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From narrow provinces
From narrow provinces is CAMPLE LINE’s first group exhibition and
brings together a selection of work by five contemporary international
artists whose respective practices emphasise material, structure and
process from compelling junctures between painting, printmaking,
textiles, drawing and sculpture.
Rana Begum often makes works in series, and creates abstract
installations that challenge the distinction between sculpture,
painting, architecture and design, and draw inspiration from repetitive
geometric patterns found within Islamic art and urban architecture.
Having become dissatisfied with the given materials of painting,
Ruth Laskey has pursued a dedicated and labour-intensive practice
focused on weaving hand-dyed colours into linen canvas to produce
pictures, and recently she has begun to explore a dynamic between
weaving and printmaking. Claire Barclay is a sculptor and printmaker:
in her sculptural practice she has established an extensive experience
of materials of all kinds, and explores formal and conceptual concerns
through both large and smaller-scale installations, alongside which
her printmaking has become increasingly important. Aleana Egan
often negotiates a fine balance between drawing and sculpture in
her practice, which can give her work an inscrutable quality; she
frequently draws on literature or remembered encounters, places or
situations, and develops her work as ‘an emotional record of a built
world.’1 Alison Turnbull is known for intricate abstract paintings and
drawings that she creates from found materials. Her Drawing Table
series, begun in 2010, has extended her drawing practice to include
notions of horizontality and objecthood more typically associated with
sculpture. She has said of these works: ‘In the tables the drawings are
like artefacts and the work as a whole becomes quite sculptural.’2
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Aleana Egan, Slow Channels (detail), 2017,
card, tape, ModRoc bandages, Jesmonite,
pigment, 135 x 49 x 8 cm (installation view)

Each of these artists are drawn to practical, everyday materials that
are usually widely and commercially available, which they may select
for their suitability for a specific use, for the way they look or behave
or react with each other, or for their ability to provoke resonances
and associations. Amongst the materials in the works brought
together here are bandages, threads, pigments, wood, cardboard,
MDF, Jesmonite and exercise books. Within their wider practices,
2

the artists each pursue manual processes such as drawing, dyeing,
weaving, folding, dipping, printing or casting. These processes offer
logical procedures to follow or to adapt, and underpin investigative
approaches to materials that can be slow and deliberate at the same
time as they might be instinctive and intuitive.
Integral to the works included in From narrow provinces are texture,
colour, tone, structure and shape. These are arrived at in each work
through a characteristic or logic that the artist has found within their
material or process. Ruth Laskey, Alison Turnbull and Rana Begum
most directly invoke the grid, drawing on the logic of the serial unit,
architectural form, or the loom to bring structural and visual rhythm
to their work, whereas Barclay and Egan employ deliberately simple
shapes and colours that are more intuitively arrived at. These are
approaches that lend to each work a lucid quality, evincing a sense of
concentration on the part of the artist, or lyrical absorption with the
task at hand. Yet at the same time the abstract visual language of these
works renders them enigmatic and makes each in their own way a little
mysterious. In as much as their use of repetition or formal simplicity
makes them seem fully apparent, these works are also fundamentally
taciturn. Arguably each has its own store of latent references or
allusions to places, sensations, impressions and encounters, which we
can only partially intuit, and to which we are invited to bring our own
associations.
Such qualities have something in common with the writings of
Elizabeth Bishop and Thom Gunn, of whom Colm Tóibín has said,
‘their poems move constantly between tones and textures that loosen
and tighten and loosen again, which speak clearly and then hush and
quieten more.’3 Where each of the works in From narrow provinces
appear to offer contradictory positions, being at once open and
closed and settling on neither one nor the other, Tóibín’s allusion to
‘tones and textures that loosen and tighten and loosen again’ seems
especially fitting.
The exhibition’s title, From narrow provinces, is taken from the first
line of Bishop’s poem The Moose (1972).
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CLAIRE BARCLAY
The medium of print has long had a place in Claire Barclay’s practice;
specially printed textiles have been integral to large-scale installations
such as Ideal Pursuits and Silver Gilt from as early as 2003 and
used by Barclay alongside an array of other materials including
turned hardwood, raw hide, ceramic, jute macramé, mirroring paint,
machined brass and leather. Over the years these materials have
become a vocabulary for Barclay in her wider sculptural work, brought
together in assemblages in ways that allude to their original form or
function but where they take on new meaning in relation to each other
and the space in which they are sited.
Barclay began making her first prints on paper as early as 2006,
and included a set of screenprints entitled A Life Livelier in an
exhibition at Fruitmarket Gallery in Edinburgh 2009. Of her earliest
screenprints, she subsequently said:
I see a correlation between the way I make sculpture and the way
I have developed my technique of screen printing. In both
instances I am working intuitively without a design but with a
tight control of the medium. The use of solid colour, the limited
palate [sic], (often black), the use of layering, the relationship of
one shape to another, are in common with both practices. The
placement of shapes on the page is like arranging objects in space
and the production of a series of printed images like the related
elements in my installations.4
It is possible to suggest that this relationship between sculpture and
print has been further enhanced by Barclay’s exploration of the relief
printing process. Though she begins from a similar generative starting
as with her screenprints – the intuitive arrangement of abstract shapes
– the shapes are then produced as laser cut wood blocks in order to
make the prints. As seen in Unearthing 1–6, the grain of the wood
blocks, transferred to the paper surface, give the prints an irresistible
tactility and sculptural presence. The disposition of the shapes – as
if in moments of separation and collision – give a dynamic sense of
movement. Barclay has said: ‘I’m interested in presenting artwork as a
pause in an ongoing process.’5
Unearthing 1–6, 2015, set of six relief prints, each 80 cm x 59 cm
Edition 1 of 2 + 1AP (installation view)
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ALEANA EGAN
Aleana Egan has been making her spare painted wall hangings from
as early as 2009. Sometimes, as in the case of Slow Channels or made
boats, these are hung by themselves, or in pairs. On other occasions,
they form a part of larger assemblages that include other built or
ready-made elements that extend into physical space. Like other of
Egan’s works, they are made with simple everyday materials – in this
case strips of cardboard bound with bandage fabric and then coated
firstly with Jesmonite and then with carefully mixed matte colours.
With these, as all her work, Egan pursues material processes that
resist easy categorisation, entailing methods that can be instinctive
and at other times are carefully negotiated, and resulting in varying
degrees of material transformation. Egan draws our attention to the
way things look, how they settle, sag, curve, or hang, whilst at the
same time her forms and shapes point us towards less definite things,
to sensations or emotions and to memories of places or encounters.
Like much of Egan’s work, Slow Channels and made boats hover
somewhere between drawing, painting and sculpture. On first
apprehension, it is perhaps a sense of their being drawings made
physical that strikes the viewer. Their primary means of articulation
would appear to be the line; indeed Slow Channels is formed of a
continuous line that doubles here and there, but closes round on
itself, as likewise does the white element of made boats, whose blue
partner hangs open. Yet on closer inspection, the sensation is one of
texture and form rather than line; the weft and warp of the bandage
fabric remaining apparent beneath the solidifying applications of
Jesmonite. And ultimately Slow Channels and made boats comprise
painted shapes, which, though indeterminate, seemingly harken back
to the world and to architectural form. Declan Long has said that whilst
Egan’s work ‘might well resist our inevitable efforts to impose narrative
or find meaning,’ they also offer ‘a cautious kind of invitation.’6

made boats, 2017, card, tape, filler, ModRoc bandages, pigment, Jesmonite, acrylic paint,
left: 145 x 48 x 9 cm, right: 136 x 57 x 7cm. Courtesy of the artist and Kerlin Gallery, Dublin
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ALISON TURNBULL
‘Architecture has been really an important focus point and a
generative starting point even for a lot of my work over the
last fifteen years, and … most especially I’ve been interested in
representations of architecture, of spaces we build and live and
work in.’ 7
Alison Turnbull’s drawings are made on pages taken from printed
exercise books which she herself acquires on trips or that are sent to
her by friends or associates – a contingent and personalised means of
supply that sits at odds with what we take as the standardised nature
of the books and their circulation. Named after the city, town or place
that the exercise book was bought or found in, like Bogota, London,
Tokyo, Cove, Beijing, Madrid, Karlstadt or Barra, Turnbull’s drawings
comprise a paper geography of the most unassuming kind. In her
1946 poem The Map, Elizabeth Bishop wrote ‘Topography displays no
favourites; North’s as near as West.’8 Equally, there are no favourites
in Turnbull’s Drawing Tables; in their careful arrangements, there is
no hierarchy of page or place. Indeed, the drawings’ variation would
seem to be the thing that hold them in common.
At first glance, the drawings speak of careful and ordered response
by Turnbull to the given machine-printed elements within a logic
that the existing marks set out – grids, lines, vectors. Colours are
matched, lines are continued, others bisected; areas are filled, made
solid; circles expand, others contract. Turnbull’s interventions are
more discernible in some drawings than in others, and it can be hard
to distinguish between printer’s marks and her own. Yet, separated
from their sources, each page is revealed as an individualised surface
– some faded edges, an occasional ragged perforation, an irregularity
in the print. These aspects Turnbull sees and grasps essentially, and
to them she adds the will of her own drawing. As Briony Fer has said,
the drawings ‘can look very strict, yet almost unruly at the same time;
as if adhering to a system (even if it is not immediately clear what the
system is) yet also flying in the face of it …’ 9

Nuquí (detail), 2017, (From Drawing Table X, 2019)
Coloured pencil on printed paper, 22 x 33 cm
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RUTH LASKEY
Ruth Laskey makes small linen textiles with a traditional floor loom.
Her practice traces a compelling dialogue between painting and
weaving; as a painter she started making her own paints from scratch,
and then began weaving her own canvases on a loom. Gradually the
loom itself became the means for image-making and the geometric
structures that are prevalent in her work are based on the weaving
loom’s own internal logic. Laskey achieves gradients in the colour
of her shapes by carefully pre-planning and dyeing the threads
with varying degrees of intensity, and she predetermines the twill
pattern for each work, making precise mathematical calculations
and executing preparatory drawings on graph paper. Often using a
restricted palette and simple geometric forms – diamonds, triangles,
squares, polygons – to integrate a figure/ground dialogue into her
process, she sets these shapes against and within white ground.
The etchings shown here were produced by the Paulson Press and are
Laskey’s first prints, and the change in size, materials, and process
represents a departure for her. She used the opportunity to experiment
with repetition in grids of four using her two foundational patterns: a
plain weave and twill weave. Of the prints, Laskey has said:
People ask, ‘Is that really a print, because it has so much texture to
it?’ or ‘Is it a photographic process?’ … That’s what I like about the
weavings. You really have to see them in person and experience
the materiality of them. The prints are like that, too – you get
something out of them close up.10
Laskey made weavings specifically to run through the press to create
the printing plates. The minute detail and painstaking intricacy of
the originals were captured in the wax coating of the plates, though
the weavings didn’t survive the process: ‘I knew I wanted to weave
something that we could print with. It didn’t make sense for it to
be a one-to-one thing, to just print a woven image. I wanted to do
something I couldn’t do in weaving. So the solution was to come up
with kind of a modular weaving that we could play around with.’11

Twill Weave Grid (Permanent Violet/Ruby Red/Colbalt Blue/Primrose Yellow), 2015
From a set of six colour softground etchings, edition 4 of 35
Courtesy of the artist, Ratio 3 and Paulson Fontaine Press, San Francisco
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RANA BEGUM
In her wider practice, Begum works in series and often employs
industrially mass-produced materials to make both wall-based and
freestanding sculptural works that explore how colour, form and light
interact. She has said:
I like to use materials that are readily available and I work by
responding to what is at hand, engaging and experimenting with
that material to test its capacities. The work often grows out of the
desire to work with a specific material rather than attempting to
fit a medium to a finished design. I love working with industrial
metals such as steel and extruded aluminium.12
No. 704 Painting is one of a series of panel works by Begum that have
their roots in a pair of small MDF triptychs that she made in 2013
and that are distinctive for their inclusion of elements hand-painted
by Begum herself. It comprises 54 wall-mounted MDF panels on to
which she has painted two transparent planes of colour which overlap
to create a third layer of geometry and colour. As with other series of
works by Begum, her painted panel works rely on geometric form and
a grid-like structure. However, with its muted colours and tone and
the translucence of the paint, No. 704 Painting allows both the surface
texture of the individual panels and the hand-painted nature of the
work to be more apparent. Moreover, occasional drips and areas of
over-painting on the sides of some of the panels also offer a glimpse
into Begum’s process and reinforce a sense that No. 704 Painting is an
assemblage of 54 individual paintings.
Light and shadow are also important to an experience of No. 704
Painting. Each panel is four centimetres thick, and so the work in
its entirety stands proud of the wall it is installed on and assumes a
presence within the space. As a result the various panels cast shadows
on to the wall that serve to animate and underscore the structure and
rhythm of the work and connect it to the place it is installed in. Talking
about a related work No. 680 Painting, Begum has also said:

No. 704 Painting, 2017, acrylic paint on MDF (54 panels), H200 x W258 x D4 cm
(installation view)

It has been suggested before that my work creates illusions
in colour and light, but actually it really has nothing to do
with illusion. The work reveals itself as you interact with it,
communicating the material from which it is made and the way
the colour is used – it’s not hiding anything. I think that approach
becomes much clearer in works such as No. 680 Painting.13
14
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Biographies
Claire Barclay

Ruth Laskey

Aleana Egan

Rana Begum was born in Bangladesh, moving to Hertfordshire, England
as a child. She studied painting at the Chelsea College of Art and Design,
University of London, and the Slade School of Fine Art, London. Recent
solo exhibitions include: Tate St Ives, Cornwall (2018); Sainsbury Centre
for Visual Arts, Norwich (2017) touring to Djanogly Gallery, Nottingham
(2018); Parasol Unit, London (2016); Dhaka Art Summit, Bangladesh
(2014); Delfina Foundation, London (2010). In 2017 Begum curated the
Arts Council Collection in an exhibition at Yorkshire Sculpture Park and
was awarded the Abraaj prize, Art Dubai. She lives and works in London,
and she is represented by Kate Macgarry, London.

Claire Barclay was born in Paisley, Scotland. She studied at the Glasgow
School of Art from 1986 to 1993: receiving a BA in Environmental Art and
a Master of Fine Art. Recent solo exhibitions include Edinburgh College
of Art (2019); Mission Gallery, Swansea (2018); Tramway (2017); Stephen
Friedman Gallery, London (2015–2016); Talbot Rice Gallery, Edinburgh
(2013–2014); and Skulpturi, Copenhagen (2011). Between 2018–2019,
Barclay has undertaken a Residency at Edinburgh College of Art, where
she has further developed her print practice. She lives and works in
Glasgow and she is represented by Stephen Friedman Gallery, London.

Aleana Egan was born in Dublin, Ireland. She studied for a BA (Hons)
Painting at the Glasgow School of Art. Upcoming and current exhibitions
include Konrad Fischer, Dusseldorf (2020); Veurne, Belgium (2019);
Kerlin Gallery, Dublin, (2019); Scoil Lorcaín, Seapoint, Ireland (2019).
Recent exhibitions include Farbvision, Berlin, Germany (2019); staring
forms, Temple Bar Gallery + Studios, Dublin, Ireland, and Drawing
Biennial, Drawing Room, London (all 2019). Egan lives and works in
Dublin, and she is represented by Kerlin Gallery, Dublin.

Ruth Laskey was born in San Luis Obispo, California, USA. She holds
a BFA and MFA from California College of the Arts in San Francisco.
Recent solo exhibitions include Adrian Rosenfeld Gallery, San Francisco
(2018); CAPITAL, San Francisco (2016); Ratio 3, San Francisco (2010,
2014); Galerie Cinzia Friedlaender, Berlin Germany (2009). She was
also included in Vitamin T: Threads and Textiles in Contemporary
Art published by Phaidon Press in 2019. Laskey lives and works in San
Francisco, and she is represented by Ratio 3 in San Francisco.

Rana Begum

Alison Turnbull

Alison Turnbull was born in Bogotá, Colombia. She studied fine art for one
year at the Academia Arjona, Madrid, and went on to study at the West
Surrey College of Art and Design and Bath Academy of Art, Corsham.
Recent solo exhibitions include Art Seen, Nicosia (2018); Royal Botanic
Gardens, Edinburgh (2015); Shandy Hall, North Yorkshire (2014);
De La Warr Pavilion, Bexhill-on-sea (2013); Talbot Rice Gallery,
Edinburgh (2012). Turnbull lives and works in London, and she is
represented by Matt’s Gallery, London.
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