could similarly ponder the
collection of objects titled Woman (2013), a blank
canvas as the foundation to rubber hair-rods and
a ‘bronzed’ plastic ball. Is it merely aesthetic folly
or is their casualness a foil? Through adopting
the ‘language of display’ the object, the everyday,
becomes vocal and valued. Arguably, Woman is
as palpable as The Enigma of Isidore Ducasse,
nothingness mustered to elucidate feminine beauty.

Woman Z A

Warren has long explored this notion
of ‘nothingness’ as cultural collateral, albeit it
everyday objects corralled, re-contextualized,
and elevated beyond their utilitarian function,
or through the very word itself — nothing — an
aesthetic placard that calls us to attention
through its material presence. The word becomes
concrete. The physical ‘thing’ is imbued with
meaning; arguably made greater than its reality.
There is a kind of alchemy at play.
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Gold Bricks % &

Together 1t — 2

Of course we have seen this alchemy
most successfully articulated through Warren’s
assemblages of golden detritus, everyday objects
encrusting the gallery like barnacles sprayed with
baroque excess, such as his postEDEN installation
(2010), the striated palettes of waste in Stacked
(2011), and his Gold Bricks (2007), a pile of faux
bullion emblazoned with the word ‘nothing’. Warren’s
new edition of NOTHING (2013) rendered in clear
resin - the quintessential material of mass production
- visually and semantically alludes to a lack of
substance. It is a pun Warren further fleshes out in
the maquette What does Nothing weigh? (2013).

It proposes the pendulum swing
away from his earlier sculpture Cubic Measure
(2011), where the volumetric weight of disposable
consumer culture was the very metaphor for
waste, a kind of aspirational albatross packaged
up and delivered with a thud. ‘Nothing’ had
become so elaborately ‘something’. In comparison
Warren’s new boxes and sculptures are ‘light’.
There is almost a neo-reductivism at play. A cube
of stone can deliver an experience to the viewer
with just as much potency and curiosity, but how
we might ask?

I’d like to turn to a term from the 1920s
as explanation - MERZ - a term synonymous with
the Hanover artist Kurt Schwitters that described
not only his entire artistic output, indiscriminate
across mediums, but a philosophy of art for life.

According to Schwitters, “Through the process of
disassociation things lose their individual character,
their so called inherent vice...However, the effect
and expressive power of a work undoubtedly
depends on the eloquence of the fragments

used, their patina and the nature of their semantic
character which is not entirely negated by their
being incorporated in the inherent logic of the work
itself.” 3. While the word was simply the printed
fragment from an advertisement, the second
syllable of the word ‘Commerz’ collaged into an
assemblage, its meaning not “translatable”, it was
to become the foundation of modern art.

We can start to look differently, then,
upon a plastic box housing a ceramic sphere
mimicking stone — Encapsulate 2013. | spoke
earlier of the Wunderkammar as the precursor to
the Plexiglas vitrine. While one could responsibly
trace this lineage from a 16" century curiosity to
collect to Schwitters’ assemblages of the 1920s,
Joseph Cornell infamous boxes and Arman’s
cased collections or trash ‘accumulations’ from the
1960s, not to mention César Baldaccini, Louise
Nevelson, and you might even want to add Tony
Cragg and Subodh Gupta’s passion for collecting
and presenting the everyday, and of course
Damien Hirst’s spectacular formaldehyde tanks
of dissected animals in this discussion - how we
collect, present and imbue objects with context is
largely a condition of what we value.

Wayne Warren not only entertains
this semantic play of object/display, he offers an
erudite critique of contemporary collectable culture
embedded in the devices of this vocabulary.

NOTES:

" Roger Benjamin, “Confessions of an art historian in the age of
visual culture: From Tomes to terabytes”, Art & Australia, Vol 43
No 2, Summer 05, p 246.

2 Comte de Lautréamont (pseudnom lIsidore Ducasse), Les
Chants de Maldoror (1869), trans. by Alexis Lykiard, New York
1972, p.177.

3 Isabel Schulz, "What would life be without Merz? On the
evolution and meaning of Kurt Schwitters’ concept of art”, Mertz,
Hatje Cantz Publishers, Germany 2000, p245
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BEME (2013) ERITH#H—FHTEMNKE L.

XA ERBMEENREYSESE (2011)

BR[EE, —AMEEREXAREZRERR, XETFHE
BHEBEREFPERXR, EBEX SEZRERH
E# . HBRME, REeWHFHEFIHER BB . X
NFEFERECEER, — D AREDNELERARD
MFA 4T, BRI RE?

BREEA—NLEHZ20E RN ARIBENER —
MERZ — BEERINERZ ARES - W4SE, TOUE
RTHNEBZARTE, FAREE, EREFFIARE
ZFHREBR. KBEREEFHNEE, “BOIBEIRE,
BEYELBEEYE, TENEERE. Am, —H4HER
I AMKRANZLERABETFIASFENOS. A
R, HBEUBTENERCEERNTEREENESR
BEMAFEZEEEE, " ° BARAXFAREME B — KR
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RAE_SFTHHBEAE, BF
2 ‘HEENT , RTERIAR
ZRHEA,

B R EEE
—IMEEBREEERFES
A — #2013, HzHl
RALTSERER2ENEE
BMEORE., BRAMNTU
AREHE R RIEERH, M
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Lo0F N EFI MR,
NER BRERANIEZLRH
FHHRENEERS, =
REOFERW HER EH, BFREFER  BREF
B. B5 - m4w, NMREZETHEANNKERE =S
BAAAE  HEZENTEEBRENZIHAE, HA
BAEEKE - HRETAS WA P B R AR 3 ) B A i
T — RMNNAKE, ZEOHERABSTERNRS
EERNEUNEEERNA.

Encapsulate %

FE - R BERFFRNIELFTHE, b
NERBER XA —TARB/T AR=Z 0 EZHRH.

SE:

TER AR, EARXANRN “ZTRERHBEA: MTomes
BFZET, ZREBRAFIL, 43525, EZ05, 2467 .

P EBEMNERMAR (WFAZR  HFH), BREZAXR
(1869) , L H=FEE - P i¥, AH1972, 1777,

S OREENR - 8RR, RBEMerzfAESELMM? FES - M4
ZARBEBHAMBL" , SRR MR, BE2000, 245M,
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What does Nothing weigh? ETATE / 2012
wood 7R, 9 x 22 x 6 cm

Woman T A / 2013
plastic, rubber, canvas, acrylic 2R B, A, AEEMAE, 12.5x 17 x 8 cm
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Buddha and Christ #5E%E /2012
pewter 545 8¢, 15x12x15cm

Caught 3R / 2013
glass, wood, acrylic 318, R, R HER R AE 20 x 13 cm (dia)
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TAG Fine Arts, London #®3TAG ZEAR1E

Naia Art Far
SHEZRmE

The Trophy Room.

The history of mankind is marked by the
creation and display of trophies — evidence of the
successful exercise of power ... over others, over
wildlife, over the natural environment.

Possessions, including branded fashion
electronic items, motor vehicles, real estate,
household goods, clothing and accessories are
prime contemporary indicators of wealth and
power. The artists reflect the obsession of mankind
generally with domination and power — over each
other, all living things, nature and the environment
— and the questionable veracity of this action.

For all the apparent GOLD, there is a
real BLACK as mass consumption of products
draws on the environment as a primary source
of materials, energy outputs and the disposal of
waste.

Reg Newitt
2013

(above) Transparent Gordian Knot % BB /3t 4 / 2012
clear resin EEAHAE, 14 x 15 x 14 cm

|

RIRE

KAEEDLATOEMBIRMILH — FBA
BiEmY. BAMRSD, THHNWIER.

RENM>, BEIENEK. 8F R, AFE
£, fa7, REAR. KRAMBERZADHIKM
EEMOWER. ZRIIRBRE T AKX T 58 MR
ANEBEBRL — AENEY. RARMEFNENRE
2B — URXMITHESRENERXME.,

NTHRERENE, NEHEEENE, MEXLA
HERFRABBAARTBENDE, ERAHNERLE
NEZRIR.

EE
2013

(right) Babel (detai) B KR (B52) /2013
acnylic, plastic, Wiz 77, BHEZE R, 36 x 22 x 23 cm




nouse Of Qold / &&2 R vrerE
chenies manor NoUSEe

28 Hlium BZ& /2013
wood,LED and mirror R #,LEDT .48 F, 35 x 50 x 22 cm photographs courtesy of www.cheniesmanorhouse.co.uk



Sacrifice 4% / 2012
resin, metal base Hfg, £BE 100 x 25 x 25 cm

Award X2 /2012
metal, plastic 8,2 %, 24 x 6 x 4 cm
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New Birth #1%E / 2013
bronze& 4, 5 x 11.5 x 8.5 cm
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Fallen Angels 5 3% K f§ /2012 35
resin, wire BfE, 224k, 15 x 21 x 8 cm
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Cosmetic Spirituality Y% R / 2000
acrylic, CD RGEABIAE, X &, 25 x 183 x 7 cm

PYO #J /2012
multimedia Z &4k 12,5 x 12.5 x 12.5 cm

Love’s Lottery ZEfRiE /2012
wood, glitter, brass, plastic, fluid 7, ¥, B 48, 228} F 4K 12.56 x 12.5 x 12.56 cm
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Kalos Laocoon &1t FIBFL /2013
acnylic, ceramic, wood R IGERMIAE, P&, R4, 50 x 13 x 8 cm

‘ Nativity 4 / 2013
multimedia Z 4K, variable dimensions ZE 4k &

Chance Hl£ / 2012
plastic 228 5 x 7.5 x 6.5 cm; bronze 4@ 5 x 7.5 x 6.5 cm
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Trophy 4845 / 2012
paper 4, 32 x 13 x 16 cm

Reed Boat = F i / 2013
bronze 4\, 8 x 15x 9 cm



Golden Aspiration ;8 /2013
plastic 8%}, 180 x 40 x 3 cm each
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44 Lucca /= /2013 Merci Marcel 511§ 2R /2013 Cosmetic Gold 5% /2012 Encapsulate 1% /2013 Rock, Paper, Scissors 55 3kB 745 / 2013 One to One — X — /2013
rock, metal, resin & &, €& . 58§, 20x 15x 15 om wood, silver, iron A< 4R &k, 14 x 12 x 14 cm plastic, acrylic 22X}, A HEMAE, 20 x 13x 12 cm acrylic, ceramic RBEEHIBE, &, 12.5x12.5x 12.5cm  rock, paper & A,4K, 10x9.5x 9.5 cm plastic, ceramic, acrylic 228}, &, ARG BRI AE 20 x 10 x 10 cm
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resume
Yai Vi

Wayne Warren (British artist lives in London, England) works in a variety of 3D and 2D art forms and media.

EXHIBITIONS 2013 House of Gold, Chenies Manor House, England; International artists, Tianjin Creative Industries
Expo 2013; Moniker Art Fair 2013, London; La Rondine Gallery, Bagni di Lucca, Italy; Seeing red ..., Meijiang Art
Center, Tianjin, China; Trophy Room TAG Fine Arts, India Art Fair, New Delhi; GOLD Studio Rouge, Hong Kong 2012
Gold Studio Rouge, Shanghai; llluminer 10+ Design Space, Hong Kong 2011 Gallery 6, Tokyo; Bleibtreu Gallery,
Berlin; Original Print Fair Royal Academy, London 2010 Very Fun Park Fubon Art Foundation, Taipei; postEDEN
Today Art Museum, Beijing; Kitsch & Kinky Frontline Gallery, Shanghai 2009 Tempting God Depot Gallery, Sydney;

LuminousDark King on William Gallery, Sydney; Top Asia Gallery Art Fair Seoul, Korea 2008 Group Show Kobe, Japan;

Oxford Open ModArt Oxford, England; CAP Launch Two Lines Space, Beijing; LuminousDark Bleibtreu Gallery, Berlin,
Germany 2007 Buddha and Christ Sweet Tea House, London; Bleibtreu Gallery, Berlin 2006 Faint Traces Gallery 6,
Tokyo; Unspoken Words Amber Fine Art, Edinburgh, Scotland; Lhasa Express Rossi and Rossi, London 2005 Norfolk
and Norwich University Hospital, England; Here Now Sims Reed Gallery, London and Artshed, Hertfordshire, England
2004 Elizabeth Rice Gallery, Florida, USA; Bright Leaves Gallery 6, Tokyo; Leaf Show Surface Gallery, Nottingham,
England and Chambers Gallery, London 2003 EWACC Exhibition Art Council, Kobe, Japan; TAG Group Exhibition
Nexus Gallery, Edinburgh Festival, Scotland 2002 Galerie Espace Paris; Elisabeth Rice Gallery, Florida, USA 1984 The
First Ten Years Luton Museum and Art Gallery, England 1983 The Long Gallery, Birmingham University, England

PUBLICATIONS / REVIEWS / ESSAYS 2013 Gina Fairley, The Vernacular of Display, Wayne Warren catalogue; Reg
Newitt, Notes from India Art Fair 2013 Art Monthly Australia, July; Coco Marett, The Midas Touch, Kee Magazine,
Issue 61, January 2013, Hong Kong; Seema Bhalla, India Art Fair 2013, Creative Mind, Vol IX Qtr-1 2013; Katherine

Brooks, India Art Fair: 10 artists to watch out for at the New Delhi event, Huffpost Arts & Culture, The Huffington Post.

2012 Reg Newitt, Eclectic: Wayne Warren, Wayne Warren catalogue; Damian Smith, Wayne Warren: Something From
Nothing, Wayne Warren catalogue; Jayne Dyer, On gold, alchemy, trade, waste, value ..., Wayne Warren catalogue.
2011 Newsletter Taipei, Vogue Taiwan, September 2011

CATALOGUES / BROCHURES 2013 Wayne Warren; Seeing red ... 2012 Wayne Warren (catalogue); GOLD;
llluminer. 2010 Kitsch & Kinky; postEDEN. 2009 after alchemy; Tempting God; wayne warren. 2008 LuminousDark;
CAP launch catalogue.

AWARDS / RESIDENCIES 2011 Australian Print Workshop, Melbourne 1980 Fulbright Scholarship British Council
Exchange to USA

COLLECTIONS  Judith Neilson; Lloyd’s Bank; Norwich Hospital; MKA, NJ, USA; Cambridge University; Luton
Museum and Art Gallery; numerous private collections in Australia, Britain, Japan, Korea, Germany and China.

QUALIFICATIONS 1972 Bachelor of Education (Honours), Exeter University, UK (Art and Educational Psychology)
1990 Fellow of the College of Preceptors, London, UK

REPRESENTED TAG Fine Arts/TAG Contemporary, London, www.tagfinearts.com; China Art Projects, Beijing,
Hong Kong, www.chinaartprojects.com. Gallery Espace (Commissions), New Delhi. www.galleryespace.com. Long-
Sharp Gallery, Indianapolis , USA www.modernmastersfab.com/long-sharpgallery/. Alan Wheatley Art, London www.
alanwheatleyart.com

www.waynewarren.co.uk

“With the Trophy serles | want to continue to pursue the idea of questioning value — what is it we value and what are
the conditions and implications of the effect of this” The Trophies are a collection of 'unsanctioned’ objects which have been
authorized as ‘art works' — the mere act of being identified and allocated status transforms our perception of a (former) reality.
Partially disguising a readily identifiable object similarly alters the way re regard it.

Wings have been a revered or hallowed icon for many cultures from the beginning of time. | want to draw on this history
while also using the symbolic reference to question our notions of guality of Iife and our aspirations for the future, ”

Composite Drop & RYKIEE /2012 47
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Secret Conversation Zi% / 2013
bronze F4d, 14 x 14 x 9 cm

BERTRY, REELFTHEFANMEX B2 —RINBUNRTL, REERNE
WezEARXZBMAAL? FRBHE, B—FR% “REFR” MXERT "ZRER” KA —
SRR ERSHEALTHNERBANN (LLET) HAKAIAE, B UBREHROSE TIRAINKRE
B3 T AT A E E.

M=Fth, RTARXURGEABHRZENERRHEZNIRR., RBRBFX-HL, B
SIAR—RAFSREFDARMNNTEETRENUSURBINNARNES,

FE Rk (REZAR, BETRERABIMNEZMEXMNIDM2DZARSEN,

= 2013 €2, HiKXChenies FEFIE; ERZAR, 2013 KEQE=UERS; 2013/FMonikerZ R
£REER BEEAF, EAR; FU046E, PEREHIZAPL; BIRETAGER, HEZAME, FEE; &,
Studio Rouge, &#&. LE2012FAEINRZARBBZARE; &E 2011 "B 101&I1TE2E" ZRE; REECHE
BZARRE; HMBleibtreuBIBZARRE; £FH2010 "ERZARZERFU XM ZARRE, ALEBTARESEKEN "B
RA” ZARE; tZSBERE "BFFRA" ZARE; L£BE200984%EEKitsch & KinkyZ RE; BEMZ BB °
EFFENFX TRE, BEREBEBERE ‘Luminous Dark King” ZARE; SEERITMNRAEFEZ REKR S, B2
F2008 “Group Show” ZARE; HEFERZE “FEARINRZIR" B, EZFTLEE "FEZARMEBZH
B, EmEMM2007 Bleibtreu EE “Luminous Dark” ZARRE; £BEXERE “#RSEE” ZTARRE, HM2006
Bleibtreu BBBZARE; RRFCER BT ZARE, ARLBTERNERER "TFEWNEST" ZRE; ZERLK
2005 B RIE LT A ER “HFESIE Rossi and Rossi” ZARRE; EALHSims ReedEER, 20044 £ & H 43 B 1E
EBArtshed BIBFEEHF ERFWF A - BHTBB2TH “HEtith” ZRE, RZECEE “Bright Leaves” 20
RE; HEE T XSurfaceB B “Leaf Show” ZARRE; BAMPERAFZARIAERE (EWACC) ZRAREARS
2003{6FChambersBIRBZ ARE; Nexus BIEFTAGE R, ETERZ AR, 774&22012 “Galerie Espace Paris ” ZK
B, ZE#RFREXFWDSH - BUETERE, 1984 MEBYEEZARER "F—N+F" ZARRE, REAPHAFE1983
KREBZARRE.

HIRYEIRY /W6 / BE 20135 - FRFA, BiEKE, FB - KOCBM F5FE, 2013HEZARTE/NIE
BMNZARATITA, o8 - BEH, 2@K, i8&E, 617, 2013F18, &#&,; Seema Bhalla, 2013EIEZAR™
£, BRI, 11051%F2013; YEW - mE=l, HEZAME: FERIHEBIEIENI0LZAREK, HIFWEB
R, TREXRE. 2012488, TH—#%: FB KL, T2 - RKOCBEM KKz - 2B, FB - KL x
FER, FR - RCEM 8- 8RR, Be KER RB. KW, ME, FR - RKECEM. 201184LEH, Vogue
A&, 2011598

ZB%/FM  2013FR - kL, FEALE® 2012F8 - KE(BM); €; m=. 2010 Kitsch & Kinky; J&F@EE &
R, 2009ERZE; BFANLT, FERML. 2008k KHWERE; CAPBHAEE.

KRR/ BE 2011 HUMNENRIZE ), B/RAN; 1980 FulbrightR¥ &, HEXNSRERIRE

e SlEr - R MBA/ES, ARRY, Be;, PREE-—NTF, AREWIESERE, ®EZ,
LongBEIR, HEAB NS, WIBZRT, WETER, FFA, QIF A, BARL, RE, HE, 84, &8, PELARE

BR 19728 BHZ T2, XRREBAE RE(ZASHBLES) 1000MuXkkt, £F, ®HE
] TAGERIE/TAGH R ERIE, £Fwww.tagfinearts.com; FEZARME, £3, FE www.chinaartprojects.

com. HEBEBEXZRERIENEI) www.galleryespace.com; Long-SharpZEARTE, Indianapolis,USA www.info@
longsharpgallery.com; Alan Wheatley Art, London, UK, www.alanwheatleyart.com

WWW.Waynewarren.co.uk
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