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1 The Parallel Project 

1.1 Parallel Project outline 

In this project I am generally looking at the timeless qualities of a place, making a drawing that will be 
in essence a depiction of how it stands today (usually without figures). From this initial idea the 
concept of memory gradually came to form a significant part of the project.  I will expand on this later 
in Section 4.1. 

Look at the travel sketches of artists such as Delacroix, Turner, van Gogh* plus others. (* will thus link 
to the critical review work). 

Delacroix, Turners etc all travel and drew extensively on the road.  These drawings were to record 
their visits, what they saw, references for future works and to develop their own voice and skills.  I will 
look at these artists and others whom draw on location either as a record of their journey or to support 
their work in other ways, such as a preparatory work for studio paintings. 

Over the last year and going forward I have travelled several times and I utilise a sketchbook on my 
travels.  Usually I record an image from a plein air drawing at the scene.  Where this is impossible due 
to time, weather or physical constraints I either do the drawing in its entirety later or complete an 
already commenced drawing. 

1.2 My inspirations 

Why I like to draw, leads into looking at travel sketches of other artists. 

To record the world around me.  Looking and drawing a scene imprints it more than a snap which can 
be taken with even looking.  The drawing is the cumulation of the experience of being in a place for a 
period of time.  Quite often some of my more developed sketches may take 45 -60 minutes.  This 
impression and expression of the scene gives a lasting memory, and life is nothing more than a 
collection of memories and experiences.  Drawing allows you to see a scene more completely than a 
look.  I have noticed the mis-matched windows in a dormer when looking to draw, this would pass 
unseen along with many other details if not looked at to be drawn. 

Just over ten years ago I got back into drawing when recovering from an illness which had me off work 
for many months.  The initial artist to inspire me to take up a pencil and brush again was Charles 
Tunnicliffe. (Tunnicliffe and Niall, 1979) and (Tunnicliffe, 1981) 

Tunnicliffe’s drawings below are figs 0-1 to-0-5 and Caldwell’s are numbered 0-6 to 0-10. 

 
  

Fig 0-1 Page 50 (1981) Fig 0-2 Page 42 (1981)  Fig 0-3 Page 40 (1979) 
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LEFT 
Fig 0-4 Page 6 (1979) 
 
 
RIGHT 
Fig 0-5 Page 42 (1979) 
 
 
 
 
 

 

Fig 0-6 Page 35 (1993) Fig 0-7 Page 
34 (1993) Fig 0-8 Page 32 (1993) 

 
 
 
 
LEFT 
Fig 0-9 Page 120 
(1993) 
 
 
 
RIGHT 
Fig 0-10 Page 114 
(1993) 
 
 

 

In addition to Tunnicliffe I was also drawn to the word of Caldwell.  This was a good basic primer in 
various aspects of drawing such as composition, perspective, tone and mark making.  I was also drawn 
to the subject matter of Caldwell.  This is also mirrored in some of the subject matter in my own 
sketchbooks of my travels. 

Caldwell worked in ink primarily and this is the medium I like best for working in.  Dip pen (steel nib, 
bamboo etc), fountain pen, biro and gel pens etc. are the drawing implements I prefer to work in; this 
is clearly shown in my various sketchbooks.  (Caldwell, 1993). 

Another inspiration for me in drawing is van Gogh.  Though he is not necessarily the most proficient 
or natural draughtsman he showed what can be achieved through sheer perseverance of effort.  He 
showed that through a vocabulary of mark-making using marks individual to him he could give a quick 
rendition or movement, texture and form using only the most basic of tools: ink, paper and reed pen. 

I will look more closely at Van Gogh in the research of this ‘Parallel Project and Critical Review’.   
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2. Research and Context 

2.0 Artist Research -Travel Artists Sketchbooks 

In this Parallel Project I will look at the travel sketches of artists such as Delacroix, Turner, van Gogh* 
plus others. (* will thus link to the critical review work). 

Delacroix, Turners etc all travel and drew extensively on the road.  These drawings were to record 
their visits, what they saw, references for future works and to develop their own voice and skills. 

Over the last year and going forward I have travelled several times and I utilise a sketchbook on my 
travels.  Usually I record an image from a plein air drawing at the scene.  Where this is impossible due 
to time, weather or physical constraints I either do the drawing in its entirety later or complete an 
already commenced drawing. 

Below are noted some artists whom kept travel sketchbooks on their journeys.  For some (or all) I will 
note some examples and analyses their work and how I can utilise aspects of these in my own practise. 

I will look at their sketchbooks, materials, methods, styles and mark-making to analyse and compare 
how each may have worked.  I will look to see what aspects of their work I may be able to utilise in my 
practise by distilling their practise and identifying aspects I can use in my own work.  Some aspects of 
this have links with the Critical Review of this course – Investigating Drawing. 

The artists I will examine are a range of styles, eras, fashions, methods and materials.  I will write a 
research blog for each of these artists separately.  Each will be a small link and provide part of the 
picture of this Parallel Project. 

1. Eugène Delacroix  (1798-1863) 

2. J.M.W Turner (1775 – 1851) 

3. John Constable (1776 – 1837) 

4. Vincent van Gogh (1853 – 1890) 

5. David Hockney (1937 – present) 

6. Fraser Scarfe (1986 - present) 

7. Stephen Walters (1975 - present) 

8. Richard Long (1945 – present) 

 

Genius Loci 

 “Even in the age of the photograph, watercolour could suggest an alternative way of 
looking at the world and in the twentieth century artists such as Mackintosh, Ravilious and 
Procktor continued the tradition of responding to the spirit of place”       (Tate. 2018). 

The spirit of place, known to the Romans and still sometimes referred in English by its Latin translation 
“Genius Loci”.  This refers to the unique, distinctive and cherished aspects of a place; combining the 
views, topography, feelings, along with the mood and the traditional aspects such as folk tales, 
festivals and celebrations.  It is this unique “genius loci” that artists and writers seek to capture when 
describing a place. 

Alexander Pope, (1688 – 1744), a poet and writer of great renown during the 18th century.  He was 
very interested in the harmony of nature with man and laid down some principles of landscape design 
which were followed for many years.  The relevant passage (lines 57 to 64) to ‘genius loci’ was noted 
in Epistle IV, (1731) to Richard Boyle, Earl of Burlington. (Poetryarchive.org, 2018). 
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Consult the genius of the place in all; 

That tells the waters or to rise, or fall; 

Or helps th' ambitious hill the heav'ns to scale, 

Or scoops in circling theatres the vale; 

Calls in the country, catches opening glades, 

Joins willing woods, and varies shades from shades, 

Now breaks, or now directs, th' intending lines; 

Paints as you plant, and, as you work, designs. 
(Rpo.library.utoronto.ca, 2018) 

In the last year I have been fortunate to have been able to travel for several weeks at a time as well 
as take several shorter trips around the UK.  These trips have covered several regions of Britain as well 
as Upper Normandy in France.  These drawings were made to act as a reminder of the occasion, how 
I was feeling, where we were and also to capture the sense of a place, its ‘genius loci’. 

Each of the artists noted above for the research for this Project uses their work to capture the essence 
or a sense of the place.  They do this for different reasons though each in their own way notes the 
genius loci as well as a time and place.  Long does it by using material (mud) found in a location to 
derive a work latter, Constable captures the clouds as they scurry across the sky, no cloud will ever be 
the same so he captures the moment of that cloud at that time and place.  Delacroix brings a 
systematic approach to his travel sketching with notes and sketches interspersed throughout his 
notebooks. 

Van Gogh adds his own unique mark making visual language to describe the place, time and mood of 
where he was at that point in time.  Scarfe and Hockney both sketch in the moment scribbling a fast 
and loose version of the scene before them as well as utilising modern methods such as iPads and 
mobile phones for drawing.  Turner uses his loose and fluid watercolours to sculpt on paper the soft 
atmospheric light of the Italian landscapes, sunsets and sunrises of his trips to the continent.   

Maps, real and imaged reminds me that maps are a product of their authors.  The truth can be bent 
to info, mis-inform display as the author determines.  They can be used in essence as a form of 
propaganda.  Looking at Walter’s maps, these are a product of him referencing the human residues 
and traces on the landscape and in geography. 

In the maps produced in the latter part of the project I have used these to note, record and act in 
essence as an ‘aide-memoire’ of the year 

Every map embodies a story - the story of how, where and why it was devised, and what it 
represents, but a map also lends itself readily to story-telling. There is an inherent narrative 
aspect to any graphic work designed to represent a place, assert ownership, describe a route, 
record a journey, or chart newly explored places.  (Vam.ac.uk., 2018). 

In my drawings I have been trying to capture the spirit of a place, where we have been and the drawing 
process reinforces these in me.  Sitting for up to an hour in the corner of a town square, perched on a 
hill-side or beach boulder and really looking at a scene enables you to drink in with all your senses the 
atmosphere of a place, its genius loci. 
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2.1 Travel Artists Sketchbooks  

2.1.1 Delacroix 

Eugène Delacroix (1798-1863)    

The first of the artists I will look at in my examination of artist’s 
sketchbooks will be Delacroix.  Delacroix had both an advantage 
and disadvantage of the time he was born in.  He lived in the 
time that people general stuck close to home and did not travel 
extensively.  Coupled with this was the fact that art materials we 
not conducive to working in front of the motif. 

However, the time he was born in was the Age of 
Enlightenment, and following Napoleon’s campaigns plus the 
artistic and scientific exploration of that region (North Africa) 
the French were keen to push further in their expansion policies. 

The French has occupied Algeria in 1830, and in 1832 the Comte 
de Mornay sent a diplomatic mission to Algeria and Morocco.  
Delacroix had been invited to accompany this expedition and 
did so. (Open.edu. 2018). 

His drawings, sketches and the books 
themselves are a combination of 
observations, ideas and sketches.  Quick 
pencil sketches are crowded in along 
with watercolour sketches, penned 
notes as well as ink drawings. 

Delacroix made the most of this 
opportunity to travel with the mission.  
He sought out subject matter for an 
audience back home in France who were 
eager for information and images of the 
exotic foreign countries. 

 [continued below] 

 
 

 

 

 

Fig. 1-3. Moroccan Sketchbook #1 
-02 (c.1832) 

 
  

Fig 1-1. Six figures (Moroccan 
Sketchbook) (nd) 

Fig 1-1. Six figures (Moroccan 
Sketchbook), (nd). 

Fig. 1-2. Moroccan Sketchbook #1 -01 (c.1832) 
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Fig. 1-4. Moroccan 
Sketchbook #1 -03 
(c.1832) 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 1-5. Moroccan 
Sketchbook #4 -01 (c.1832) 

 

 

 

 

 

 

 

Fig. 1-6 Moroccan Sketchbook 
#2 -02 (c.1832) 
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Fig. 1-7. Moroccan 
Sketchbook #2 -03 (c.1832) 

 

 

 

 

 

 

 

Fig. 1-8. Moroccan Sketchbook #3 -01 
(c.1832) 

 

Much of Delacroix’s work was on the 
landscape and buildings which were 
very different from that of rural France 
and the buildings differed greatly with 
their pointed arches, minarets and 
turrets.  He did seek out subject matter 
in the people of Morocco but found 
difficulty drawing the Muslim women 
due to social and religious conventions.  
The sketchbooks were also used as 
notebooks for his ideas, insights and other observations he made on his travels.  These sketchbooks 
provided him with source material for his paintings for decades to come. 

Things to learn from his sketchbooks include his minimal use of lines just using minimal line or shapes 
to define structure in his quickly rendered watercolour drawings as well as the use of shadow in his 
graphite and watercolour sketches.  His use of just a few lines to describe a shape or form illustrates 
the economy of line required to dictate form and shape.  Above all else Delacroix was greatly 
influenced by his exposure to the exotic life, landscape and people of North Africa.  They were key to 
many of his later works due to his keen observation of nature and the world around him.  Additionally, 
the strong light and how this influences the brightness of colour and tone also greatly impacted on his 
art.  This strong light must have had an influence on his division of tones to lend drama as well as his 
natural use of colour employing contrasts to create harmony as well as supporting his use of strong 
tones. 

In his watercolour sketches he uses the minimal of line to enhance the washes of colour, lending these 
form and substance to depict the scenes of daily life, buildings and landscape in Morocco.  These 
sketches often span the two pages of a notebook with separate drawings crowded in amongst the 
notes and drawings he made.  He filled numerous sketchbooks during his travels in Morocco of which 
I have been able to find several online in their entirety. (Aquarelle.mondialvillage.com. 2018) and 
(Corsair.themorgan.org. 2018).  Delacroix made other journeys including several in France and 
another sketchbook available online is the Tours Sketchbook (Bouffier, J. 1994).and (Metmuseum.org. 
2018).    



Drawing 2 Parallel Project /9 
 
 
2.1.2. Turner 

J.M.W.Turner (1775 – 1851) 

Turner was contemporary to Delacroix, a few years older he also had a formal art training before 
embarking on a life-long habit of travelling and making copious sketches on location.  His initial travels 
were around Britain.  He also faced the limitations in art materials of the time as well as the physical 
discomforts of travelling which was ponderous.   

From his late twenties he started travelling across France and Switzerland and aged 44 he made a trip 
to Italy via France, returning several times in his life.  This initial trip to Italy must have been greatly 
inspiring as he filled twenty-three sketchbooks with drawings. (Tate 2018) 

Throughout his life he continued to make frequent trips through Britain, and continental Europe.  
During a recent visit to the Tate I was able to inspect some of these paintings and drawings from these 
trips at first hand (Travelling Light exhibition, (Tate 2018)).  These drawings formed the basis of his 
later paintings and numerous illustrated travel books.  (Tate 2018) 

Away from the pressure of working in a studio Turner was able to let his imagination and 
experimentation run free and much in advance of the impressionists he was creating impressions of 
sunrise and the fleeting light across scenery on his travel location. 

His broad energetic style with a lack of descriptive detail combined with modern subject were not 
always well received but he continued to be popular in Britain and also in Germany.  His bequest of 
his works to the nation has left the UK with a mountain of work in sketchbooks, paintings large and 
small in huge numbers.  The total bequest included 300 oil paintings, 300 sketchbooks and 
approximately 30,000 sketches. In his bequest, be see his wish to be considered in the same landscape 
tradition along with Claude Lorrain as he wished some of his works to be permanently hung alongside 
his work.   (The National Gallery, 2018).   

Like other artists of this era all outdoor sketching equipment and materials had to be improvised.  The 
pioneering efforts of those such as Delacroix, Turner and Constable [to be looked at in the following 
blog], were 
instrumental in the 
development of 
equipment for use 
outdoors.  Their 
works and especially 
Turner, in this 
instance were never 
intended for 
exhibition, these 
sketches were a 
means to record the 
light, perspective, 
colour tone of a 
scene, capturing the 
atmosphere of the 
moment to be 
reproduced later in a 
more developed 
piece back in the 
studio. 
 

Fig 2-1. Venice: San Giorgio Maggiore - Early Morning (1812) 
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Fig 3-2. Cliffs above a Beach, with a Rough 
Sea and Dark Sky, Perhaps on the Adriatic 
Coast (1819) 

Fig 4-4 Yellow Sky over a Grey Sea (1814) 

 

 

 

 

 

 

Fig 5-3. The 
Rigi (1844) 

 

 

 

 

 

 

 

Fig 6-5. Study for Sun Rising thro Vapour Fishermen 
Cleaning &Selling Fish’ (1799-1805) 

Fig 7-6. A Storm (1822-3) 
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Fig 8-7. Plymouth Sound - Drake’s Island and Mount 
Edgcumbe from below the Citadel (1814) 

Fig 9-8. Vessels, Probably on the Hamoaze or 
Lower Tamar (1814) 

 

 

 

 

Fig. 2-9. Seascape, with 
Fortification on Cliffs in Distance 
(1822-3) 

 

Fig. 2-10. Dover Castle from 
Shakespeare Cliff (1822-4) 
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Fig. 11. Beach with Buildings (1822-3)   

Turner showed us the value of capturing the truth of the moment in landscape painting, and the main 
means to do this was to work outdoors in front of the motif.  To allow quick and instinctive working 
Turner often worked in watercolour in his sketches outdoors though he also used oil paints to done 
quick sketches and some more complete works outdoor.  He utilised a canvas roll open to the 
appropriate section to do work and rolling it up and moving on before utilising a fresh section later.   

These paintings were not separated until a later date.  He often worked to the finished size of the 
piece to facilitate this method.  In addition to his instinctive brushwork to rapidly capture the mood 
of a moment he showed us that the artist must continually strive to improve and develop his work 
even if the results are incomprehensible to others.  In some of his works the subject matter is not 
readily apparent with only the title to give us a clue to what we are looking at. 

Looking at some of his sketches reveals both his ethos and his working methods.  In Fig. 2-10, we 
witness the early sunrise behind Dover hill silhouetting Dover Castle and Hill in a golden light.  The 
transparent wash of blue, golden haze seems to hover before us ready to vanish into the early morning 
mist before we might fully see it.  Turners observes this from further along the coast and even the 
earthy presence of Shakespeare Cliff and the English Channel seem insubstantial and also barely seen 
through this mist.  To capture this moment, he must have risen early and been in place as this moment 
of half seen Castle could only have been in this moment for mere minutes.  To capture this early 
morning light Turner restricts himself to a palette of essentially two colours, ochre and blue. 

In Fig. 2-11. Turner uses a similar palette to create a much different atmosphere.  In this quick 
watercolour sketch of huts on a beach (reminiscent of Dungeness beach huts], he creates a mood of 
the middle of the day.  The ochre which created the golden dawn glow in Fig. 2-10 is now used to 
create the beach and grasses surrounding the huts.  The glow from the sand and the misty atmospheric 
barely seen hut silhouettes now hint at the heat of the day.  The watercolour washes were applied 
using rapid and broad-brush strokes leaving areas of ground un-covered.  This visible white paper 
becomes clouds in the sky and reflections in the water. 

Where Turner failed to capture detail in his sketches, he does capture atmosphere and light to give us 
the mood of the moment when he sketched it.   
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2.1.3. Constable 

John Constable (1776 – 1837) 

Another artist contemporary to both Delacroix and Turner.  Constable has come to be recognised as 
the quintessential painter of English countryside.  He also looked to the tradition of rural pastoral and 
countryside scenes but like Turner moved on from the Utopian landscape transcribed by Lorrain.  He 
transformed oil painting from a studio pursuit to one of capturing the transient effects of light, clouds, 
atmosphere in landscape painting.  Constable made over one hundred studies of clouds to capture 
the effects of light and weather in all the moods of the countryside.  He studied metrology and weather 
and noted the weather conditions of the day when he made his studies of clouds. [Tate, 2018] 

On the reverse of one such sketch in the Victoria and Albert Museum he noted the following: “Very 
lovely evening—looking Eastward—cliffs (and) light off a dark grey sky –effect-background-very white 
and golden light.”   [Victoria and Albert Museum, 2018] 

The sketchbook I will comment upon below as well as providing examples was one he used during 
1814.  In this he noted weather comments, colour notes, as well as sketches of figures, landscape and 
clouds.  Also, like Turner and other artists Constable used these field studies to capture fleeting light, 
movement and moods in the landscape.  He would then use these notes and sketches for his larger 
studio works later.  As he was working rapidly in an ever-changing scene in oil paint Constable became 
an expert in ‘alla prima’ painting (wet into wet), which greatly assisted him to capture the landscape 
mood in a fresh and spontaneous manner. [Mulholland, R., 2018] 

Constable used a pochade box during his outdoor painting.  Working outdoors was most unusual for 
the time and this coupled with his ability to see and capture the mood of a scene this revolutionised 
landscape painting and the way we look at the natural world. [Tate. C, 2018] 

The sketch in Fig. 3-10 is typical of the work in this sketchbook.  Much of Constable’s paintings went 
for big skies using this to set the theme, mood and to add drama and composition to his landscape 
paintings. In the sketch he shows us a sky dominating the image as it takes up about 60% leaving the 
remaining 40% to feature – a windmill, river, boat and man as well as the flat landscape of the Norfolk 
Broads.  Constable quickly notes the tone of the scene using a lines and hatching adding weight to the 
shadow sides of objects to both anchor them and note the shadow. 

The composition is greatly aided by the device of the river starting from the bottom of the image and 
then snaking right and then left lifting the eye from the bottom of the scene up into the middle.  Once 
the river is lost from view the eye continues along the banks and foliage lines to the windmill where 
the shaped clouds lift it in an arc across the sky and back down the left of the image, returning your 
eye to its starting point.  This maybe a simple sketch but Constable was a master of his craft and utilises 
his skills to craft sketch that is full of information from the scene as well as advising us of the weather 
and wind conditions.  It is calm as there are no ripples on the surface of the water.  The tilt of the mill 
sails is echoed by the angle of the hatching lines that Constable uses through much of the drawing.  
The image is on white paper drawn probably using graphite. 

Fig. 3-1. shows us a corner of a simple country church yard.  This simple scene is again filled with 
information that Constable would return to when painting his grand large paintings.  The trees are in 
foliage indicating that we are here in either spring or summer-time.  The day is bright with some cloud 
cover but the scene in front of us is partially lit by bright sunshine.  This sunlight causes a strong 
shadow to fall across the roof of the church.  The architecture details even for this corner of a simple 
country church are noted which lends conviction to this scene as well as providing a wealth of 
information he can ‘draw’ upon later.  The far corner of the church is set against the deepest tone of 
the image.  Having this deep tone set in the centre of the image acts as a pendulum for the light and 
medium tones which surround it.  These simple sketches filled his sketchbooks and he used these to 
inform and compose his later studio work. 
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Fig. 3-1. Sketch 5219 (1814) 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3-2. Sketch 5223 (1814) 

 

 

 

 

 

 

 

 

 

 

 

Fig. 3-3. Sketch 5236 (1814) 
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Fig. 3-4. Sketch 5281 (1814) Fig. 3-5. Sketch 5284 (1814) 

Fig. 3-6. Sketch 5211 (1814) Fig. 3-7-. Sketch 5251 (1814) 

 

 

 

Fig. 3-8-. Sketch 5250 (1814) 
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Fig. 3-9-. Sketch 5260 (1814)  

Fig. 3-10-. Sketch 5254 (1814)  
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2.1.4. van Gogh 

Vincent van Gogh (1853 – 1890) 

Van Gogh had no formal art training and indeed had already embarked on several other careers giving 
each up in turn before turning to art.  He had been an art dealer (working for a relative) before 
becoming a preacher before becoming ill, he took to painting during his recovery and was then 
determined to become an artist.  His mental health was precarious and he suffered repeated bouts of 
maniac depression, psychotic episodes and delusions.  These cumulated with him severing his ear and 
presenting it to a brothel worker and resulted in him spending just over a year in a mental hospital.  

These depressions and bouts of poor mental health lent him a frenetic energy which he poured into 
drawing and painting.  The results of this frenetic energy can be seen in the mark making in his works 
and especially in his drawing which allowed him to work rapidly.  Looking at Fig. 4-7. Starry Night 
(1889) we see an evening scene where all should be calm and settled but it’s not; what we see is a 
scene bursting with energy and vitality. 

The sky which should be the calmest area in this work is like a sea in the middle of a storm, the moon 
glows from the top right and this light ripple in pulses of energy from this source meeting in turn other 
pulses of light from the stars.  These stars and moons would look more at home as the flak trying to 
bring down an enemy plane.  The Cypress tree is twisting and turning as it reaches upwards and these 
energetic branches look like the twisted spikes of a lance than the branches of a tree.  The pastoral 
scene below all of this seems to surge left and right as it is filled with its own waves of energy from 
the hatching, he uses to describe tone.  The chimneys of the cottages trail smoke into the sky but these 
are not whimsical wisps of smoke they seem more like tornedos reaching down from the sky. 

A year earlier Van Gogh also did a drawing also titled “Starry Night” Fig. 4-6, despite having many 
similar elements it does not have the manic energy of the version done the following year, possibly as 
his mental health was continuing to worsen. 

Looking at his paintings it is obvious that his drawings had a strong influence on the outcomes of these 
works.  The linear element of his drawings with strong energetic marks is carried into his works in oil 
on canvas. 

Van Gogh was not afraid of experimentation.  He had ample opportunity to study fine art works up 
close when working as an art dealer and later when he was determined to become an artist he 
practised incessantly. He noted in one of his many letters to his brother Theo: “For you mustn’t think 
that I’ve put watercolour or painting out of my mind. I certainly have it in mind, but drawing is the root 
of everything, and the time spent on that is actually all profit.” (Vangoghletters.org. 2018 :349). 

Everywhere Van Gogh went he took his drawing materials with him; he used a variety of easily 
portable materials such as pen and ink, pencil, chalk and the like.  He also combined these different 
media in a single work using chalk for instance to heighten the work as he required.  See Fig. 4-10 
where he combines pencil and black chalk to create the moody dark buildings that even though set 
back seem to loom threateningly over the people in the square. 

The penwork of Van Gogh is an area which interests me greatly and which is in essence the subject of 
my critical review in this Drawing Course.  Van Gogh uses reed pens along with quills and other basic 
ink drawing materials, but it is his mark making that catches the eye rather than the method of making 
them. 

The sources for drawings by Van Gogh seem numerous but there is an absence of specific sketchbooks, 
they all seem to be catalogued as individual drawings rather than as bundled as time specific 
sketchbooks.  Despite this I was able to find two specific websites rich in his drawings. One of these is 
the Van Gogh Museum [VanGoghGallery.com. 2018]; and the other a book (available as a pdf) by the 
Met Museum. [Ives, Colta, 2005]. 

In addition to including two versions of “Starry Night” in the examples below I have also included four 
versions of the “Sower”.  Peasants and pastoral scenes were a frequent theme for Van Gogh for several 
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reasons.  He was particularly drawn to the work of Millet and thought that these humble workers 
noble and more deserving than their current lot in life.  In these four different versions set over a 
period of years the development of Van Gogh as an artist and his mark making can be traced. 

The early 1880’s see Van Gogh use full tone to describe the scene both peasant and surroundings, 
through the middle of the 18880’s he turns more to linear marks in the use of a pen and finally the 
late 1880’s see the pen marks imbibed with a frantic energy which brings them to life.  Where previous 
he had described objects and people in his drawing his later work brought them to life. 

The marks in the work fully describe the texture of the rough ground, the coarse texture of the woollen 
clothing as well as the furrows and ridges of mud and the upright stalks of wheat.  The sun bursts over 
the wheat field with the light emanating from it like a religious object.  The sky is not empty as Van 
Gogh describes the atmosphere as he fills it with marks and stippling from end to end. 

Other sketches by Van Gogh show that he was keen to draw people and places as life carried on all 
around him.  As well as drawing the peasantry of the countryside Van Gogh ventured into towns and 
cities drawing the buildings and setting all around him as he sought to describe in his sketches the rest 
of his world.  He uses pencil and pen to draw the dark shapes of the Staatspoor Station (1882) (Fig. 4-
5) using the dark masses to give weight and presence to these structures, this does not yet exhibit the 
frantic energetic marks of his work a few years later. 

Fig.- 4-11. Street in Saintes-Marie drawn in 1888 does however have the characteristic marks.  He 
seems to drop a series of bundled stripes and marks onto a page and then arrange then to depict the 
tiles of the cottages, the twists and swirls of the foliage and the earthen road as it recedes into the 
distance.  This drawing of the Street in Sainte-Marie is sharp contrast to the drawing of the Paris 
Ramparts which nearly seems unfinished as the page contains very few of the marks which he seems 
to fill drawings with from edge to edge, there is usually very little pure plain paper remaining from his 
later works. 

The simple Study of a Fruit Tree, Fig. 4-12 encapsulates the essence of his mark making in a small 
drawing which he properly did in a minute or two.  The swirl of the upper foliage seems more like 
mountains than the wispy light branches of a tree.  The ground is simply described with minimal line 
to denote the slope of the land and the shadow from the tree.  The dark mass on the right cannot be 
mistaken as more trees he gives these simple outlines a mass and presence with heavy horizontal 
overlapping lines.  This drawing in ‘black chalk’ could easily have been done in his characteristic ink 
pen but Van Gogh uses this chalk to his advantage by smudging some of the lines to create tone and 
soften edges. 

Fig. 4-8., is a page from 
his sketchbook where 
Van Gogh depicts in a 
series of quick sketches 
people enjoying life, this 
was not a usual subject 
matter for him.  Here he 
gives us quick pencil 
studies of boaters on 
the lake as well as 
woman in traditional 
customer. 

Fig. 4-5. Staatsspoor 
Station (1882) 
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Fig. 4-2. Sower (1883) 

 

Fig. 4-1. The Sower (1882) 

 

 

Fig. 4-3. Sower Facing Left (1884-5) 

 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4-4. Sower with Setting 
Sun (1888) 

 

 
  



Drawing 2 Parallel Project /20 
 
 

Fig. 4-6. Starry Night (1888) 

 

Fig. 4-7. Starry Night (1889) 
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Fig. 4-8. A Steamer with 
Several People (1890) 

 

 

 

 

 

 

 

 

 

 

 

Fig. 4-9. Study-of-the-
Paris-Ramparts (1887) 

 

 

 

 

 

below 

Fig. 4-10. A Square in 
Paris (1886) 
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Fig. 4-11. Street in Saintes-Maries (1888) 

 

 

 

 

 

 

Fig. 4-12. Study of a Fruit Tree (1890) 
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2.1.5. Hockney 

David Hockney (1937 – present) 

David Hockney was born in Bradford and attended Bradford School of Art and later the Royal Academy 
School.  Stereotypically a northerner the Yorkshire born artist is unapologetic and brave in his work.  
Since travelling to the USA in the early 1960’s he became increasingly influential in art terms and was 
a major contributor to Pop Art.  Once in the US he moved to California and began a new phase as an 
artist making his ‘Splash’ paintings and later ‘Mr and Mrs Clark’, these paintings showed a more 
realistic style of painting but with a bright and cool colour palette which became typical of his work. 

Much of his artwork is based upon these personal experiences and he brings much of this personal 
subject matter into his work.  (Holmes, 2018).  These personal experiences have been often recorded 
in his sketchbooks, and fortuitously he has several sketchbooks complete on his website allowing for 
a complete and full study as required on what and how he records his observations etc.  Unlike others 
artist of the 60’s he included domestic scenes in his work as well as portraits of friends. 

"I've been looking at the world all my life," says David Hockney, "and what I see is rather 
beautiful." (ELLE Decor, 2018)   “I've always painted my domestic surroundings. I did it 
in Paris and London. But Los Angeles was the first city I painted. When I moved here, I started 
painting the streets. These were the first palm trees I'd seen.  (ELLE Decor, 2018) 

Along with his oil paintings Hockney has explored many other genres of art and experimented with 
light, space and colour doing work on film sets, photographic collages as well as iPad drawing / 
paintings.  (ELLE Decor, 2018).   

Hockney has always argued for artists to use technological assistance when doing drawing and 
producing art.  He has famously upset some traditionalists by claiming that classical artists in the past 
had used device such as the camera obscura to produce some of their works.  He has also modern 
technology using both the iPhone and iPad to produce artworks.  He likes drawing outdoors and finds 
the convenience of these modern drawing devices invaluable. 

Much of his current art output is limited to iPad art and the London gallery who represents him notes 
the following about him on their website.: The convenience of being able to work with a small hand-
held device, such as the iPhone, with endless possibilities of multiple colour and mark-making effects, 
enables a new intimacy and immediacy seen in this series of images. The artist draws and paints 
whatever catches his eye, whether a robe hanging on a bathroom door, a phone charger and cable, a 
vase of flowers, a single wine glass or his own portrait in a reflection.  The resulting images portray his 
mind-set of ‘Love-Life’, creating a visual autobiography of his surroundings. (Annelyjudafineart.co.uk, 
2018) 

Using this convenient and modern device he explores the possibilities of image-making, and with his 
eye for mundane detail draws everyday objects such as ashtrays, chairs, phone charger etc. creating 
imposing images bursting with life, colour, pattern and line. (Annelyjudafineart.co.uk, 2018) 

Hockney’s sketches 

Line seems to be his main means at describing objects in his sketchbooks, looking at Figs. 5-1, 5-4, 5-
5, 5-7 as examples he has exclusively used line to draw.  In these drawings he uses a bare single line 
to describe a wall, a forehead, arm or shirt.  This simplicity of detail is given life as Hockney uses this 
line with great accuracy and purity allowing your mind to fill in the details he has not described in 
these clean lined sketches.  This line is of a single weight and little evidence of variety in weight is 
evident as he uses a biro or marker with no ability to offer a varied stroke on the paper.  In some of 
his other drawings he utilises these drawing means to fill in some of the tone and add weight and mass 
as well as presence to some objects.  See Figs. 5-3 and 5-8 as examples. 
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Iceland 2002 

 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 5-1. SB0205-1920, (2002) 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 5-2. SB0205-8586, (2002) 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 5-3. SB0205-2122, (2002) 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 5-4. SB0205-2526, (2002) 
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Norway 2002 

 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 5-5. SB0203-1718, (2002) 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 5-6. SB0203-2526, (2002) 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 5-7. SB0203-6566, (2002) 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 5-8. SB0203-7778, (2002) 
  



Drawing 2 Parallel Project /26 
 
 
Yorkshire, Bridlington 2004 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 5-9. SB04027-4243, (2004) 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 5-10. SB04027-3637, (2004) 
 
 
 
 
 
 
 
 
 
 
 
 
 

Fig. 5-11. SB04027-5657, (2004) 

Fig. 5-12. SB04027-5455, (2004) 
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Fig. 5-13. SB04027-4647, (2004) 

Fig. 5-14. SB04027-4445, (2004) 
 

In his Yorkshire, Bridlington sketchbook I have included examples of scenes done purely in a 
monochrome watercolour.  In these he uses a mid and light grey with the occasional dark grey to draw 
his sketches offering a near complete range of tones in his scenes of rural and town.  In some of these 
he uses lines drawn with the bush and Fig. 5-12 is quite reminiscent of a van Gogh scene in both subject 
matter and use of line and marks.  The sun in this drawing seems to radiate its energy across and into 
the landscape.  The ground of the foreground cultivated field has marks which seem to radiate back 
at the sun or at least vibrate with the energy from the sun. 

iPad Drawings 

I have chosen three full colour examples of Hockney’s iPad drawings to illustrate the full glorious 
colour sketches that are possible in this medium.  Hockney utilises the ‘Brushes’ drawing app to these 
and indeed, all of his iPad and iPhone drawings. 

With this drawing app Hockney has fund it possible to draw /paint using his flat colour tone style, he 
uses this to produce the image in Fig. 5-15 Lilies (2009).  In this sketch on his iPhone he has layered 
green strokes over a yellow coloured background base layer to represent the flower foliage, this is 
then heightened with black lines to act as the stems of the plant and the flowers are a mix of white 
and pink shapes with crimson stamens lines.  The vase is denoted with a few squiggled black lines and 
the shadow by a blue puddle -like shape under the vase. 

The vase of ‘Sunflowers’, Fig. 5-16 is another nod to the work of van Gogh.  Here Hockney uses a 
similar set of posed sunflowers as a still life subject for a more realistic rendition of flowers than the 
‘Lilies’.  This increased realism is probably a result of the increased size that Hockney was working to 
using the iPad rather than his iPhone for this work. 

The use of an electronic device for drawing is one I intend to at least try in the near future.   
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Fig. 5-15. Lilies (2009) 

iPhone drawing 

Fig. 5-16. Sunflowers (2010) 
iPad drawing printed on paper,  

 

Fig. 5-17. Eiffel Tower by Day (2010) 

iPad drawing printed on paper, 
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2.1.6. Scarfe 

Fraser Scarfe (1986 - present) 

An artist still in the process of carving his niche and making his name. Scarfe was the 2013 Drawing 
Year Programme Manager at The Royal School of Art. Growing up in Lincolnshire and presently based 
there he was the Artist in Residence 2008-09 at Lincoln Cathedral cumulating with his first solo 
exhibition.  Over the last few years he has had other residencies in the UK and abroad.  (The Royal 
Drawing School. 2018).  

Scarfe’s love of the natural world and his home area of Lincolnshire provides much of the subject 
matter for his paintings.  Taking as much opportunity as possible he draws from observation noting 
the world he inhibits, be the countryside, the town or observing the city from a vantage point.  As a 
painter drawing has always been at the core of Scarfe’s practise.  This drawing from natural is at the 
heart of his practise.  This 
observation from life 
allows him to capture the 
essence of a place 
capturing the energy and 
pulse as well as the 
dynamism of a place.  
These ‘field sketches’ 
prove the foundations 
for much of his studio 
painting.  (Australia, 
2018) 

Much of his sketchbooks 
are filled with ink 
drawings done using a 
broad tipped marker.  
This allows strong 
positive lines to be quickly noted using a rapid gestural style noting the main characteristics of a person 
or location within getting into detail.  A quick 
scribble notes the dark shadowed side of a building, 
a jacket or a jumble of hair.  Where detail may be 
lacking the sketches are supported by their strong 
sense of a snapshot from life, a frozen moment 
where Scarfe has looked and noted a scene or 
people getting on with their individual lives.  Some 
sketches are completed over two pages across the 
open spine of the sketchbook. 

The examples from Scarfe’s sketchbooks are from 
his website are from London 2013 and Pignano, 
Italy, 2013.  Fraserscarfe.co.uk. (2018).   

 

Sketchbook - LONDON 2013 
Fig. 6-1. Sketch – 4601326731 (2013) above 

Fig. 6-2. Sketch – 4601326824 (2013) right 
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Fig. 6-3. Sketch – 4601326514 (2013) 

Fig. 6-4. Sketch – 4601326770 (2013) 
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Sketchbook - Pignano, Italy, 2013 
In the second sketchbook of Scarfe’s looked at here, the drawings were produced during an Artist’s 
Residency at this Italian town.  The tight close scene of London is replaced by wider vistas.  The close 
confines of London city open in these drawing probably as a result of the bright light and open 
countryside he depicts.  Where he depicts a townscape such as Fig. 6-5. The tight closeness of London 
is replaced by a broader more theatrical and dramatic scene. 

Where he is familiar with life in Britain he gets in close understanding and blending with the ‘natives’ 
but in Italy he seems to have placed himself, even in the crowds in a more remote place. 

Fig. 6-5. Sketch – 4580588731 (2013) 

Fig. 6-6. Sketch – 4601211676 (2013) 
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Fig. 6-7. Sketch – 4601211679 (2013) 

 

 

Fig. 6-8. Sketch – 46012 
11651 (2013) 

 

 

 

 

 

 

 

 

 

 

iPad Sketches 

As well as using conventional artist materials, Scarfe has also embraced technology in his art utilising 
an iPad to sketch.  Three examples are shown alongside of this medium.  Colour drawings can be done 
just as easily as monochrome.  The mark making tool can be adjust to simulate different drawing 
mediums such as pen, pencil, brush as well as different tip types such a round, flat etc. 

Just as the invention of the metal tube freed the artists of 19th century France to work outdoors and 
be mobile like never before, electronic implements have freed the modern artist to carry a notebook, 
sketchbook and a variety of mediums in effect in their pocket.  Photographs and notes of a scene can 
be made and saved on a device alongside sketches by the artist and uploaded for others to see before 
the artist is even home from his sortie. 

Using his notes and field sketches Scarfe works in other media to produce work.  Incorporating marks 
similar to those made in the filed he has produced an etching with a dark, foreboding presence.  The 
dramatic sky dominates about two-thirds of the work as it looms threateningly over the silhouette of 
a town.  

Another image with a dramatic dominate sky is the one alongside “Fig. 6.13. Lincoln from Canwick – 
sunset (2012)”.  This atmospheric monochrome drawing captures the spires of Lincoln rising above 
the city as the light fades signalling the end of another day. 
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Fig.6-9. IPAD Sketch 1 (2013) 

Fig.6-10. IPAD Sketch 2 (2013) 

Fig.6-11. IPAD Sketch 3 (2013) 

OTHERS 

Fig.6-12. London from Primrose Hill (etching) (2012) 
left 
 

Fig.6-13 Lincoln from Canwick - sunset 
(2012) below 
 

 

 

Context of Scarfe’s Works 

Growing up in the Lincolnshire 
countryside and around Lincoln city 
has proved a rich source of inspiration 
for Fraser Scarfe.  Much of his finished 
works gravitate towards landscape 
and views to and from Lincoln; over 
time this has expanded into works 
encompassing other countryside and 
cities.  The works I have concentrated 
upon in this research has primarily 
been his sketches he makes on 
contemporary life as it occurs around 
him in market, queues and around 
city streets.  His art primarily as an 
observer of life, people and scenes 
(city and countryside). 

(Thealexandermilesgallery.com. 
2018).  
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2.1.7. Walter 

Stephen Walter (1975 - present) 

This is largely extracted and repeated form the earlier research in Learning Log (Blog) Section 5.3.3 of 
the coursework. 

Walter talking about the subject matter for his maps noted -” With my subject matter, though, it is all 
about human residues and traces that have often taken a long time to come about and settle in the 
geography, so I think you have to do that process justice in your own methods somehow” (Adams, 2018). 

The website of Walter’s selling agents Tag Fine Arts has the following description of him: 

Stephen Walter’s drawings are a tangle of signs, words and images that draw the viewer into 
the artist’s intricate worlds. His work is crowded with today’s (sub)cultural symbols and 
obsessive tendencies; but it also celebrates traditional techniques, craftsmanship and 
Romantic notions of place. Walter’s major project ‘The Island, London Series’ was published 
by TAG in 2008 and has enjoyed sustained critical acclaim ever since. In each of these borough 
prints, Walter combines history, trivia, personal experience, local knowledge and imaginative 
additions to creatively explore an area in all its contradictory complexity.   (Tagfinearts.com, 
2018). 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

 

  Fig. 7.1. Similands (2006) 
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Examination of Similands 

At first glance this seems a standard map of the British Isles, i.e. Britain and Ireland and includes a 
section of northern France.  However, on closer examination the text is not the conventional notations 
found on a map.  Most of the comments are those in which Walters seems to give his personal opinion 
on the area or the people.  Many of these comments are quite politically incorrect, but offence seems 
to be taken as every section of society, social groups and region gets its ‘fair share’ of abuse.  Or it may 
be that those that may take offence have not spotted the derogatory comments amongst the myriad 
of detail.  All stereotypes and regional bias are noted.  This map shows that 21st century Britain is a 
collection of diverse types of people joined in a series of common purposes. 

Another thing the map shows ins that a map is the creation of its maker and much like history it can 
be slanted to the aims and opinions of its writer /maker.  In an interview for the Guardian in 2015 
(Adams, 2018), Walters noted that any map is … “any map is, as he says, “always a projection of the 
views and opinions of its maker”.  In his maps he certainly projects his views and opinions to the 
viewer. 

In times past maps were both rare and valuable.  They were the collective experience of an individual, 
second and third hand information, personal viewpoint and an insular xenophobic arrogance.  With 
the world being mapping and explored from the renaissance to the 19th century new found people 
and lands were being ‘discovered and found’.  The opinions of these explorers were taken at face value 
and thus whole countries would be labelled as cannibal on the whim or a misunderstood element of 
culture or translation.  Thus, many Europeans had a biased view of the remainder of the world, and 
indeed this did work both ways.  Many cultures not understanding Christian culture and having a 
rudimentary translation believed that Europeans were cannibals as they eat the body of Christ. 

Fig. 7.2. Similands (2006) detail 

Stephen Walters brings a tongue in cheek reference to these old maps with his 21st century take on 
opinionated and biased mapmakers.  He uses his own opinions and views to shape his map as he 
wishes us to view his world.   

The following is written across the top margin much like a title to the map, “□THE SUBURBAN ISLES□”.  
At the bottom of the map, the following text is written along the bottom margin:  
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“We entered our private pods, drove the roads and travelled the motorway towards the 
tunnel. We parked up at the terminal and grabbed our value meals. then drove ourselves 
into a train. Boarding the return journey with our souvenirs, we travelled the motorway. 
Down the roads and back to our newley homes”.  

Some of the comments noted by Walters on the “Similands” map, See Fig. 7.1: “ Untrue N” (in seas 
north of Scotland), “ Beware of bad breath” (France), “Beware of unfriendly locals” (France), “ Refused 
Entrance” (The Tunnel), “Party Town” (Brighton), “Loose gals live here” (Essex), The Isle of Shite 
(Wight), “Beware of Bombs” (Northern Ireland),  “Brokenham Palace” (Buckingham Palace), 
“inbreeding” (Norfolk), “plane down” (Lockerbie), OAPs (Bournemouth), “Beware of Cider Drinkers” 
(Somerset), “Stupid House Prices”(London). 

Childlike houses drawn and repeated as a motif across the whole map.  Each is individually drawn and 
is similar but not quite alike its neighbour, this is interspersed with symbols denoting a location of 
facility such as an airport, mountain, church pub.  This is a map of modern Britain, though not one that 
is complementary to the places or people within it. 

In the name of this work Walter alludes to the fact that in this day and age most see themselves are 
just another cog and have a life without meaning.  His name for the work “Similands” alludes to the 
fact that much of Britain is very similar and regional difference are being homogenised out with town 
looking similar due to high streets having the same names whether you are in Bangor, Bognor or 
Berwick.  However, also as being an allusion to it all being similar, he also plays on the name of the 
computer game “The Sims”.  This is a computer life simulation game and is one of the best-selling 
video games series of all time.  In the game the player creates virtual people called "Sims" and places 
them in houses and helps direct their moods and satisfy their desires.  All the people are thus alike, 
seen as a mass and viewed as a block rather than as individuals.  (En.wikipedia.org, 2018) 

London Etching 

Another of his works is his personal view on his homeland, “London Etching (2007)” (See Fig. 7.3).  
This is annotated with derogatory comments using strong language and a commentary on the history 
of the area.  His map notations 
and comments include the 
following pun on words, loose 
associations or derogatory 
vernacular slang and sayings 
about a location: 

“Cheese Wick” (Chiswick), 
“Little India” (Southall), “! 
Young Offender” (Feltham), 
Walton on Thames is prefixed 
“the Walton’s” (as a pun on the 
TV programme the Walton’s), 
“Keston + the end of slavery 
Wilberforce + Pitt” (at 
Bromley), “Ohhhhhh Ghosts” 
(Smarden in Kent, Britain’s 
most haunted village).    

Fig 7.3. London Etching (2007) 
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Fig 7.4. The Island (2008) 

The Island 

Another of his works that 
continues with the insular and 
biased view of Londoners.  In this 
he illustrates the view of many 
Londoners that they don’t need 
the rest of the country and indeed 
would be better off within them.  
So, Stephen Walter makes the 
London boroughs into an island 
(The Island, (2008)), Fig. 7.4. 

The suburb towns in the outlying 
boroughs of London become 
ports for the city as the rest of 
England is covered in water and 
seemingly of little value to the 
Islanders of London except as a 
means of access to their island 
city.  

  

Fig 7.5. The Island (2008) [detail] 
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Albion 

This view of England, titled to its ancient name of Albion Fig. 7.6, is upside down at least according to 
the conventional view point we take when mapping the UK.  This drawing is more like a conventional 
map than many of Walter’s other maps.  Here he passes up the opportunity to cram lots of written 
detail into the initial empty space he started with; he instead fills it with the conventional notation 
used in maps, such as topography, rivers, forests locations. 

Fig 7.6 Albion (2016) 
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However, these are not the usual descriptions we would see on a 21st century map of England (Albion), 
this map contents notations about literature and legends.  These references include: Tintagel,” Arthur 
was conceived here”, “Jamaica Inn”, “Landing of Pytheas 320BC.”, “Mouth of Plum“ (Plymouth). 

Ireland, France and Scotland are shown in part by remain totally blank, there is no inscriptions to even 
note the main features of these areas.  Maybe he is continuing his theme of forgetting or eliminating 
areas that in his opinion don’t count, in a similar way to the island view taken by Londoners.  He may 
also be emphasising the point of many Scots that news bulletins etc. take little regard for what 
happens north (or in this case maybe south) of the border. 

What does such a fine level of detail lend to the image? 

In images such as those above by Stephen Walter the level of detail makes the viewer take a different 
method for looking at the work.  Where many people stand back from a painting or drawing to look 
at overall effect, in these instances Walter forces the viewer to step closer and read.  To read they 
must be very close for most the reading of the size of print used is within 20 inches or less.  Thus, the 
viewer virtually has their nose pressed to the work. 

Once a viewer starts to read, they will keep on looking to see what he notes on places they may 
recognise.  To full read many of his works the viewer needs to invest in a period of time, maybe as 
much as 30 minutes to an hour to fully comprehend all the remarks on his ‘maps’. 

Not only does the viewer have to revise his approach to viewing the work, the artist must also revise 
his method of doing the work.  The very process of standing back to get an overall view must also be 
reinforced by stepping closer to view how elements present themselves in isolation.  The artist must 
restrain themselves from the broad strokes they may sometimes work in, them must temper their 
strokes to the minute size required because of the level it is viewed. 

Stephen Walter does sometimes take this broad strike view to drawing as can be seen from the 
example in Fig. 7.7.  Other works by Walter may not be maps but many of them feature a load of detail 
and require careful and close scrutiny. Such as Figs. 7.8 and 7.9. 

Fig. 7.7. Breaking Wood (2004) 
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Context of Walter’s Works 

“My maps are all about human 
residues and traces”  (Adams, 
2018) 

Walter’s home town of London is 
in constant flux.  The familiarity of 
the Eastend of his boyhood years is 
vanishing fast.  Some of this 
development made way for the 
Olympic development whilst 
others are the natural change of a 
metropolitan capital city.  This 
change coupled with the social 
changes in the last couple of 
decades has informed the 
viewpoint from which to observe 
Walter’s pieces. His works such as 

Albion and The Island are a commentary on the prejudices inherent in Britain today. 

The changes of London coupled with the singularity and myopic vision Londoners that “we don’t need 
anyone else” is the rationale behind “The Island”.  This work was completed as the work was begin 
done for the Olympics and is both a social commentary on the past and what the future might hold. 

The nationalistic campaigns for Scottish independence along with a referendum is possibly the 
premise for “Albion”.  The United Kingdom, which he views as anything but is shown as an upside 
view, like the politics behind it, and without the mass of Scotland co-joined on the northern borders.  
Walter gathers together knowledge, information and changes over time to make his maps.  The 
locations and their names are often not the usual ones noted on a map but the slang and derogatory 
perceptions of one who knows an area but is not of it.  This Walters notes this on his maps, i.e. “loose 
girls here” Essex! 

Walter recognises and 
charts that people live 
on the land and their 
interaction leaves traces 
and shape it over time.  
He notes 'The new 
wildernesses on our 
planet, waiting to be 
explored, are 
information, knowledge, 
history and time. These 
are altering our 
relationship with the 
physical world and the 
old traditional 
landmarks. (Broomfield, 
2018). 
  

Fig. 7.8. The Woz Erez of Lud – 4, (2008) 

Fig. 7.9. If You go Down to the Woods Tonight be Sure to See 
Desperate Eyes, (2004-5) 
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2.1.8. Long 

Richard Long (1945 – present) 

Long was researched previously for this course.  See section “4-3-7a  Additional Artist Research”. 

On-line blog: https://draw2et.wordpress.com/2018/03/02/additional-artist-research/  

The following research is additional to the earlier research.  In this section I will concentrate on Long’s 
‘textworks’ and ‘mud paintings’.  Richard Long’s official website notes his art as comprising of the 
following ‘genres’. 

Art made by walking in landscapes. Walks made into textworks. 

 Photographs of sculptures made along the way.   (Richardlong.org. 2018). 

Much of the work produced by Richard Long is the product of a journey he has undertaken.  This 
journey may comprise of a walk of a few minutes to several days and the journey time either 
determined in advance (One Hour, Five Day Walk; see Fig. 8.1 and Fig. 8.4). 

Long came to prominence with his 
work “A Line Made by Walking” 
(1967).  He noted afterwards that 
the photograph is not the artwork 
nor is the line he made in the grass.  
The art was the walking.  
(Bbc.co.uk, 2018). 

Since that day in the ‘60’s he has 
continued to make art by walking.  
The art may be a pile of stones 
erected and left high in the Andes 
mountains or it may be as he 
moved onto a few lines of text 
noting key words about his walk. 

(continued below) 
Fig. 8.1. 'Sixteen Works', (1984) 

 

 

 

 

 

 

 

Fig. 8.2. One Hour (1984) 
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Fig. 8.3. A Five Day Walk (1980) Fig. 8.4. A Walk of Seven Cairns (1992) 

   
Fig. 8.5. A Walk Across Ireland (1998) Fig. 8-6. 7 Day Walk on Dartmoor (2012) 

 
Fig. 8.7. Dartmoor Walk(s) (2017)   
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Fig. 8.8. Long 
prepares for 

exhibition - Circle 
to Circle at 

Lisson Gallery 
(2018) 

 

 

 

 

 

 

Above: the 
crescent shaped artwork using mud from the River Avon directly onto the Lisson Gallery wall.  Below, 
the finished work in situ at the gallery during the exhibition. 

 

Fig. 8.9. Richard 
Long Installation 
image: Circle to 
Circle (2018) 

 

 

 

 

 

 

 

 

 

 

 

"I’m not there 
just to take photographs," he explains. "I like to move stones around, carry stones in my pocket, make 
circles, make lines..."  (Bbc.co.uk, 2018) 

Asked if he could drive or take and easier mode of transport other than be foot to arrive his 
destinations for his landscape interventions he answered as follows: 

It wouldn’t be the same. It’s important that I find the places I make my sculptures in by walking. 
I’m embedded in the landscape by walking through it. They’re stopping places on the journey, 
and the journey is by walking. I don’t foresee the places where I’m going to make sculptures. I 
come across them by chance." (Bbc.co.uk, 2018) 

It seems for Long it not about the destination but the journey.  He is more interested in the journey 
through the landscape than just setting foot there.  Travelling on foot through the landscape he gets 
a real sense of the place, the genius loci, spirit of place.  Using the feeling and mood the landscape has 
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invoked within him he produces his works afterwards for mud paintings and textworks and during the 
walk for his photographed landscape interventions and sculptures. 

These textworks are reminiscent of poetry, even ‘haiku poetry in their simplicity.  The lines of text are 
stark and unadorned listing events, distances, times and feelings.  This text in Gill sans type give the 
viewer the barest of information of Long’s journey which then allows them to build the scene or spirit 
of the place in their own mind.  Much like when reading a novel, the scene built in our own minds 
creates grander vistas than the CGI effects created in the movie version of the same novel.  The appeal 
of these works lies more in the mind than on the eye. 

These texts make the art more intimate, emotional and personal, not everyone will see the same thing.  
In each of his works a sense of place is present especially in the mud paintings.  These are usually 
applied directly to a wall in an exhibition space by hand.  The liquid mud splashes and overruns funnel 
down the wall effected by gravity.  This is just of the elemental forces Long forces us to consider when 
looking at his work.  The mud seems to be a union of sky, earth, water along with his heart, mind and 
soul being directly applied with the artists arms, hands and fingers.  The swirls and alternating light 
and dark tones invoke the rain, clouds, trees and earth of his walk.  And the base element of his 
medium is the essence of the place, mud from the scene. 

When being interviewed with regard to his mud paintings he remarked that he sees the work as a 
collaboration between himself and nature and that nature is his material – “It's my energy and the 
energy of nature – gravity. There's a lot of my energy in it, because of the speed of working."       "I use 
the raw materials of the world, not fabricated, man-made ones."  (Gayford, 2018). 

Context of Long’s Works 

In the last few decades the 
world has turned to 
examine how 
consumerism and single 
use un-natural materials is 
now quickly destroying the 
planet.  An accelerating 
trend to tending and 
maintaining the 
environment has focussed 
consumers on the nature 
of materials and 
sustainability.   

Fig. 8.10. Richard Long @ M-Shed Bristol. (April 2011)     

Long commented upon his art by noting "if you undertake a walk, you are echoing the whole history 
of mankind."  He uses elemental materials often in their raw state - rocks, stone, mud and leaves plus 
text are crafted into a simple but striking piece.  The idea or under-thought behind the work quite 
often seems to take precedence over the outcome of piece produced.  Long has shifted notions of art 
away from the object and the art’s permanence by using natural materials in their original setting.  
These pieces are often quickly reclaimed by nature leaving a photograph as the only record of its 
transient existence. 

Long in his work proposes an artistic path of works made by emphasising the materials and processes 
within the natural world.  Previous focuses in art often focused upon the objective subject, Long 
deemphasised art as an object in favour of art as a performance or idea.  His works quite often cross 
over disciplines mixing, sculptural, performance and land art.  (theartstory.org, 2018) 

Haiku, unrhymed Japanese poetry form consisting of 17 syllables arranged in 
three lines of 5, 7, and 5 syllables respectively.  

(Encyclopedia Britannica, 2018)  
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2.1.8. Memory and Materials 

As this Parallel Project developed the importance of memory and memory of a place and time began 
to influence me more signifantly.   

The final days and passing of my late father in the months preceding this course meant if was central 
in my mind and conciousness during this course.  In the latter projects of the course several of these 
have been based around my father and my memories of him.  In the last couple of years of his life he 
sufferd from dementia.  Over a period of time he gradually lost his vocabolary and memories of all but 
his earlier years and eventually these were absent s he eventually lost the ability to communicate.  

Thus, making memories and remembering became more and more important and significant to me 
over the last year.  If dementia and Alzheimer’s does also run in families and I suffer in the future from 
it them these drawings become the legacy of my mind and memories to my future forgetful self. 

In the exhibition Cartographic Imagery in Contemporary Art researched and detailed in the review by 
Caruso, H. and Caruso Jr., J. (2010) they look at the work of David Hartwell who used photography to 
chart and map the memories of his childhood.   

In a series of works he reflects o the places and memories of his childhood.  In these works he stirs old 
memories as well as making new memories in the process.  Hartwell is quoted in this review saying “I 
vaguely remember visiting the [TV] station during elementary school, but I’m not certain if that 
memory is accurate. It could be an imagined memory grown from the stories of others.”  

 

Mapping and catography 

In the exhibition catalogue - Mapping: Memory and Motion in Contemporary Art (Sarahtanguy.com. 
2018) and the review - Cartographic Imagery in Contemporary Art (Caruso and Caruso Jr., 2010), I have 
examined and noted the different uses to which contemporary artists utilise memory, maps and 
cartography can be employed. 

The reviewers Caruso’s note that the artists show us a “ … fresh perspective to contemplate the 
meaning of maps and the significance of cartography as part of personal experience and identity.” 
(Caruso and Caruso Jr., 2010), 

The total collection of works for the parallel project can be viewed as a memory bank of places seen 
and visted.  The memories of drawing on each location reinforce these memories and the places 
visited.  The sense of place has been further reinforced by utilising materials from or of these places.  
So in effect the places are still present, at least in part. 

Much like artists such as Delacroix and Turner the drawings are an end into themselves as well as 
acting as both a memory bank and source for future works.  These drawings and sections of them can 
be a source of images to trigger experimentation and abstraction of elements.   
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2.2. Research Summary 

Looking at each of the artists in turn and quickly summarising what I have learnt about them, from 
then and what I will seek to take into my own practise is summarised below: 

Artist Summary Points 

Eugène Delacroix Delacroix brings a systematic approach to his travel sketching with notes and 
sketches interspersed throughout his notebooks. 

These books are a combination of observations, ideas and sketches.  Quick 
pencil sketches are crowded in along with watercolour sketches, penned notes 
as well as ink drawings. 

His minimal use of lines to define structure as well as the use of shadow in his 
graphite and watercolour sketches.  Just a few lines to describe a shape or 
form.  He was greatly influenced by his exposure to the exotic life, landscape 
and people of North Africa.  His keen observation of nature and the world 
around him.  Additionally, the strong light and how these play with the 
brightness of colour and tone also greatly impacted on his art.  Strong light 
must have had an influence on his division of tones to lend drama as well as 
his natural use of colour employing contrasts to create harmony as well as 
supporting his use of strong tones. 

Sketchbooks are not just for drawing but can also hold notes and other 
observations, inspirations as well as colour and painting notes for later 
working. 

See image 2.2.a below. 

J.M.W Turner Turner uses his loose and fluid watercolours to sculpt on paper the soft 
atmospheric light of the Italian landscapes, sunsets and sunrises of his trips to 
the continent.   
Some of his work was done in a more controlled manner than his fluid 
watercolours.  These were images that usually applied to the conventions of 
the time and were often reproduced in travel books at the time. 
He worked in a loose style quite unlike others of the period.  These works 
allowed him to experiment quickly to capture transient lighting and weather 
effects.  Often, he used these as the basis for larger more developed studio 
works such as the oil painting in the National Gallery painted in 1844 called 
Rain, Steam, and Speed - The Great Western Railway. 
He shows us the value of capturing the truth of the moment in landscape 
painting, and the main means to do this was to work outdoors in front of the 
motif.  To allow quick and instinctive working Turner often worked in 
watercolour in his sketches outdoors 
Using my watercolour, I was able to work in a similar manner to create my own 
loose and fluid watercolours. 

See image 2.2.b below. 
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Artist Summary Points 

John Constable Constable captures the clouds as they scurry across the sky, no cloud will ever 
be the same so he captures the moment of that cloud at that time and place.   

Constable drew and drew the features around him be that a tree, hedgerow or 
clouds.  These enabled him to have a great understanding of them and thus 
represent these in his work with great fluidity and accuracy thus capturing a 
moment in time where we can determine the weather, light effects, time of 
day, season as well as getting a sense of place. 

One of the first artists to work outdoors, most unusual for the time.  Combined 
with his ability to see and capture the mood of a scene this revolutionised 
landscape painting and the way we look at the natural world. 

He shows how important it is to work in front of the motif to capture a sense 
of place.   Shows me the importance of doing my own scenery and ‘place’ 
sketching at the motif. 

See image 2.2.c below. 

Vincent van Gogh Van Gogh adds his own unique mark making visual language to describe the 
place, time and mood of where he was at that point in time.  Energetic, mark-
making and working rapidly in an instinctive manner to develop an individual 
style.  Marks that catch the eye rather than the method of making them. 

Van Gogh worked the complete paper leaving little of the surface unmarked or 
free from mark or tone.  He used materials that are portable such as pen and 
ink, pencil, chalk etc. 

Van Gogh was not afraid of experimentation.  Mixing different media so one 
enhances the other.  He used black chalk along with pen and ink, the chalk 
been used to create tone and soften and smudge edges. 

See image 2.2.d below. 

David Hockney Hockney uses his personal life to provide much of the material for his drawing 
in particular.  Unlike others artist of the 60’s he included domestic scenes in his 
work as well as portraits of friends. 

Minimal line, sparse detail, more contour drawing than another artist 
examined in this research.  Sketch in the moment scribbling a fast and loose 
version of the scene before them.  Uses line with great accuracy and purity 
allowing the viewer to complete the detail not shown.  Use of biro or marker 
with no ability to offer a varied stroke  

Hockney has always argued for artists to use technological assistance when 
doing drawing and producing art.  He has claimed that classical artists in the 
past had used device such as the camera.  His ease with technology has also 
seen him embrace modern innovative drawing method utilising electronic 
devises for working such as iPads and mobile phones for drawing.  
Experimented with light, space and colour doing work on film sets, 
photographic collages as well as iPad drawing / paintings. 

See images 2.2.e1 and 2.2.e2 below. 
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Artist Summary Points 

Fraser Scarfe Scarfe sketches in the moment scribbling a fast and loose version of the scene 
as well as utilising modern methods such as iPads and mobile phones for 
drawing.  This observation from life allows him to capture the essence of a 
place capturing the energy and pulse as well as the dynamism of a place.  These 
‘field sketches’ prove the foundations for much of his studio painting.   

His use of a broad tipped marker allows strong positive lines to be quickly 
noted using a rapid gestural style noting the main characteristics of a person 
or location within getting into detail.  A quick scribble notes the dark shadowed 
side of a building, a jacket or a jumble of hair.  Where detail may be lacking the 
drawings are supported by a strong sense of a snapshot from life, a frozen 
moment where Scarfe has looked and noted a scene or people getting on with 
their individual lives.   

Utilises full width of sketchbook by sometimes working across the open spine 
of the sketchbook to achieve double width, i.e. two pages. 

Scarfe I felt was the artist who produced sketch much as I do.  He utilises a 
marker for many of his works producing in a more fluid and looser style, 
whereas I utilise a gel pen for many of works and generally work in a tighter 
manner. 

See images 2.2.f1 and 2.2.f2 below. 

Stephen Walters Maps are a product of him referencing the human residues and traces on the 
landscape and in geography, they stem from a love of landscape.  These maps 
are a tangle of signs, words and images that draw the viewer into the artist’s 
intricate worlds.  The maps and his other works are crowded with detail with 
regular use of today’s cultural symbols and obsessive tendencies, as well as his 
commentary on aspects of the people and regions.  His maps are built up by a 
combination of local knowledge, imagination, trivia and history. 

Brings a tongue in cheek reference to these old maps with his 21st century take 
on opinionated and biased mapmakers.  He uses his own opinions and views 
to shape his map as he wishes us to view his world.   

He works from top left to bottom right, repeating this process four or five 
times. Firstly, I draw the main infrastructure of the geographical area – roads, 
borders, bridges and railways. And then I add the written information in small 
segments. 

See image 2.2.g below. 

Richard Long For Long it is essential that the idea presented in the text has been executed 
whereas other conceptual artist of text-based works such as Lawrence Weiner, 
present the idea over the possible realisation of an action, it not about the 
destination but the journey.  Much of the work produced by Richard Long is 
the product of a journey he has undertaken. 

Work examined falls into two categories: textworks and using materials to 
make the artwork.  Textworks are reminiscent of poetry. 

Achieving a sense of place - Long does it by using material (mud) found in a 
location to derive a work latter. 

See image 2.2.h below. 
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Quick Comparison: Long and Walter 

Long maps with text whereas Walter maps with line and text to make a more conventional map.  Maps 
are a produce of the producer and can be bent to their will and in longs work he uses maps to denote, 
for him, the spirit of a place.  He does this by using words and phrases that remind and recall the 
mental images of the journey or walk he has been on. 

Further RESEARCH was also completed on Gallery Visits, in particular on such visit to the Tate Britain 
resulted in being able to see the work of Lisa Brice at first hand.  See Learning Log Section 5-3-2E. 

https://draw2et.wordpress.com/2018/06/15/5-3-2e-f-g-research-artists-who-include-a-lot-of-detail/ 

And Gallery Visit Blog https://draw2et.wordpress.com/2018/06/14/gallery-visit-tate-britain-jun18/  

This was very beneficial for a few reasons including the fact many of the smaller works were very quick 
figure studies.  These were obviously used to produce the large more complete works. 

 
 

 

Examples of my Travel-Art 

 

Image 2.2.a Image 2.2.b 

 

Image 2.2.c Image 2.2.d 
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Image 2.2.e1 Image 2.2.e2 

 

Image 2.2.f1 Image 2.2.f2 

 

Image 2.2.g Image 2.2.h 
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2.3 Additional Research 

2.3.1 Mark Making 

My own vocabulary of drawing marks and extend my mark making, compositional skills, skill at 
drawing representationally using a variety of drawing marks. 

Some works by myself using different marks and pen types. 
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2.3.2 Making a Quill from Goose feather 

See separate blog for how to make a quill.  Further to investigating the mark making of artists from 
previous generations and in particular Van Gogh (Critical Review). 

Note: At the end of this blog there are diagrams identifying the different parts of both 
wing and feather. 

For ease there is nothing better than a fountain 
pen or a biro, but sometimes you want to capture 
the essence of mark making.  When you want to 
return to basics then using a very basic dip pen is 
what you need to use.  This can be as crude as a 
stick, embellish it by sharpening.  Further 
embellishment can be done by utilising other 
materials such as bamboo, reed or a feather. 

If using one of these implements then prior to use 
you generally have to do some preparation of the 
implement.  In this blog I will describe the steps I 
took to make quills using goose feathers. 

Make a Quill 

1. Get a wing / feathers 

Obtain a feather, or feather or even a whole wing. 

The feathers on this goose wing which will best 
suit being quills are the long feathers towards the 
tip (primaries) (upper left in this photo). 

2. Separate the wing 

Remove the larger wing tip feathers as a block. 

Cut own along the bone wing.  Apply enough 
pressure to cut through the cartilage etc. 

3. Working the feather 

Each feather will eventually become detached 
with some tissue attached.  This will be a mix of 
skin, cartilage a membrane etc.  Remove all this 
tissue until you have a clean feather shaft 
(calamus).    
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4. Prepare the feather 

Then trim the feather barbs to leave at least half 
of the calamus clear.  The quill with barbs still 
attached in more of a Hollywood invention.  In 
times past all the barbs were generally removed 
and the quill was more the size of a modern-day 
biro than something two foot long. 

 
5. Tempering the quill 

The calamus of the feather is too soft for use as a quill.  It can be hardened by tempering it.  The 
feather can be tempered as follows: 

 ¾ fill a tin can or other heat resistant vessel with sand.  (the finer the sand the better. 
 Heat the tin can with the sand in it for at least 30 

minutes in an oven at approx..170 degrees C. 
 Carefully remove from oven and push the feathers 

into the sand to a depth of several inches. 
 Leave the tin and sand to cool for an hour or two. 
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6. Shaping the quill tip 

When pushing the feather into the 
sand the calamus often bends at 
the tip.  This will need to be 
trimmed off and the tip shaped to 
become a writing point. 

 

7. Shaping the quill tip 

When pushing the feather 
into the hot sand the 
calamus may have buckled.  
This needs to be trimmed 
from the tip and the tip 
shaped.  Using a sharp knife or blade make a 
long diagonal cut to tip of the calamus (feather 
shaft).  

You can cut a flat tip to the quill if you wish to 
have a broad tipped nib. 
 

8. Split the tip 

Once you are satisfied with the shape of the quill tip 
then split it up to 1 cm.   

 

Your quill is now ready!    
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Anatomy of a Goose wing  

Legend 

1. Primaries 
2. Greater primary coverts  
3. Alula 
4. Secondaries 
5. Greater secondary coverts  
6. Median secondary coverts  
7. Lesser secondary coverts  
8. Tertiaries 
9. Scapulars   

 

 

 

 

 

 

 

 

     

Parts of a Feather  
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3. Sketchbook & Additional Pieces 

3.1 Introduction - Travel sketches 

The background of this Parallel Project in addition to 
the research element is the sketches which were made 
primarily when I have been travelling.  These sketches 
/drawings are mostly on A4 sized paper though some 
travel sketches were also done on A5 and some large 
studio works were done between travels in the studio.  
The larger sizes being A2, A1 and concertina folded 
drawings sized six times A4 size panorama.  There are 
also some tablet drawings done utilising several 
different drawing ‘apps’ on a tablet with a variety of 
different styli. 

The Sketchbook(s) 

With a few exceptions these were all done on white 
cartridge paper in an A4 sized spiral pad.  There were 
several advantages of using such a sketchbook.  It is a 
convenient size for carrying around, the spiral allows 
the pad to be opened flat and pages removed and 
replaced for scanning.  The paper selection allows for 
working in ink as well as watercolour, though buckling 
with wetter washes was sometimes evident. 

The drawings are mainly done in ink though there are a 
very few graphite pencil drawings.  In the main the 
drawings are based upon some form of ink.  For 
convenience, quite often I used a biro gel type pen.  
Other times I utilised fountain pens for drawing in 
either black or brown ink.  There pens were a standard 
‘Artpen’ and a ‘Sailor’ bent nib type pen.  Some of the 
inks were water resistant and other were dilute-able.  
The former was also convenient for the adding of 
watercolour washes on occasion, whilst the latter allowed for merging and dilution of tones etc. 

I have presented three examples alongside of the different pen and ink types and these illustrate how 
each similar but different medium may be worked.   

In Hunstanton Cliffs (top) the water -resistant black ink gel pen has allowed for the structure to be 
laid down using the pen.  The pen has additionally been used to create tones and weight to the rocks 
at the foot of the cliff and within the cliff-face structure.  The added watercolour was then utilised to 
enhance these features.   

Littlehampton beach (middle) utilises a non-resistant to water brown ink to create a basis structure 
in the drawing.  Watercolour has then been added to provide tone in the scene.  This water mixed and 
merged with the ink to soften and enhance several areas. 

A plain black ink gel pen has been used to provide structure and tone to Falaise Chateau (bottom).  
This medium is what was used for the majority of the drawings for the parallel Project as well as the 
two panorama drawings.    

Hunstanston Cliffs, watercolour wash 
with water—resistant black ink gel pen 

Falaise Chateau, black ink gel pen 

Littlehampton beach non water-resistant 
brown ink fountain 
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3.2 Travel sketches (approx. 100) 

My drawings for Parallel Project 

The parallel project is supported by a portfolio of mainly A4 drawings in pen/ink [gel pen, biro] some 
of which have watercolour.  These number approximately 100 drawings in A4 sketchbooks, a selection 
of these are shown below.  The complete set of sketches can be viewed at    

 https://draw2et.wordpress.com/sketchbook/ 

 

 

 
 

 

 

 

 
  

La Tour Merville 

 

 

 Cambremer Market 

Beavron en Auge - Espicerie Beavron en Auge - Creperie 

Old Castle. - La Tour Merville by night Orne Estuary  
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Eilean Doran Castle 

 

Foyers Falls 

 

 

Dunvegan Castle Skye 

 

 

Ardverk Castle  

 

 

 

 

 

 

 

 

Hunstanton lighthouse 
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3.3 Additional pieces 

To lend authenticity of place to some of the works I have utilised raw materials from the site where I 
was drawing and incorporated these into the work.  This use of site materials to create and form part 
of the work itself both reinforces the sense of place and the piece still belonging to that place.  The 
memory of the place is still an active memory as the place is still present, at least in a small way. 

3.3.1 Soil and Grass 
The drawing below is of Reculver Towers an old ruined church set on a rocky outcrop of the southern 
shore of Kent, also incorporated in the ruins are an early Roman fort.  Using soil and grass I have 
overworked the initial ink drawing to both and colour the piece 

With my garden as one of my anchor points in life I have done a drawing of that using materials found 
in place.  After laying down a quick structure using a sharpie marker, I developed it further using 
materials from the garden such as (grass, earth, moss, bamboo, laurel leaf, water mint etc. on A3).  
The scent of grass, earth and mint prevails anywhere in close proximity of this drawing, how long will 

it last, this piece at the 
moment certainly has 
some genius loci, more 
a ‘scent of place’ than 
‘sense of place’; or 
hopefully inclusive of 
both qualities. 

 

 

Reculver Towers (grass 
and mud on A4) 

 

 

 

 

 

 

 

Garden materials 

(A3, white cartridge 
paper with black 
marker, and stains from 
various leaves, moss 
and soil, sourced from 
the garden) 
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3.3.2 Water 

Further to the research early in the course on Jai Redman I have also used ‘water’ from either the 
subject (the site) in producing the drawing.  As noted in my earlier research Redman uses water from 
cabbage and other source such as ponds to produce his watercolour drawings of objects. 

See research in Learning Log: 3-5a Additional Research – Use of extracted object water.  

Via link:: https://draw2et.wordpress.com/2017/12/02/additional-research-use-of-extracted-object-water/ 

Here I have used diluted ink to produce a silhouette of Alnwick Castle.  The water used was obtained 
from the nearby Cow Drinking Trough of the field in which I was stood.  The piece itself could be truer 
to its sense of place if I had incorporated the source of the water into the view of the scene.  The castle 
(Alnwick) fills the page (view) but in effect zooming out to encompass the surrounding field where I 
was stood and showing the cows, their trough and the source of water could as more validity to the 
scene.  Alternatively, a source of water might have been the nearby river which curved around the 
fields between me and the castle, though a bit more adventurous to obtain a sample with the steep 
slippery bank. 

Another type of site or subject water utilised was another silhouette drawing, this time of Bamburgh 
Castle using SEAWATER obtained from one of the many puddles remaining after the receding tide had 
exposed the massive broad yellow beach above which towers the castle.     

Impression - Alnwick 
Castle 

Impression-  Bamburgh Castle 
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3.3.3 Road Dirt 

See section 3.4.3 below 

The ‘earth’ colouring in this drawing was produced by taking road dirt from the wheel arches of the 
journey vehicle to endow it with a sense of place from all the locations we have been to in “1 Year of 
Journeys”.   

A drawing encompassing a map of the journeys in one year whilst doing the sketches for the parallel 
project.  It notes the journeys, distances and times plus comments on places visited and thoughts along 
the way during the year 
  

1 Year of Journeys 
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3.3.4 Mud 

Everyone needs an anchor point.  For me its home and family.  A part of this is the garden we have 
built together.  The ground we have levelled, the plants dug in, the grass planted and cut with 
metronomic regularity and the garden pond dug and stocked with goldfish. 

This pond takes a bit of maintenance and one of the dislikeable chores being the bi-annual cleaning of 
filters to remove mud etc from them.  This mud is made up of the very essence of the pond.  Dead fish, 
decayed food and vegetable matter, as well as decaying plants and dirt blown in on the wind as well 
as the corpses of frog and insects that finish their days in this watery grave. 

So, the very essence, genius loci of my garden are the pond and its mud. 

Saving some mud from these regular cleans provides a medium much like that used by Richard Long 
to produce his gallery installation enormous mud paintings.  Additionally, like Jai Redman it utilises 
water or a fluid obtained or extracted from the subject. 

Materials began to take an ever-present central point in the work for the parallel project 

Non-Standard Materials 

Having looked at works by Richard Long and Jai Redman where they utilised ‘non-standard’ materials 
I sought to utilise non-standard materials within my own work.  In some of the field drawings done in-
situ I have sought to use some material from the site or the subject.  This has included grass, mud, 
earth and moss to induce staining to add both colour and tone to the work.   

In works completed at home I have moved more towards the materials and methods utilised by Long.  
This was the use of mud recovered from my pond to draw the rear garden of my home.  The materials 
thus in a way became more important than the subject.  This subjugation of subject by materials is 
what occurs with eh of German artists Anselm Kiefer pieces.  Kiefer selects his materials drawing upon 
the emotions stirred within him doing the piece.  Much like Long and others these materials will not 
be selected with the longevity or the endurance of the piece in mind. 

Works I have seen by Kiefer can be on a monumental scale mixing disciplines of painting and sculpture 
in the works (RA exhibition in autumn 2014 included such works).  These include a mix of materials 
such as straw, sacking, lead and other metals including gold leaf as well as wood, plaster and a mixture 
of paint types (oil, emulsion and acrylic plus shellac).  The combined effect of these is a multiride of 
textures with tones and shading created by the material within the piece.  (Bartolozzi1 et al., 2015) 

 

 

 

Garden I 

 

A2, white 
cartridge paper 

over-painted 
with yellow 
acrylic with mud 
source from 
garden pond, 
PVA glue added 
to mud)                    
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3.3.5 Tablet Drawing 

In recent weeks I have researched some artists who use modern means to do sketches on location as 
well as another studio tool. 

Much like Hockney and Scarfe noted above, I have ‘dabbled’ in the relatively new work of ‘tablet 
drawing’.  These artists use an iPad and specific drawing apps to do their drawings, however, in the 
absence of an iPad I have used an Android tablet to do some tablet drawings.  Doing these I utilised 
several drawing apps to ascertain which would be best suited to this medium.  I have also used a 
specific drawing stylus.  Initially I tried a standard stylus which works much like the end of your finger 
and thus gives just as much finesse of line and mark. 

David Hockney uses his iPhone and iPad to produce drawings in both monochrome and in 
colour.  [David Hockney Research] .  Another contemporary artist using an iPad to draw on is Fraser 
Scarfe. [Fraser Scarfe Research].    In these works, he uses the iPad as a quick means to sketch as well 
as more completed and painted works.  See below for a couple of examples (Figs 1 to 4) of each of 
their works on iPad. 

Fig.6-9. IPAD Sketch 1 (2013) Fig.6-10. IPAD Sketch 2 (2013) 

  

Fig. 5-15. Lilies (2009) Fig. 5-16. Sunflowers (2010)   
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My Tablet Drawings 

Below is a selection of ‘drawings’ made using the tablet 
and a stylus to produce both line drawings and coloured 
drawings. 

Further to my research into these artists and for the 
parallel project I have produced some tablet drawings 
myself using a variety of different programmes on my 
Android tablet.  In these drawings I have used a stylus 
specifically created for drawing and writing on a tablet. 
This stylus the 'adonit pro' allows the stylus to allows be 
in contact with the surface and allows the writer or artist 
to see-thru the tip allowing greater accuracy etc. 

'adonit pro’ stylus 
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The Advantages of layers in electronic drawing 

The advantage of the tablet /electronic drawing is that it can produce a variety of different marks, 
simulating a graphite pencil, felt tip marker, broad tipped paint brush etc at the click of a button.  It a 

mark is not successful 
the artist can quickly 
go back, removing the 
mark(s) returning to a 
previous position 
before either stopping 
or continuing.  There is 
a facility to have layers 
within a sketch; this 
provides the ability to 
have a base colour 
change instantly 
creating a different 
mood to the sketch. 

The same scene can be 
over or under laid with 
transparent layers.  In 
this ‘scene’ scene I 
have transformed it 
with two under layers. 
The first of these 
‘colours’ the roofs and 
inserts the sun flow. 

The second underlayer 
colours the foreground 
and sky. 

These layers can be 
made invisible or 
allowed to be visible 
either separately or 
together. There are a 
variety of drawing 
tools and media to use 
on the tablet apps, 
though this is often 
limited if you use the 
free version of the app. 
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4. Outcomes & Context 

4.1 Summary and Conclusions of Parallel Project 

My intention in this Parallel Project was to develop a body of work based upon travel and the sites 
and scenes I would experience primarily over a year.   By looking at a body of artists across a wide 
range of art history into contemporary times.  I would put my own work into context with these artists. 
These artists work present me with a variety of styles, mediums and how they worked to resolve their 
issues they faced by doing art in-situ and on the road.  These artists would have influences on my 
based on their works, methods etc and examine how these will fit into my own artistic practise and 
development.  Additionally, my intentions for this project would include: 

 Experiment with non-conventional materials such as Long using mud, rock etc in his works. 
 Include materials from the location to reinforce the sense of place and memory. 
 Achieve a sense of place for the scenes drawn. 
 Form a visual diary and reinforce the memories of places visited. 

Overall, in the main I believe have achieved these aims. 

 

4.1.1 Context 

From the start of the project without initially realising at first the concept of memory began to take a 
central role.  This became more relevant as I progressed through the various projects of the course 
and memories of my father and his struggles and suffering with dementia and Alzheimer’s until his 
death in the last couple of years.  For him his lifetime of memories became a jumble and confused 
maelstrom of thoughts before he literally lost the ability to speak and give voice to whatever memories 
he could dredge from the depths of his wasted mind. For the last years of his life he was lost in the 
dim and bewildering world caused by Alzheimer’s. 

Seeming him with no memories and thus losing his own meaning of self, emphasised that I must 
reinforce my memories.  Thus, making memories and remembering became more and more important 
and significant to me over the last year.  If dementia and Alzheimer’s does also run in families and I 
suffer in the future from it then these drawings become the legacy of my mind and memories to my 
future forgetful self. 

For me remembering the places I have been to is very important 

The context of this project may have started as a form of visual diary of my travels but the emotional 
side of remembering and not remembering and the personal importance of remembering to me given 
how I have witnessed how losing memory leaches the sparkle from life and eventually the person from 
the human body. 

Secondary Context 

The context of memory in this series of drawings (parallel project) can be taken further in 
remembering the near forgotten places I have visited. 

Many of the drawings depicted a ruin or long forgotten pile of stones once the very centre and most 
important place for many local people’s existence.  These castles and rocky scenes can only hint at the 
forgotten scores of people that framed their lives around these structures and places.  Their blood 
may have protected and been lost in the building and defence of these ancient monuments but that 
is all now lost and near forgotten in the mists of history and people’s concentration on the 
contemporary and present moment rather than the past living their own lives rather than the lives of 
those long dead.   
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4.1.2 What has worked in parallel project 

Building up a body of work.  There are over 100 drawings included in this Parallel Project.  I know that 
quantity does not equal quality but some of the more unsuccessful works were due to 
experimentation and I am more personally satisfied with these than some of the more apparent 
successes. 

Working in front of the motif.  The majority of the sketches were done at the scene.  This was quite 
often and uncomfortable rock or some such perch, counting it lucky if these was a luxury such as a 
bench.  The time was sometimes curtailed by the weather changing and with rain providing a halt on 
occasion. 

Researching artists who travelled gaining both insight and context to my own work.  This research was 
able to put my own work into context.  In many cases I had the advantage over earlier artists with 
better more stable and media which is already prepared. 

Experimentation and development of material and media from earlier gel pen drawing to utilising non-
conventional materials such as soil, mud, grass etc. 

Generate a series of images to act as both a travel diary and a memory source for the future.  Build a 
body of images which can be used in the future for studio works, either more developed or in a 
another medium, as well to use them for derivative art. 

4.1.3 What hasn’t worked 

Inclusion of people to populate my scenes.  With few exceptions I have tended to NOT draw people.  
The reasons for this probably being the difficulty in capturing the human form in a quick sketch.  I am 
comfortable working at a steady pace for figure drawing, but the urgency to achieve a component 
figure in seconds probably precluded including them, at least in my mind.  I find that as soon as I start 
a sketch with a person in it, they move.  So rather than leave a half complete figure I omit them 
entirely. 

However, I did enjoy the activity in and achieve some success in the series of quick sketched produced. 

It is possible that too much of the work is based on a single medium, i.e. gel pen on white cartridge 
paper.   This was possibly due to the ease of taking these materials around when in the field where 
much of the drawing has taken place.   Change from ink gel to other media needed in order to develop 
the works.  After building a body of work primarily using gel pen I then switched to using watercolour 
as well with this media.  Further changes were made to utilise other non-conventional materials such 
as mud, soil and grass. 

There were issues with using my phone to do electronic drawing.  This has been resolved with the 
purchase of a new phone, though drawing apps was not one of the purchase reasons.  I then utilised 
my tablet for drawing.  Initial attempts were done utilising a broad touch screen stylus, this was a 
rather blunt instrument and did not offer any finesse.  I have now obtained a more responsive stylus 
for tablet drawing, the ‘adonit stylus’.  During the drawings done utilising my tablet I used several 
different drawing apps for the Android trying to determine which was best suited to my purpose and 
particular device.  This is still not determined and this resulted in me getting to know the basic 
functions of several devices without more completely learning one.  This meant I was unable to 
achieve the full functionality in any one app.  To achieve optimum results from any medium takes lots 
of practise and that is what is needed to fully understand and utilise this medium. 
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Drawing Outcomes  https://draw2et.wordpress.com/sketchbook/ 

The drawing ‘outcomes’ for this Parallel Project are summarised below and expanded upon in the 
following sections: 

 Travel-art 
 Panoramic views 
 Maps 
 Journeys 
 Mud painting (plus the use of other non-standard materials found on site 

 

4.1.4 Drawing –Further Development 

This Parallel Project has highlighted that I want to continue in my quest for an artistic language and I 
believe that this development never stops, stands still or is achieved as an artist is allows searching 
and exploring the nature of materials, the subject and from within themselves.  Thus, I wish to 
continue to develop my own vocabulary of drawing marks and extend my mark making, compositional 
skills, skill at drawing representationally using a variety of drawing marks. 

Inclusion of people in my drawings. 

Continue to strive for a sense of place when drawing on location or a location. 

Collect materials to make artworks upon return to studio, this can extend into extracting ‘water’ etc 
for use when drawing.  Continue and extend the use of non-standard (if that can be said in the present 
age) when drawing a ‘place’ utilising material from that site. 

Derivative art based upon these works.  Using different media such as charcoal isolate elements from 
one or more of the existing travel sketches to extend these into other images exploring both the 
possibilities that present themselves and to further generate a sense of place based upon my 
remembered feelings and the image from that location.              

Continue and expand the use of electronic drawing media.  Determine the best app for both my tablet 
and phone and learning more completely these programs to be able to achieve the full range of 
possibilities of this medium.   
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4.2. Final Pieces 

4.2.1 Additional pieces - Panorama 

My Town 

This is not my home town but the town I have lived for much of my adult life.  I have lived 
here more half my life, all my married life, so my sense of this is where I am from is strongest 
here in this town this place.  The river (Medway) is an integral part of Maidstone and this is 
where I have based these views of my place for these two partner drawings. 

Having looked at dozens of drawings from a multitude of places in a host of different 
locations I felt I needed to anchor these with my own location, my own place, ‘my town’. 

Scarfe, the artist, regularly does drawings from his home city of Lincoln.  That city acts as 
his locating point much as Maidstone acts as my locating point.  Maidstone is the town 
where I have raised my family, socialised with friends and returned to every night after a 
torrid commute for London or elsewhere. 

Looking East 

Panorama #1  Looking East (Gel pen on cartridge paper) scan in 6 pieces Actual size 125 x 28 cm Concertina fold into 6 pages, each A4   

Detail of the centre right of the drawing below 
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Detail of the right middle of the drawing above 

Looking West 

Panorama #2  Looking West (Gel pen on cartridge paper) scan in 6 pieces Actual size 125 x 28 cm Concertina fold into 6 pages, each A4 
 

Taking a panoramic photo from several places along the river bank in 
central Maidstone I have drawn two views from the river bank directly 
opposite each other.  The perspective changes a bit due to the 
relocation of the second view otherwise they could be joined as a 
circular view to give a 360-degree view. 
 

1. Looking East  and  2.  Looking West 

Twin panoramic views of the riverside where I live in Maidstone 
from a riverside bench seat looking east along with a second view 
from the opposite side of the river looking west.   

Each panoramic drawing set to comprise of 3 x A3 drawings 
(concertina folded to 6 x A4) to make 2 large panoramas; these 
effectively make a 360-degree view of the scene. 
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4.2.2 Additional pieces – Maps 
After the research into various travel 
artists and in particular the work of 
Richard Long and Stephen Walter, I felt 
I needed to map the places where I 
have been doing much of the drawings 
for the parallel project. 

Alongside are two maps, Alba and 
Legends (Britain and Ireland). 

In the drawing Alba I have noted 
locations, stories and reminders of the 
journey we took over a month in 
autumn of 2017.  This A2 drawing is 
done completely in ink.  The initial plain 
ink base drawing was enhanced with 
applications of coloured inks.  The 
‘map’ is surrounded by sketches which 
are repeats many drawings done along 
the way and also in the parallel project. 

The Legends ‘map’ utilises information 
and stories that are hinted at in the 
Alba drawing.  Using mixed media, 
[newspaper, sheet music, cardboard, 
foliage - leaves, ink, watercolour], I 
have illustrated legends and myths as 
well as facts through a mix of imagery 
and cut-out words.   Alba  Legends (Britain and Ireland) 

(A2, black ink and coloured ink map of autumn 2017 journey) (A2, mixed media collage) 
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4.2.3 Additional pieces – Journeys 

1 YEAR OF JOURNEYS 

Following on from the research into various travel artists, especially the work of Richard Long and 
Stephen Walter, and as an additional piece to build on the drawing work I did earlier in ‘maps’ Alba 
and Legends (Britain and Ireland), I ‘drew’ another map: “1 YEAR OF JOURNEYS”. 

This is a drawing encompassing a map of the journeys I did in arriving at the just about 100 location 
sketches.  Utilising some of the insight gained in research both Long and Walter I put together the 
various elements of which this image is constructed.  The insight gained on these included: 

 The map work of Stephen Walter and his ‘map drawing’ with notes on the journeys, plus 
comments on places and locations as well as his thoughts along the way. 

 The use of site materials by Richard Long to ensure his work includes a sense of place, as well 
as his textworks which recall his thoughts, feelings, moods and events on his journeys. 

 The use by Jai Redman of fluids obtained from the subject or nearby. 

My drawing combines elements of our journeys noting journeys, distances and times plus comments 
on places visited and thoughts along the way, as well as some repeated sketches from the travel-art in 
the Parallel Project.  The ‘earth’ colouring in this drawing was produced by taking road dirt from the 
wheel arches of the journey vehicle to endow it with a sense of place from all the locations we have 
been to in “1 Year of Journeys”.  Below, shows a detail from the lower right of the left drawing. 

1 YEAR OF JOURNEYS  detail lower right   



Drawing 2 Parallel Project /73 
 
 

“1 Year of Journeys”  

[biro, bamboo pen, black ink, coloured inks, pencil, road (dirt 
recovered from vehicle), on cartridge paper, 50 x 65 cm.] 
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4.2.4 Additional pieces – Mud Painting 

Everyone needs an anchor point, for me its home and family.  A part of this anchor is the garden we 
have built together.  The ground we have levelled, the plants dug in, the grass planted and cut with 
metronomic regularity and the garden pond dug and stocked with goldfish. 

A task none of us relish but have to get done is the bi-annual filter cleaning of the pond, as it’s a stinky, 
dirty, mess task.  One plus point is that I have been able to save some mud from it to utilise for painting 
rather than spreading it over the flower beds as a good fertiliser. 

For the image below and the earlier one shown in section 3.3.4 Mud I, watched a few Richard Long 
videos (referenced in the research in section 2.1.8).  In these Long ‘prepared’ the recovered mud by 
placing in a bucket and diluting with water to make a runny rather than a stodgy mix. 

I prepared my mix by adding water and diluting, but additionally I added PVA glue into the mix.  The 
reason behind this is that earlier experiments with plain mud or dirt indicated that once these dried 
sufficiently they dusted off the paper and were loose and not fixed in a similar way to how either 
charcoal of pastel is not fixed and is loose on the surface of the ground.  The addition of PVA is hoped 
to stabilise this medium (mud) on the ground making it more robust and less liable to either flacking 
or instability when placed against other works. 

 

Garden II 

(A2, white cartridge paper over-painted with yellow acrylic 
with mud source from garden pond, PVA glue added to mud) 
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This work (Garden II) is based upon the design / plan we made for the garden fifteen years ago.  The 
garden structure is based upon a few interlocking rectangles, with one of these having a radial stone 
patio.  This is presented in the mud painting by the rectangles and centre circular marks.  The other 
‘symbols’ are a pagoda type shape to represent the arbour and a symbol similar to the number ‘4’ 
which is a basic outline of a chair to represent the garden seating. 

The swirling twisting shapes represent the swirling water of the pond and foliage around the garden.  
With the diagonal lines denoting the formality of the regular flower borders and the garden fence 
surround. 

At present this image is observed by two senses – it is a visual image but it also has a prevailing scent 
of the pond with a cloying muddy, fish type odour.  This will fade in time I have noted from other pieces 
previously experimented with. 

Whilst this work is not on the massive gallery scale of Richard Long’s work, I made it as big as possible 
by using a white A1 sized card as the ground. 

 
  

Garden II 

(detail from top right quadrant) 
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Fig. 3-2. Constable, J. (1814). Sketch 5223. [online]. Available at: 
http://media.vam.ac.uk/feature/lightbox/v1/album_images/5223-large.jpg. [Accessed 16 May’18] 

Fig. 3-3. Constable, J. (1814). Sketch 5226. [online]. Available at: 
http://media.vam.ac.uk/feature/lightbox/v1/album_images/5226-large.jpg. [Accessed 16 May’18] 

Fig. 3-4. Constable, J. (1814). Sketch 5281. [online]. Available at: 
http://media.vam.ac.uk/feature/lightbox/v1/album_images/5281-large.jpg. [Accessed 16 May’18] 

Fig. 3-5. Constable, J. (1814). Sketch 5284. [online]. Available at: 
http://media.vam.ac.uk/feature/lightbox/v1/album_images/5284-large.jpg. [Accessed 16 May’18] 

Fig. 3-6. Constable, J. (1814). Sketch 5211. [online]. Available at: 
http://media.vam.ac.uk/feature/lightbox/v1/album_images/5211-large.jpg. [Accessed 16 May’18] 

Fig. 3-7. Constable, J. (1814). Sketch 5351. [online]. Available at: 
http://media.vam.ac.uk/feature/lightbox/v1/album_images/5251-large.jpg. [Accessed 16 May’18] 

Fig. 3-8. Constable, J. (1814). Sketch 5350. [online]. Available at: 
http://media.vam.ac.uk/feature/lightbox/v1/album_images/5350-large.jpg. [Accessed 16 May’18] 

Fig. 3-9. Constable, J. (1814). Sketch 5360. [online]. Available at: 
http://media.vam.ac.uk/feature/lightbox/v1/album_images/5360-large.jpg. [Accessed 16 May’18] 

Fig. 3-10. Constable, J. (1814). Sketch 5254. [online]. Available at: 
http://media.vam.ac.uk/feature/lightbox/v1/album_images/5254-large.jpg. [Accessed 16 May’18] 

Van Gogh 

Fig. 4-1. Van Gogh, V. (1882). The Sower [pencil & ink] [online]; Available at: 
https://www.vangoghgallery.com/catalog/image/0852/Sower,-The.jpg (Accessed on 18 May ’18) 

Fig. 4-2. Van Gogh, V. (1883). Sower [online]; Available at: https://www.vangoghgallery.com/catalog/image/1035/Sower.jpg 
(Accessed on 18 May ’18) 

Fig. 4-3. Van Gogh, V. (1884-5). Sower Facing Left [pen] [online]; Available at: 
https://www.vangoghgallery.com/catalog/image/JH0556/Sower-Facing-Left.jpg (Accessed on 18 May ’18) 

Fig. 4-4. Van Gogh, V. (1888). Sower with Setting Sun [reed pen] [online]; Available at:   (Accessed on 18 May ’18) 

Fig. 4-5. Van Gogh, V. (1882). Staatsspoor Station [pencil & pen] [online]; Available at: 
https://www.vangoghgallery.com/catalog/image/0919/Staatsspoor-Station.jpg (Accessed on 18 May ’18) 

Fig. 4-6. Van Gogh, V. (1888). Starry Night [pen] [online]; Available at: 
https://www.vangoghgallery.com/catalog/image/1515/Starry-Night.jpg (Accessed on 18 May ’18) 

Fig. 4-7. Van Gogh, V. (1889). Starry Night [pen & ink] [online]; Available at: 
https://www.vangoghgallery.com/catalog/image/1540/Starry-Night.jpg (Accessed on 18 May ’18) 

Fig. 4-8. Van Gogh, V. (1890). A Steamer with Several People [pencil] [online]; At: 
https://www.vangoghgallery.com/catalog/image/1646v/Steamer-with-Several-People,-A.jpg (Accessed on 18 May ’18) 

Fig. 4-9. Van Gogh, V. (1887). Study-of-the-Paris-Ramparts [pencil] [online]; Available at: 
https://www.vangoghgallery.com/catalog/image/1719v/Study-of-the-Paris-Ramparts.jpg (Accessed on 18 May ’18) 
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Fig. 4-10. Van Gogh, V. (1886). A Square in Paris [pencil & black chalk] [online]; Available at: 
https://www.vangoghgallery.com/catalog/image/1354/Square-in-Paris,-A.jpg (Accessed on 18 May ’18) 

Fig. 4-11. Van Gogh, V. (1888). Street in Saintes-Maries [reed pen] [online]; Available at: 
https://www.vangoghgallery.com/catalog/image/1435/Street-in-Saintes-Maries.jpg (Accessed on 18 May ’18) 

Fig. 4-12. Van Gogh, V. (1890). Study of a Fruit Tree [black chalk] [online]; Available at: 
https://www.vangoghgallery.com/catalog/image/1623v/Study-of-a-Fruit-Tree.jpg (Accessed on 18 May ’18) 

Hockney Iceland 2002 

Fig. 5-1. Hockney, D. (2002); SB0205-1920 [online], Available at: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB0205/SB0205-1920.jpg (Accessed on 23 May ’18) 

Fig. 5-2. Hockney, D. (2002); SB0205-8586 [online], Available at: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB0205/SB0205-8586.jpg (Accessed on 23 May ’18) 

Fig. 5-3. Hockney, D. (2002); SB0205-2122 [online], Available at: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB0205/SB0205-2122.jpg (Accessed on 23 May ’18) 

Fig. 5-4. Hockney, D. (2002); SB0205-2526 [online], Available at: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB0205/SB0205-2526.jpg (Accessed on 23 May ’18) 

Norway 2002 

Fig. 5-5. Hockney, D. (2002); SB0203-1718 [online], Available at: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB0203/SB0203-1718.jpg (Accessed on 23 May ’18) 

Fig. 5-6. Hockney, D. (2002); SB0203-2526 [online], Available at: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB0203/SB0203-2526.jpg (Accessed on 23 May ’18) 

Fig. 5-7. Hockney, D. (2002); SB0203-6566 [online], Available at: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB0203/SB0203-6566.jpg (Accessed on 23 May ’18) 

Fig. 5-8. Hockney, D. (2002); SB0203-7778 [online], Available at: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB0203/SB0203-7778.jpg (Accessed on 23 May ’18) 

Yorkshire, Bridlington 2004 

Fig. 5-9. Hockney, D. (2004); SB04027-4243 [online], Available at:: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB04027/SB04027-4243.jpg (Accessed on 23 May ’18) 

Fig. 5-10. Hockney, D. (2004); SB04027-3637 [online], Available 
at::http://www.davidhockney.co/img/gallery/sketchbooks/SB04027/SB04027-3637.jpg (Accessed on 23 May ’18) 

Fig. 5-11. Hockney, D. (2004); SB04027-5657 [online], Available at:: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB04027/SB04027-5657.jpg (Accessed on 23 May ’18) 

Fig. 5-12. Hockney, D. (2004); SB04027-5455 [online], Available at:: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB04027/SB04027-5455.jpg (Accessed on 23 May ’18) 

Fig. 5-13. Hockney, D. (2004); SB04027-4647 [online], Available at:: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB04027/SB04027-4647.jpg (Accessed on 23 May ’18) 

Fig. 5-14. Hockney, D. (2004); SB04027-4445 [online], Available at:: 
http://www.davidhockney.co/img/gallery/sketchbooks/SB04027/SB04027-4445.jpg (Accessed on 23 May ’18) 

iPad & iPhone 

Fig. 5-15. Hockney, D. (2009); Lilies, [iPad Drawing] [online], Available at:: 
http://www.annelyjudafineart.co.uk/downloads/images/artworks/800/lilies__large.jpg (Accessed on 23 May ’18) 

Fig. 5-16. Hockney, D. (2010); Sunflowers, [iPad Drawing] [online], Available at:: 
http://www.annelyjudafineart.co.uk/downloads/images/artworks/800/sunflowers__large.jpg (Accessed on 23 May ’18) 

Fig. 5-17. Hockney, D. (2010); Eiffel Tower by Day, [iPad Drawing] [online], At:: http://www.annelyjudafineart.co.uk 
/downloads/images /artworks/800/eiffel_tower_by_day__large.jpg (Accessed on 23 May ’18) 

Scarfe 

Fig. 6-1. Scarfe, F. (2013). Sketch – 4601326731. [online] Available at: 
http://www.fraserscarfe.co.uk/communities/5/004/006/332/175//images/4601326731.jpg [Accessed on 25 Apr’18] 

Fig. 6-2. Scarfe, F. (2013). Sketch – 4601326824. [online] Available at: 
http://www.fraserscarfe.co.uk/communities/5/004/006/332/175//images/4601326824.jpg [Accessed on 25 Apr’18] 
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Fig. 6-3. Scarfe, F. (2013). Sketch – 4601326731. [online] Available at: 
http://www.fraserscarfe.co.uk/communities/5/004/006/332/175//images/4601326514.jpg [Accessed on 25 Apr’18] 

Fig. 6-4. Scarfe, F. (2013). Sketch – 4601326770. [online] Available at: 
http://www.fraserscarfe.co.uk/communities/5/004/006/332/175//images/4601326770.jpg [Accessed on 25 Apr’18] 

Fig. 6-5. Scarfe, F. (2013). Sketch – 4601211635. [online] Available at: 
http://www.fraserscarfe.co.uk/communities/5/004/006/332/175//images/4601211635.jpg [Accessed on 25 Apr’18] 

Fig. 6-6. Scarfe, F. (2013). Sketch – 4601211676. [online] Available at: 
http://www.fraserscarfe.co.uk/communities/5/004/006/332/175//images/4601211676.jpg [Accessed on 25 Apr’18] 

Fig. 6-7. Scarfe, F. (2013). Sketch – 4601211679. [online] Available at: 
http://www.fraserscarfe.co.uk/communities/5/004/006/332/175//images/4601211679.jpg [Accessed on 25 Apr’18] 

Fig. 6-8. Scarfe, F. (2013). Sketch – 4601211651. [online] Available at: 
http://www.fraserscarfe.co.uk/communities/5/004/006/332/175//images/4601211651.jpg [Accessed on 25 Apr’18] 

Fig. 6-9. Scarfe, F. (2012). IPAD Sketch 1. [online] Available at: https://www.facebook.com/ 150353934997564/ 
photos/a.279244605441829.77178 .150353934997564/279244668775156/?type=3&theater [Accessed on 25 Apr’18] 

Fig. 6-10. Scarfe, F. (2012). IPAD Sketch 2. [online] Available at: https://www.facebook.com/150353934997564/photos/ 
a.279244605441829.77178 .150353934997564/279244668 775156/?type=3&theater [Accessed on 25 Apr’18] 

Fig. 6-11. Scarfe, F. (2012). IPAD Sketch 1. [online] Available at: https://www.facebook.com/150353934997564/photos/ 
a.279244605441829.77178 .150353934997564/279244668775156/?type=3&theater [Accessed on 25 Apr’18] 

Fig. 6-12. Scarfe, F. (2012). Lincoln from Canwick – sunset. [online] Available at: https://www.facebook.com/15035393 
4997564 /photos/a.156106074422350.33278. 150353934997564/475308632502091/?type=3&theater [Accessed on 25 
Apr’18] 

Fig. 6-13. Scarfe, F. (2012). Lincoln from Canwick – sunset. [online] Available at: https://www.facebook.com/150353934997 
564/photos/a.263998886966401. 73146.150353934997564/444814672218154/?type=3&theater [Accessed on 25 Apr’18] 

Walters 

Fig. 7.1. Walter, Stephen. (2006). Similands, [online http://stephenwalter.co.uk/wp-
content/uploads/2016/01/SIMILANDS-2006.jpg, [Accessed 17 May 2018]. 

Fig. 7. 2. Walter, Stephen. (2006). Similands - detail, [online], http://stephenwalter.co.uk/wp-
content/uploads/2016/01/SIMILANDS-2006.jpg, [Accessed 17 May 2018]. 

Fig. 7.3. Walter, Stephen. (2007). London Etching, [online] http://stephenwalter.co.uk/wp-
content/uploads/2015/05/LONDON-ETCHING-2007.jpg, [Accessed 17 May 2018]. 

Fig. 7.4. Walter, Stephen. (2008). The Island, [online] http://stephenwalter.co.uk/wp-
content/uploads/2015/04/The-Island-2008.jpg, [Accessed 17 May 2018]. 

Fig. 7.5. Walter, Stephen. (2007). (2008). The Island - detail, [online] http://stephenwalter.co.uk/wp-
content/uploads/2015/04/The-Island-2008.jpg, [Accessed 17 May 2018]. 

Fig. 7.6. Walter, Stephen. (2016). Albion, [online], http://stephenwalter.co.uk/wp-
content/uploads/2016/06/A3_ALBION_Whole-1-768x926.jpg, [Accessed 17 May 2018]. 

Fig. 7.7. Walter, Stephen. (2004). Breaking Wood. [online] . Available at : 
http://stephenwalter.co.uk/works/the-woz-erez-of-lud-4-2008/, [Accessed 17 May 2018]. 

Fig. 7.8. Walter, Stephen. (2008). The Woz Erez of Lud, [online]. http://stephenwalter.co.uk/works/the-woz-
erez-of-lud-4-2008/, [Accessed 17 May 2018]. 

Fig. 7.9. Walter, Stephen. (2004-5). If You Go Down To The Woods Tonight Be Sure To See Desperate Eyes, 
[online], Available at: http://stephenwalter.co.uk/works/if-you-go-down-to-the-woods-tonight-be-sure-to-see-
desperate-eyes-2004-5/, [Accessed 17 May 2018]. 

Long 

Fig. 8.1. Long, Richard. (1984). Sixteen Works. [online]. Available at: 
http://www.vam.ac.uk/content/articles/m/mapping-the-imagination/, [Accessed on 22 Aug’18] 

Fig. 8.2. Long, Richard. (1984). One Hour. [online]. Available at: 
http://www.richardlong.org/Textworks/2011textworks/41.html., [Accessed on 22 Aug’18] 
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Fig. 8.3. Long, Richard. (1980). A Five Day Walk. [online]. Available at: 
http://www.richardlong.org/Textworks/2011textworks/21.html, [Accessed on 22 Aug’18] 

Fig. 8.4. Long, Richard. (1992). A Walk of Seven Cairns. [online]. Available at: 
http://www.richardlong.org/Textworks/2011textworks/30.html, [Accessed on 22 Aug’18] 

Fig. 8.5. Long, Richard. (1998). A Walk Across Ireland. [online]. Available at: 
http://www.richardlong.org/Textworks/2011textworks/48.html, [Accessed on 22 Aug’18] 

Fig. 8.6. Long, Richard. (2012). 7 Day Walk on Dartmoor. [online]. Available at: 
http://www.richardlong.org/Textworks/2015textworks/a_seven_day_walk.html, [Accessed on 22 Aug’18] 

Fig. 8.7. Long, Richard. (2017). Dartmoor Walk(s). [online]. Available at: 
http:/ww.richardlong.org/Textworks/2018textworks/dart_walk.html, [Accessed on 22 Aug’18] 

Fig. 8.8. Long, Richard. ( ). Long prepares for exhibition - Circle to Circle at Lisson Gall [online - still from video]. 
Available at:  https://www.bbc.co.uk/programmes/p066nsl5. [Accessed on 22 Aug’18] 

Fig. 8.9. Long, Richard. (2018). Richard Long Installation image: Circle to Circle, [online]. Available at:  
https://ichef.bbci.co.uk/images/ic/480xn/p066n77x.jpg. [Accessed on 22 Aug’18] 

Fig. 8.10. Long, Richard( ). Richard Long @ M-Shed Bristol. [online – still from video]. Available at:  
https://www.youtube.com/watch?v=JD2Ai_BECbg. [Accessed on 22 Aug’18] 
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