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Assignment 1 : Mark and 
Tone
The reason for signing up for this course were straightforward: 
To use the course as an incentive and prompt to make myself draw 
more and draw more systematically. I had hesitated on signing up 
and instead opted for the printmaking course because I was worried 
it would not keep me focuses enough. While I use the sketchbook 
frequently and generally feel I can draw okay, there is a lot that I 
don't know, do wrong and would need some more practice/
experience in. the way I see this course working for me is by: 
(a) setting up ongoing enquiries: this is what I want to learn 
specifically from this section/ at this moment 
remain focussed on the media I find most difficult (at the moment: 
ink; pencil). 

The things that can make it difficult are: 
(a) feeling of having to do assignments and reports 
(b) other, more 'complex' art tasks that are calling me (e.g. fields 
project rather than drawing basic shapes) 
(c) frequent travelling: I have been away twice for 3-4 weeks and 
realise that it is very difficult to take the larger drawings with me: I 
can work in sketchbook but it needs an arrangement to work at least 
on A3 sheets when not at home.
Much of the intrigue in this course then comes from linking technique 
and practice to bigger questions, like: 
(a) the role of negative space and the white space between objects 
in still life 
(b) the invitation to 'feel' how objects looks and work with the texture 
of that feeling/impression 

(c) the concern over shadows and shapes and what is contained 
within these.
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Sunday, 3 January 2010: Still in the process of deciding how to 
record thoughts, ideas and learning for the Drawing course I think I 
may have found a way forward.
I begun with settling on a blog - having enjoyed blogging for the past 
2.5 years and having made good experiences with the way in which 
the format of a blog post concentrates my mind.

The blog is at http://gesah-study.blogspot.com

Howevever, while working through the first exercises on 
markmaking, I noticed a draw back of the blog format: there are 
many more thoughts, half-thoughts and ideas that are too unformed 
to be ready to go into a post but still need recording.

The visual ones of these will go into the sketchbook, I will also 
annotate these, make them point forward and backward where 
appropriate.

After a couple of weeks of pondering, this electronic journal format 
may be a solution: it offers the cohesiveness of an actual journal with 
the flexibility of an electronic format. To be amended, adjusted, 
expanded and reordered as I go along. I have been using notetaker 
for a half a year for some of my professional work and this may be 
the opportunity to make full use of the drag/drop, multimedia 
features it offers to include websites, links, drawings, photos while 
being flexible to accomodate an emerging project.

I need to investigate how this works for posting: can I print a PDF? 
Or better still, have a format that can be viewed by someone who 
doesn't have the software? Clarify.

Ongoing development of the assignment and course are in this 
mindmap:

 
Drawing 1.png

http://gesah-study.blogspot.com
http://gesah-study.blogspot.com
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Exercise 1 : Markmaking
I really enjoyed this exercise - both in the sketchbook and on paper. I 
felt that after a while of loosening up and doodling, there was a 
variety of marks that I didn't know I could make - both on large scale 
and in the small squares. The 5cm squares and the instruction to 
vary each square worked well. 
Having to vary the way I hold the pen, again, yielded surprising 
results in strength, direction and looseness of the marks - both in 
larger and smaller scale. 
With pencil, graphite and ink pen (the most common drawing tools I 
usually use), it took a while to get beyond my 'known repertoire of 
marks', but that was very worthwhile too. The way I explored the 
variety of marks happened along to lines: (a) different marks with the 
same medium; then (b) changed to different technique in different 
medium. This combination worked well to explore the diversity 
across as well as the impact of small variations within. 

I prefer the uneven marks - both dense and sparse to the more 
neatly hatched ones. The variety of the same marks dependent on 
scale, density and medium is fascinating. 

I hadn't worked with charcoal for some time, using these to try and 
emulate some of the marks I had seen in Julie Mehretu's exhbibition 
was very useful. In particular the short marks with charcoal are 
evocative. 

Exercise 2 : Basic Shapes
Tuesday, 5 January 2010

I did a first session of warm-up shapes and an initial setup of small 
objects from different perspective (sitting down/standing up) in the 
sketchbook. Notice: instructions of how to build up shapes is rather 
different to my own practice. I tend to begin with the roundness of 
shapes, build up circles and add vertical lines after that. [instructions 
from Irene's drawing classes). 
Note: positions, scale and actual shape (of rounded objects) needs 
closer attention and more practice.
session 2: after a couple of 'found' arrangements [sketched in 
sketchbook with pencil, on A3 paper with conte), I set up the following. 
two bottles, two boxes, one mug. first in sketchbook, then on paper. 
[drawn three times on A3 cartridge paper, first two in pencil, last one 
ink pen]
first attempt: three different ways of markmaking. i started on the left 
side of the page: very technical drawing of first box, then water bottle, 
distracted by mother makes me change attention. i move pencil from 
right to left hand, realise that the whole champagne bottle won't fit on 
page, change speed: faster, i draw the outline with broader marks, with 
both left and right hand, change between them frequently. i get up, 
organise some tea, sit down again and draw with right hand the 
remaining to shapes: box and mug. again: a different line; this time: 
continuous single line to mark outline. 
I don't do much more to the drawing once all shapes are in place and 
start a new sheet (backside) to attempt all shapes with few, long and 
continuous outlines.
Drawing three repeats this with ink pen. However, champagne bottle 
(first shape in all drawings) gets too short and stocky, the marks 
become short and repeated. The ink pen is too thin (0.1mm) for long 
continuous marks. So I'll go over the outlines again and again to build 
them up. The left box is the last one to draw. It's also the easiest shape 
with fewest reworkings.

Consistency of line/mark is remarkably difficult. [the markmaking, 
different holding of pen exercises from before have left some memory]
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Some of the more diffiicult objects (notably: two bottles) look different 
in each of the three drawings. Practice!

I had put off continuing with the exercises and had been doing a series 
of mixed media landscape drawings with the dip pen. I felt the task for 
the exercises were too simple/set. However: after the first couple of 
sketches it flowed well. And I know that observation skills need to be 
practiced - variability of shapes/forms of the same objects in different 
drawings demonstrate that.

I haven't drawn still life objects for a couple of years. I remember how 
enjoyable the set up and the drawing is. Go back and examine 
Morandi's arrangements: the tension and playfulness of before/next to/
behind.

On Drawing Ellipses

"You've got a problem with ellipses." - a clear statement, for which I 
didn't ask. But, I guess he's spot on with my ellipses. They are pointed 
and irregular. They frequently widen the base of a cylinder involuntarily. 
I begun with drawing by building the 3d character out from the 
beginning. It was the circles and ellipses of vases, bottles and more that 
begun to define the shape and form. The course handbook seems to 
suggest that it's the outer verticals I should start with. It seems to flat 
for me, and my ellipses could well be related to that. 
Keys to drawing has a good exercise to ellipses. And alongside it the 
two main rules to watch when drawing ellipses: 
1. "establish your eye level. We must know whether to make our ellipse 
open (more nearly round) or closed (more flat). We determine this by 
how near to or far from the eye level the ellipse is. This gives us rule 2: 
2. the ellipse closes, or flattens our, as it nears your eye level." (B. 
Dodson, 1985, p. 145) 
Dodson also notes that drawing ellipses takes practice; they are always 
absolutely symmetrical, the ends are always rounded and not pointed. 
Good - so this may well be a passing problem, I hope.

Skills and ideas
Practiced skills
Wednesday, 5 May 2010 [posted on study blog at: http://gesah-
study.blogspot.com/2010/05/practiced-skills.html]

Most of the art practice I have pursued so far has been concerned with 
learning skills. The focus on learning painting, drawing in different 
media was at the foreground of my engagement.
This was deliberate. It was in a sense a way of working my way along 
some empirical lines: practice, observation, experimentation to  build up 
experience, knowledge and skills.

The ideas and concepts behind this experimentation were kept rather 
quiet. In fact: I remember an early blogpost which deliberately 
dismissed conceptual work.

Keeping quiet with conceptual concerns was a way of keeping separate 
academic work and art leisure.

What this allowed for was a responsiveness to 'empirical problems' such 
as tensions of colour, surface, composition; and ways of resolving these 
into a finished painting.

It also allowed for concerns over memory, belonging and identity 
constructions to surface (notably in the Fieldwork). If I had employed a 
deliberately conceptual framework at that early moment, I suspect I 
would have ended up with work concerned with urban environments 
and politics over publicness.

In all this, however, the approach to art was in fact rather similar to my 
approach to research: by asking questions, by experimentation within 
limitations and by moving along such lines of enquiry in a rather 
systematic way inclusive of tangents.

Much of this is highly conceptual: conceptual with regards to 
methodology and empirical practice. It is also conceptual with some 
continuous themes: about presence/absence, what can be seen and 
what remains invisible. The concerns over constructions of space, 

http://gesah-study.blogspot.com/2010/05/practiced-skills.html
http://gesah-study.blogspot.com/2010/05/practiced-skills.html
http://gesah-study.blogspot.com/2010/05/practiced-skills.html
http://gesah-study.blogspot.com/2010/05/practiced-skills.html
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planes, fields and environments. As well over positionings - within the 
artwork, besides it and of the art (istic practice) itself.

Skills and craft practices
Wednesday, 5 May 2010

The discussion on the OCA forum - Contemporary artists using craft 
skills [posted by anned, 22/4/2010, http://www.oca-uk.com/forum/
student-the-coffee-shop/contemporary-artist-using-craft-skills] made 
some of those assumptions over skills/ideas much more transparent.

It started with a post including an video about artist Susan Collis's 
recent exhibition at Ikon, Since I fell for you; in this video the artist 
states that she was never that interested in craft skills, but that for 
some of the recent work she was making she was wanting to put much 
more work in it - craft work - and thus employed assistants to do tha

anned
Hi Dawn
Yes the sound works ok for me, she is saying that she is not interested 
in craft skills for their own sake but started using them as a way to put 
a lot of time and workmanship into the work. Is the craft is part of the 
idea here? You could so easily overlook the pieces of work totally yet its 
so full of time and workmanship and intrinsic value of the materials. I 
would like one of those screws in my wall just for the humour of it.
I find these questions about craft skills very interesting at the moment, 
and very relevant as we are all on a skills based courses.
 • Report

Dawn Finneran 

Managed to get the sound to work this time, I had to keep clicking the 
re-fresh icon so a loose connection somewhere?

Steve - I do find the concept so weird but I suppose you could have 
wonderful ideas and be a crap artist so why not palm it off, although I 

can't get my head around the other artists who work on these pieces 
being unknown, it seems kind of unfair.

Anne - that was interesting and when the camera focused in on pieces 
of her work they are like mini artworks. I like photographs of these 
subjects that people shoot, here they rely on the lighting of an object or 
the contrast to give it a wow factor.
 • Report

CliveW
.
Perhaps the Boyle Family might be of interest in this context...

The Boyle Family
 • Report

Gesa Helms
78 posts
Thanks for posting this, Anne, and the question that wanders through 
your head about craft skills.

In my mind, there is a huge issue about division of labour and validity/
value of work attached to this in the arts (or, indeed, in knowledge work 
if we think of large research projects where often only the eminent 
principle investigator is named and not the many people who work on 
delivering the project). 

It also raises questions over whether craft skills only actually 'put into 
practice' or 'deliver' ideas, or are they not themselves what makes an 
idea brilliant/worthwhile?

I stumbled across this with some of the reports of the terrible level of 
pay that is common (I think it was in Hirst's studio) and the hiring and 
firing at the approach of the recession of technicians/assistants. I also 
noticed in in many of the videos of famous arists (e.g. Jenny Holzer in 
Edinburgh show and Julie Mehretu in a show in Berlin), where of course 
the labour intensity and scale required for large pieces exceeds by far 
the time of one individual.

http://www.oca-uk.com/forum/student-the-coffee-shop/contemporary-artist-using-craft-skills
http://www.oca-uk.com/forum/student-the-coffee-shop/contemporary-artist-using-craft-skills
http://www.oca-uk.com/forum/student-the-coffee-shop/contemporary-artist-using-craft-skills
http://www.oca-uk.com/forum/student-the-coffee-shop/contemporary-artist-using-craft-skills
http://www.oca-uk.com/profile/anned
http://www.oca-uk.com/profile/anned
http://www.oca-uk.com/forum/report/14273
http://www.oca-uk.com/forum/report/14273
http://www.oca-uk.com/profile/Inkpot
http://www.oca-uk.com/profile/Inkpot
http://www.oca-uk.com/forum/report/14274
http://www.oca-uk.com/forum/report/14274
http://www.oca-uk.com/profile/CliveW
http://www.oca-uk.com/profile/CliveW
http://www.boylefamily.co.uk/boyle/about/index.html
http://www.boylefamily.co.uk/boyle/about/index.html
http://www.oca-uk.com/forum/report/14275
http://www.oca-uk.com/forum/report/14275
http://www.oca-uk.com/profile/ghelms
http://www.oca-uk.com/profile/ghelms
http://news.scotsman.com/arts/Art-review-Jenny-Holzer-Blue.6220974.jp
http://news.scotsman.com/arts/Art-review-Jenny-Holzer-Blue.6220974.jp
http://www.deutsche-guggenheim.de/e/ausstellungen-juliemehretu01.php
http://www.deutsche-guggenheim.de/e/ausstellungen-juliemehretu01.php


6

The Boyle Family is an intriguing approach of dealing with this - I 
suspect there is so much hidden family/relationship labour going on that 
never surfaces (I know, e.g., that there is in academia).

http://www.ikon-gallery.co.uk/programme/current/gallery/364/
since_i_fell_for_you/

Exercise 3 : Tone and Shade
 Thursday, 25 March 2010

I had started with the initial observation quite some time back but then 
didn't return to it. 

The observation asks for light/dark; but then again: what about the 
gradations.
There are various issues with a glaring sunlight/articifical light source: it 
flattens objects and bleeds hue/saturation

When I considered the book shelf in the living room, it wasn't a 
particular bright day, there wasn't direct sunshine coming through the 
window, in fact, I don't think the sun was visible.

There is a clear spot of brighest surface on the door cover and it loses 
brightness in widening circles radiating from it (wow. what a laboured 
phrase); observing the patterns of light to dark on a flat surface is in 
fact mentioned as a tip towards the end of the section (which I only 
read now).

How does this operate on a horizontal plane?
With different kinds of light sources? I.e., the pattern of light from a 
ceiling light, an uplighter?
[I had been observing the light/shade of my fairylights again and 
againl; though I haven't sketched them so far.

Friday, 26 March 2010

The exercises in hatching varying values with different tools and modelling 3d form 
by hatching.
It's surprisingly difficult to achieve distinct mid-value tones.

I was sitting outside with strong sunshine (but that kept changing from time to 
time). The four objects were laid out on table in front of me; there was some 
shadows from the objects on top of others, there was also shadows cast from 
some grasses on the round tin.
The empty glass was most difficult one to model: how do you observe 
transparency?

I decided to use the dip pen for one sketchbook, one a3 drawing. I rarely have 
used it for drawing before and was surprised just how clumsy it felt: little control 
over line thickness, some scratching, some splattering, all the while producing 
such a definite line. With the larger drawing I felt this was getting a bit easier to 
control, but the choice of medium made it surprisingly difficult

http://www.ikon-gallery.co.uk/programme/current/gallery/364/since_i_fell_for_you/
http://www.ikon-gallery.co.uk/programme/current/gallery/364/since_i_fell_for_you/
http://www.ikon-gallery.co.uk/programme/current/gallery/364/since_i_fell_for_you/
http://www.ikon-gallery.co.uk/programme/current/gallery/364/since_i_fell_for_you/
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Exercise 4 : Reflected Light
Saturday, 3 April 2010
The expresso maker in the previous exercises has been the most 
reflective surface so far.

I have now experimented with a bronzen water jug (with a blunt, 
beaten surface; very worn with some discolouration and erosion on top 
rim it has a beautiful tone); a glazed bowl and various jars and glasses 
with or without content.

The first few drawings used daylight which was bright but did not shine 
directly onto the surfaces.
The objects were placed next to each other but nonetheless the 
reflections were rather subtle.

The glazed bowl was placed on a desk and an additional lamp was 
placed between the window and the desk, close to the desk surface to 
cast a direct light. This light was stron and clear. The bowl reflected all 
its surrounding (incly. myself and easel) very clear. The two jars I had 
placed next to it appeared however only small.

The third set up included the bronzen water jug and a half filled tea 
glass. It was dark and the only light source was an artificial lamp on the 
wall, approx. 1.5mtr away from the set up, slightly above it.
The shadows were long and clear, the reflection was reasonably strong 
in the jug too. The most obvious reflection was the orange/golden tea 
and its cast shadow which sparkled like a diamond as it also reflected 
the light itself.

It seems to me that almost anything does make a suitable object. It's 
merely a matter of close observation and attention. And of shifting the 
view point from time to time. I hadn't thought of the tea glass and was 
actually about to drink it when I noticed its unusual and strong cast 
shadow. Similarly, the glazed bowl presents a pictorama [probably not a 
word: what I mean is a distorted mirror image of its surroundings which 
was utterly intriguing.

One way to challenge myself with these exercises is to 
(a) construct mundane and/or unusual set ups
(b) be more observant of the spaces that the set ups construct
(c) use media I don't feel comfortable in.

For the previosu exercise I used the dip pen; this time I begun to use 
charcoal more (prompted by task); the charcoal is so lovely and 
expressive. It lends itself very well to reworking and looks great when 
you try to keep the lines crisp. Very yummy. Need to use it a lot more.

But with these prompts, I feel it easier to stay interested in the 
exercises and to create some flow through them. It's not that I don't 
like the tasks - I think for learning purposes they are well-constructed 
but I know that I like to focus on more complex tasks (i.e., questions 
about landscape/light/etc... where the drawing media seem to get in 
the way).

Exercise 5 : Still Life
I worked on this section a various points and in various locations. 
The instructions have been very useful to prompt some questions on 
the conventions of still life: 
To place off centre; place at the edge of paper; crop shapes off at the 
edge of paper; place objects symmetrically, e.g. in a line. 
I like getting inspirations from ordinary objects around me. The morning 
I did the first set of thumbnail sketches the early sun fell on a high shelf 
with my toiletry on it 
and a large towel hanging underneath. The linearity of the thin shelf; 
the strong 
modelling of the shadows as well as the 'weight' of the towel in 
comparison to the 
items of the shelf marked the points of my interest. 
I proceeded with a series of drawings with the same viewpoint, a little 
variation of 
the items and finally a very different viewpoint. 
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It took me several attempts to get the dimensions and forms of the 
objects right in relation to the shelf's dimensions. 
The small variations are useful for me to learn about the relationships 
between objects on the picture plane; also, the changing light made the 
shadows move very fast, these had significant impact on the whole 
image themselves. 
I did some more sketches with some found objects (largely shells, and a 
stone) from the beach and moved them around. Here, the light was a 
bit vague (indirect through the window). 
I took this composition up on a bright day on a blanket with some more 
shells. The modelling of the natural objects was rather difficult: both for 
the large cockle and the mussel shell covered in barnacles and calcite 
deposits. I started the larger piece when there was direct sunlight on 
them and started with sketching the shadow shapes (being aware that 
they would move fast), but I hadn't realised that the lack of sunlight 
also made the modelling of the objects much more difficult. 
The exercise on negative space was interesting. I did it as instructed 
and then proceeded to fill in the negative space. This is very rough - 
done mostly blind (following the shapes), but the shading in made the 
relevance of the spaces inbetween very obvious. However, it felt as if 
there was much more to explore with this one, its location seemed a bit 
superfluous in the assignment. 

What else would/should I do with this?
I am very intrigued by this image. The composition is: cropped; with an offcentre 
focus where the weaving of the seat meets, just behind the front legs of the rabbit. 
The perspecitive looks skewed: downwards from above, but with a change, 
somewhere towards the top end of the seat. 
Is the rabbit sleeping or awake? There is a very limited use of hue: some earth 
tones, a bit of blue in the shadows and the yellow of the textile/weave material. 
The seat is old and a bit town in two places. The rabbit: is it a toy? a living one? 
Does it sleep? Is it dead? 
To create sense of form in made objects seemed easier. In particular the shells 
were rather tricky. However, in most of them, there is a sense of solidity to the 
forms as well as the compositions. With the use of blanket underneath and its 
folds, it made me aware of having to pay attention to not take the background take 
up too much attention. 

Subtle changes in the arrangement create a different rythm, different tensions 
between the objects and the positive and negative spaces. I am not sure though 
how these changes will have affected my approach to drawing the objects.

Exercise 6 : Texture
This exercise along with the one on markmaking I found the most 
useful. It is in these two that I have the least experience or: have 
experienced the least with. 
Using the same medium and concentrating on the objects and their 
different texture seemed very useful to vary and get a sense of what is 
possible (I did the same with the markmaking exercises in the 
printmaking course). I did the marks with pencil and then with the dip 
pen. In particular the dip pen showed to have much more possibilities of 
different textures/marks than I imagined. 
There is an issue about the instruction to do something 'interesting' - 
what is the value of interesting? 
This is something to explore further in relation to setting up still life 
compositions or compositions in general. 
See here: Still life - composition and tensions 
Doing the squares and textbook explorations of different textures is a 
useful resource to create a record of what is possible and to refer to. I 
did that for the A3 drawing to describe various objects such as the shell, 
foil, paper surface. For the metal piece I changed the texture (small 
dots rather than more denser scribbles), but found that the change 
didn't improve, and the earlier texture in fact was the better one. 
Smudging the ink was a new discovery  - and I used it for the final 
assignment. This was a good discovery. 
The questions about 'suggesting form with very little tonal hatching' is a 
good one. I hadn't paid attention to it explicitly but what I discovered 
was that there is a difficulty to consider the the various different 
aspects for an object. In the past I probably would have more intuitively 
done a bit of markmaking to represent some form and some texture but 
not really paid too much attention. For the assignment drawings I 
begun with building up form and then working on the texture of the 
surface.
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Exercise 7 : Enlargement
Somehow this sections unsettles the rythm of the assignment. Why is 
this in here? 
And why does it take so much time? 
To me it seems a mechanical exercise: to observe, copy and transfer. 
It is useful to illustrate the difficulty of drawing larger than lifesize, but I 
still wonder how much I will use this? 
The logbook questions are simplistic, to be answered with yes, and 
nothing more.

Ways of Seeing : John Berger / Jacques 
Ranciere
Chapter 1: Seeing came before words. The child looks and recognizes 
before it can speak.

Hm. It cannot speak because its vocal chords aren't formed. But it could 
sign if it knew how to. Just because it can not use language it doesn't 
mean that it cannot understand. So, possibly: the questions is about 
the ways in which seeing - or rather: recognition - is connected to 
understanding. And, how, in turn, discursivity is part of this also.

This key claim made in Chapter 1 is the one that grates most: I find it is 
far too simplistic. Yes - the point is to make that the Western culture is 
one that awards the sense of seeing and the visual more broadly 
dominance. And that this should be recognised. However, this does not 
mean that the visual is the dominant tool for sense-making and the 
making of knowledge. 

However: the second sense of the argument that we need to see in 
order to understand and speak about things is more interesting and 
nuanced: we know the sunsets but the seeing of sunset cannot be fully 
rendered into words: 'The way we see things is affected by what we 
know or what we believe' (p. 8). Seeing fire while believing in hell gives 

the sight of fire a differnt quality than if you aren't believing in hell. This 
argument is intriguing - and clearly borne out of a historical-materialist 
understanding of the world. Compare with Marx's Hunger that is 
satisfied with fork and knife is a different kind of hunger to that satisfied 
by eating with your hands. 

'We never look at just one thing; we're always looking at the relation 
between things and ourselves' (p. 9). Thus, seeing is never from one 
viewpoint but to see multiple horizons and vanishing points. This relates 
to some of the arguments on OCA Forum about the distortion of 
perspective introduced by cameras but also the limitations of the 
traditional perspective teaching for painting/drawing.' Our vision is 
continually active, continually moving, continually holding things in a 
circle around itself, constituting what is present to us as we are.' (ibid)

The reciprocal nature of vision: if I can see something/someone; I can 
in turn be seen from there, by that person. For dialogue that doesn't 
work. 
Again: too simple? If sight is individual, that mere physical possibility 
will not directly translate into seeing/recognition.

'Images were first made to conjure up the appearances of something 
that was absent... No other kind of relic or text from the past can offer 
such a direct testimony about the world which surrounded other people 
at other times.' (p. 10)

Viewing is accompanied by judgement, evaluation concerning concepts 
such as beauty, truth, genius, civilisation and others. Importantly, our 
current understandings of these concepts are different to those under 
which the painting was made: 'The past is never there waiting to be 
discovered, to be recognized for exactly what it is. History always 
constitutes the relation between a present and a past.' (p. 11)

Jacques Ranciere's The emancipated spectator (London: Verso, 
2009) offers some interesting challenge for Berger's seeing primacy. For 
Ranciere sets out with the paradox or problem of theatre as the 
spectator, by merely looking (seeing) not participating in the action nor 
is she knowing. Here, viewing is traditionally understood as passive and 
a lesser form of 'engagement' than understanding/learning/reflecting or 
indeed knowing.
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Relate this more explicitly to each other.

Mystification. "When we 'see' a landscape, we situate ourselves in it. If 
we 'saw' the art of the past, we would situate ourselves in history. When 
we are prevented from seeing it, we are being deprived of the history 
which belongs to us." (p. 11). 
- This quotes makes out a unity of painting and its socio-historical 
context: in order to see the painting, we need to know the context in 
which it was undertaken. Otherwise, we cannot really 'see', in Berger's 
sense of the verb probably rather 'understand' the painting.

The example of Frans Hals. Destitution and public charity. These two 
last great paintings of Hals were done as commissions. 
It would be wrong to read into the paintings that there was bitterness. 
Instead, the painting convey 'human nature'. (Seymore Silve, Phaidon, 
London)

Little is known about the commission and indeed Hals itself. The art 
historian talks of great harmony in composition. And, he seems - so 
Berger - worried about us reading the image and the facial expressions. 
So, we should not see drunkenness or arrogance. Berger's argument is: 
we do not read these expressions innocenntly. Instead, the expressions 
are knowable because we do recognise a society where poverty, and 
social relations and values that connect to this, exist. So, there is some 
transferability between what we know and what our knowledge allows 
us to read off Hals's paintings.

For Berger, the only 'confrontation which matters' is the one where 'the 
Regents and Regentesses stare at Hals, a destitute old painter, who has 
lost his reputation and lives off public charity; he examines them 
through the eyes of a pauper who must nevertheless try to be 
objective, i.e., he must try to surmount the way he sees as a papaer. 
This is the drame of these paintings. A drama of an "unforgettable 
contrast".' (p. 15)

In these images, Berger sees Hals as painting the first images of the 
characters and expressions of an emerging capitalism but Silve tries to 
avoid this by talking about artistic vision and unwavering commitment 
to portraying the human condition.

Berger goes to claim
"If we can see the present clearly enough, we shall ask the right 
questions of the past" (p.16).

"Today we see the art of the past as nobody saw it before. We actually 
perceive it in a different way" (ibid)
This is
- because of perspective and the single viewpoint imposed on the 
European vision of reality by one spectator (who, in contradiction to 'as 
God saw the world', would only be in one place, and not everywhere -as 
God was understood to be)
- this contradiction was made possible by the camera, and its many and 
moving viewpoints.
- the camera also 'isolated momentary appearances and in so doing 
destroyed the idea that images were timeless. Or, to put it another way, 
the camera showed that the notion of time passing was inseparable 
from the experience of the visual (except in paintings). What you saw 
depended upon where you where when." (p. 18)
- a painting could never be in more places than one, with the camera, 
this changed: paintings could be reproduced - destroying the 
uniqueness of the image. This results in a change of meanings; or 
indeed a fragmentation of meaning.

From reading the first essay by John Berger et al. (the edition I have is 
John Berger et al. Ways of Seeing BBC & Penguin 1972, pp.7-34) , it 
strikes me that much of his writing is concerned with two things:

(a) the relationship between us as viewers and the art work; and 
(b) the impact time and the passing of time has.

With this in mind, I have come up with a series of questions and 
observation which many - in any order - serve as a starting point for 
discussion:

! 'We never look at just one thing; we're always looking at the 
relation between things and ourselves' (p. 9); and just earlier he said 
that 'The way we see things is affected by what we know or what we 
believe' (p. 8). - These both statements put us as viewers centrally into 
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picture. What kind of implications does this have to seeing, discussing 
and understanding art?
 
! "Today we see the art of the past as nobody saw it before. We 
actually perceive it in a different way." (p. 16)
 
! Are original works of art, i.e., The Virgin of the Rocks, serving 
nostalgia? What is Berger's argument over artistic value?
 
! What happens to the meaning of an artwork when it is possible to 
reproduce it? What kind of examples are there for such meaning?
 
! Berger states (p. 31) that all paintings are contemporary? What 
does he mean by that? (3rd last page of the essay in my edition)
 
! One of the first artworks Berger discusses are Frans Hals' Regents 
and Regentesses. I will put this up in the Understanding Art forum - as 
a starting point to discuss the argument over mysticism that Berger 
identifies in much of the relationship between contemporary discussions 
of art history.

Exhibition visits
These are mostly contained in the sketchbooks, some are written up 
for the earlier existing blog and added here:

exhibition listings. london 
Monday, 22 February 2010 
i managed to go and see a lot of art, exhibitions and galleries while i 
was in london over the last few days. there are plenty of notes in my 
sketchbook about the various shows, artists and curating examples. 
i thought i'd start with a list here, and amend and expand as i go along. 
so, what did i see? in chronological order. 
1. jerwood space, inscription: drawing - making - thinking 
2. tate modern 
- arshile gorky, retrospective 
- barnett newman, adam and eve 
- nicolas de stael, composition 1950 
- victor passmore: etchings 
- fischli and weiss, untitled (tate) 
- arte povera 
- theo van duisburg 
3. british museum: revolution on paper, mexican printmaking 
4. the approach: john stezaker 
5. the drawing room: shudder. drawing and animation 
6. tate britain 
- bethan huws, singing for the sea, 1993 
- andy holden 
- david hockney, bigger trees near warter 
- melanie klein, six steps to abstraction 
- chris ofili 
my favourites: bethan huws, a couple of the animation films at shudder 
and john stezaker. plenty of thoughts and comments on the others too. 
the biggest let down? exhibition number one. 
go to paint and pastel for a link to edwina ashton's mr panz at lake 
leman, my favourite animation at shudder.
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Sunday 4 April 2010 
3 observations on landscape (i) 
with all the work on portfolios it seems ages that i spent some time in 
landscape. assembling the material for the portfolios, demonstrating 
and providing a statement around these was very useful in surveying 
my 'fieldwork' as i indeed called the statement [reminder to self: 
rewrite and post this]. it however also made obvious that i am moving 
along something less painterly and more conceptual and 'other 
materially' than paint. some of my reservation about the genre of 
landscapism remain, remain and remain and need addressing in other 
means the three exhibitions i saw over the past week will serve as initial 
markers.

1. the return of landscape. akademie der kuenste, 
hanseatenweg, berlin 

it draws 
knowingly on 
the romantics' 
constructions of 
landscape and 
the rich and 
varied and 
problematic 
nature (!) of 
germany's 
cultural history 
and its basis for 
geopolitics (be 
it it with 
prussia's 
colonisation of 
the east; or ns 
blood and soil 
politics and 
economics). 

however, the main part of the exhibition is a juxtaposition of two cities 
(venice and las vegas) and their dependence on nature - water. so: 
landscape becomes the domain of landscape planners to struggle with 
issues over sustainability amongst capitalist thirst for land and 

expansion. the imagery that dominates are those of aerial photography 
of landscape patterns - nature/cultivation/destruction, the main slide 
show made up of images by alex s maclean. a third part of the 
exhibition shows various landscape projects, their master plans and 
details to manage sustainability. 
in this, the exhibition is limited: it's limited to the act of planning for 
sustainability and the belief that a plan will solve a problem. though my 
own professional background has always been situated in close 
proximity to the 'belief in a plan', i find this increasingly tiresome and 
mis-placed. mis-placed also if we consider the power of aerial 
photography without social practice, without people. to assume that 
patterns from high above reveal the groundwork. - the photography of 
bernd and hilla becher marks the precendent of a rich tradition of 
photography of human activity and the outcome of these with the 
agents being absent. rich by absence and stillness. photography always 
freezes activity in stillness. and nonetheless, it's probably one of its 
biggest problems. 
the piece that really caught me, was - possibly unsurprisingly - a video 
by the canadian documentary film maker peter mettler. his 
documentary on the destruction by open pit oil production, petropolis 
(canada, 2009, 43min), visit the site for the film here. 
again: it's aerial imagery. yet, this destruction through the tar sands is 
narrated by mettler. he tells the viewer how his requests to visit the 
fields was refused again and mettler. he tells the viewer how his 
requests to visit the fields was refused again and again so that flying 
over the fields was the only way of getting access and of being 
able to document; he talks about the first experiments of flying and 
much more. 
thus he makes an imagery thoroughly part of this world and the 
relations that make petropolis possible. 
mettler's film is one of three shown on the side of a large field of 
illuminated boxes which show quotes concerned with landscape from 
throughout (German-speaking) 
history. 

landscape text panels, illuminated, wiederkehr der landschaft, adk, 
berlin

two I noted down. 
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ich hatte einst ein schönes vaterland 
so sang der flüchtling heine, 
das seine stand am rheine, 
das meine auf dem märkischen sand. 
wir alle hatten einst ein (siehe oben). 
das fraß die pest, das ist im sturz zerstoben. 
o rößlein auf der heide 
dich brach die kraftdurchfreude. (mascha kaleko, 1907-1975) 

i once had a beautiful fatherland 
so sung the refugee heine 
his stood next to the rhine 
mine on the markian sands. 
we all once had one (see above). 
it got devoured by pestulence, it broke apart in its fall. 
oh little rose on the heath 
you were broken by strengththroughjoy. 

allmählich entdeckte sie neue linien im gesicht der landschaft. 
ackerflächen, deren 
grenzen in einem anderen winkel zum horizont verliefen als die uralten 
grabenrunzeln der erde früherer zeit. so schnell prägten die neuen züge 
sich nicht in 
die gesichter der erde. (christa wolf, *1929) 

slowly she discovered new lines in the face of the landscape. fields 
whose boundaries were running in different angles to the horizon than 
the ancient furrow marks of the earth of previous times. it wouldn't be 
that quick for the new contours to settle in the faces of the earth. 
thus, my first observation: 
  
while nature is never outside from what people experience and engage 
with (i.e., nature cannot be external to people... unspoilt or otherwise), 
considering nature outside of landscape is a necessary opening to get 
beyond the landscape genre and its conventions. 

this is likely to require radically different means to the framed picture 
plane and conventions of landscape compositions in painting. 
it's probably not by chance that these reconsiderations of nature hit me 
as i'm about to engulf myself in a week of facilitation training inspired 
by deep ecology and sustainability. it's a reconsideration that i avoided 
for a decade or more. so, i think it's high time. hello dartmoor, hello 
permaculture.

2. James Turrell | The Wolfsburg Project
in light there is (no) matter. 

http://www.youtube.com/watch?
v=QWekIcZaKns&feature=player_embedded

this one - like bethan huws - was in my diary since december. and with 
attempt number three, i not only saw the matter that light makes, but 
so did my parents. 
before we arrived, we laughed at the arrogant marketing that the City 
of Wolfsburg - Hitler's car city where the Beetle was first mass-produced 
- was of course with the Turrell's Wolfsburg Project the site of Turrell's 
largest installation in an exhibition 
space: 

http://www.youtube.com/watch?v=QWekIcZaKns&feature=player_embedded
http://www.youtube.com/watch?v=QWekIcZaKns&feature=player_embedded
http://www.youtube.com/watch?v=QWekIcZaKns&feature=player_embedded
http://www.youtube.com/watch?v=QWekIcZaKns&feature=player_embedded
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the main installation, Bridget's Bardo is a ganzfeld piece of two spaces 
that merge from one into the other: the viewing and the sensing space, 
separated by a sensor, you must not step into the viewing space. light 
changes and all the while you sense the view and wonder what that 
space is in front of you, a wall, a cube or simply nothing in colours that 
change as the light changes. 
and you wonder and wonder. the separating between viewing and 
sensing space are sharp corners in space. but behind or in front of the 
planes become depths and you see nothing but colour. all around you 
and in so doing colour becomes you. 
at the back of the installations are two rectangles, one at the top where 
the bridge lead down, one at the bottom where steps lead down to the 
floor below. of distinct and separate colour they appear as planes again, 
not as openings. 
small groups of people spend ten minutes as light and are encouraged 
to go again, as many do. second time round i begin to see some 
shadows, not on the walls nor ceiling, but on the floor, looking back into 
the piece.

3 observations on landscape (iii) 
Monday 12 April 2010 
observation (iii) is putting into words the experience that was so eagerly 
anticipated: 

3. bethan huws's il est comme un saint dans sa niche, il ne 
bouge pas, kestner gesellschaft, hanover
the first piece of her i saw - or rather: read about - was the lake writing 
or lake piece (1991). [with a review and an installation shot here] 
it was shown to me by someone who had fallen in love with text, words 
and the discursive possibilities of art. and it was shown to me at a time 
when i was glad to revel in the immediacy of artistic practice after 
turning away from word-laden or - leaden (?) academia. 
and nonetheless: i think i pretty well caught the same falling movement 
(happiness drip, drapping downwards as rilke wondered and twombly 
installed here) and wanted to see, read, know and understand more. 
singing to the sea was the first actual experience of huws's work. 
and now a show that was enframed by huws statement that she 'does 
Duchamp like she does crosswords'; and the exhibition spaces itself 

announcing at its start: 'why do we keep creating more artworks if we 
don't understand the ones we've got'. the show gives insight (as well as 
positing so many more questions) into huws's 
approach towards duchamp's work, the search for meaning-making in 
art and language. the ambiguity of translation processes from her 
native welsh, english and french figure throughout - in various ready-
mades, the films 'fountain' and 'the chocolate bar'. 
the most expansive (if only in terms of physical space) of her works in 
the hanover show is the marriage (marier quc a quc: also, to unite two 

separate objects) of 
her installation space 
the forest (made up 
of many, many bottle 
driers, another ready- 
made of Duchamp) 
with the wedding 
video she screened 
originally inside a 
woodland (a marriage 
in the king's forrest).

much of her art 
seems pared down, 
stripped back to some 
key questions of 
meaning-making and 
the relation this quest 
establishes between 

subjects and objects (though agent and receptor isn't clear-cut here). 
there is something in her work that seems to me very dateable: it 
reflects a pre-occupation with text and discursiveness i know from my 
own academic work.  there is something in this that, in an academic 
context, i would refute: notably her attempt to make everything 
transparent by ever more circles of reflective practice. it's a practice 
which is necessary but remains, in my mind, futile: not everything of 
who i is can be rendered discursive and transparent. 
there are many openings towards academic work practice and artistic 
possibilities in this. textual art works is something of an unknown to 
me. almost deliberately i stayed away from text because it was too 
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closely tagged to academic work. i think that division can no longer be 
upheld. 
but this is really about an observation on landscape. it's a tentative one 
and takes us back to nature and the opening of different media 
required. it is glimpsed at in the forest marriage of bottle driers and a 
rather ordinary wedding video: of how meaning-making takes mundane 
forms and combines diverse media. and the attentiveness and searching 
nature of huws artistic practice provides inspiration. 
so, that's the observation (iii) on landscape. 
her lake piece may prove a good walking companion for this.

Assignment 1 : Mark and Tone
Made objects drawn with dip pen on A3 paper 
I think about the suitable setup and objects, set objects up initially 
and move them around. I consider the light source, arrange this and 
move it around. I do the first sketch. Assess it - for the made objects: 
a different texture was needed (unpack the biscuit); move the objects 
so that the shiney table surface reflects; adjust the distance bewteen 
different objects; remove the glasses to simplify the arrangment. 
Do another sketch. Another assessment of using a different surface 
as well as different shape makes me introduce the glass that lies 
down. Rather than doing another prelim sketch I decide to start the 
main drawing and work on it, deciding the texture (smudged ink) on 
the basis of the sketchbook annotations. 
I included every object of the composition in the drawing - this was 
intentional: 
there was little (or nothing?) in it that was not meant to be there. The 
ceramic objects did all have decorations on it, dots on the mug; birds 
on the jug and flowers on the plate. I reproduced a few of the flowers 
on the plate but omitted all the others - they seemed purely 
decorative and I wanted to contentrate on shapes, textures and 
shadows for the assignment. 

The setup of the arrangement was represented well and pretty 
accurately in the drawing. The shapes have similar weightings and 
dimensions and are in the actual distance from each other - here, 
the patterned lines on the table clothes worked well for ensuring the 
measurements were right. 
The composition sits well on the page, I wondered about the 
prominence of the table cloth but I do think it works in the whole 
composition. If I had more time I would have liked to try it out on a 
bigger paper. I was conscious of the permanence of the ink marks 
and had briefly wondered whether to start with pencil drawings for 
the main objects but had decided against it; the shape of the mug 
was tricky (and was so in the prelim studies too): it is very wide and 
solid. So, it got reworked a few times. The hatching on the mug is 
possibly the most clumsy one. For the glass and the jug, I employed 
fairly decisive marks: smudging for the glass, minimal hatching for 
the jug, these are probably more successful than on the jug. 
Sticking with the drawing for 2.5 hrs took however care of some of 
the difficulties as there was enough time to work and keep working. 
So, the timeframe of at least 2 hrs was a bit worrysome to start with 
but was in many ways the easiest way to address my usual fear of 
being finished too early. Good learning experience: set a longer 
timeframe and just stick with it. 

Natural objects with pencils on A2 paper 
The reflective surface of the table was something from the earlier 
setup was something I wanted to keep. Also, the two light sources 
made a range of shadows and reflections to work with. 
I contemplated to continue working with the seashells but decided to 
try to work with the roundness and subtly different textures of 
grapefruit/pear and tomatoes. 
Setup 1 is the study that I went with for the assignment proper; I then 
moved the objects further apart to emphasise the space between, 
but in that study it didn't hold enough tension to continue. But still: 
there is probably something to explore further. 
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After modelling the shapes and their relationships to each other, I 
concentrated on the shadows, their variations and the reflections 
therein. I then kept working on modelling the roundness and surface 
texture of the different objects. Going from one object to another and 
back again, it became clear what other work needed doing. 
Working with the pencils was a lot easier than the ink, rather than 
hatching I tried to subtly model the value evenly in the particulary 
shapes. 
The points from above as to difficulties; accurate representation and 
the composition apply to this drawing too.
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Assignment 1 : Tutor Report

 1 

 

 
Tutor Report Form 
 
Student name:  Gesa Helms 
Student number:  492645 
Course/Module title: Drawing 1: Start Drawing 
Assignment number: 1 
 
 
Dear Gesa, 
 
Many thanks for your first Assignment I am sorry for the slight delay I was away 
for a week in Scotland. 
 
Overall Comments 
The standard of the work you have presented for this Assignment is satisfactory 
and you are obviously working very hard which is good to see. However you need 
to be aware of the requirements on page 40 that recommends samples of the 
work you have done on the exercises. I think you can select more and reduce the 
amount that you are sending a little because I am able to ascertain your standard 
quite quickly. Please also remember to write your student number on the back of 
each drawing and study. I also like my students to write pencil comments on the 
back of each exercise / assignment study as they complete the drawing. This 
gives me an idea of your immediate thoughts about the drawing as you complete 
it. These thoughts can often get lost or diluted in the process of writing up your log 
or blog. My main concerns with this Assignment work is with your description of 
form and viewpoint that is a little shaky in places. Your mark making and shading 
also requires a little more discipline and refinement. I will obviously go into detail 
in my feedback and give you some advice and targets to work to improve your 
standard. 
Feedback on assignment 
Your mark making sheets are using a great variety of media, they are loose 
and experimental which is good to see. However I would also like to see more 
organized and tight, refined mark making so that I can see variety. Remember 
that these exercises are preparations for versatility in drawing and I therefore 
need to see the refined as well as the loose and experimental. If you look at 
great artists drawings such as Corot you will see him use a huge range of 
marks from sensitive and tight to loose and improvised. I recommend you look 
at Corot (Louvre Drawing Gallery by Arlette Serullaz). 
 

 2 

 When I look at your drawings for the project on Basic Shapes and 
Fundamental Form I notice that you have some uncertainty in construction. 
This is particularly apparent in your use of line that can look uncertain and a 
little shaky. There is nothing wrong with restating line but you must refine lines 
in order to ensure that the forms look solid and confident. Both the pencil 
drawing and the ink drawing of the carton, bottles, champagne bottle, olive oil 
can and jug show uncertainty of line particularly in the ellipses that form the 
rims and the bases of the objects. Be aware of viewpoint –are we looking from 
the side or from above? In the ink drawing be aware also of the importance of 
the line of the table that will help you to relate positive and negative shapes. 
 
The ink tone and form drawing suffers from similar problems of uncertainty of 
form and viewpoint. Are we looking at the tin (?) in the left foreground from 
above or from the side? If you are describing tone ensure that you’re hatching 
and cross-hatching is tighter. Try running a light wash of ink over surface in 
the areas of shadow. 
 
The smaller charcoal reflective light drawing has strong elongated shadows 
that indicate a strong light source. Yet there is little indication of light and dark 
surfaces on the objects. The objects have been rather overworked and you 
need to apply a putty rubber to create the highlights needed to indicate the 
strong directional light source. A putty rubber is an essential drawing tool for 
both graphite and charcoal drawings for creating highlights and dynamic 
contrasts. Take care to refine and describe the rim of the watering can. The 
study in your sketchbook is much better than this drawing. The second larger 
reflective light charcoal drawing of the bowl and two jugs has a better sense of 
light but looks a rather rushed drawing. Again there are slight uncertainties in 
viewpoint and the bowl on the right tilts slightly towards the viewer. 
 
The ink texture drawing has some nice qualities such as the rapidly 
crosshatched background and a variety of loose mark making. The woolen or 
knitted garments come across well. But if you analyze the drawing the 
weaknesses are apparent in construction of form, composition and tone. If 
you asked a spectator to identify all the objects in your drawing they would 
have trouble with this identification process –why? 
 
The forms have been constructed in such a way that they tend in places to 
merge in with the background and lose their solidity. The ink bottle top has 
lost it’s shape and form and become a blot. The shell is merging into the table 
and there is a tube-like object that is unidentifiable (possibly rolled paper) next 
to the decorated cube vase. 
 
Think more about composition – how are you going to interest your spectator 
in this drawing? Is the eye being led into the drawing to a particular object of 
importance or a focal point? The answers to these questions give you the key 
to the improvements you need to make. 
 
Think also about implying the surface of the table other than using decoration 
or pattern. You need to employ a range of tones to imply surface. 
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The two still life drawings of fruit and shells are competent; the fruit drawing is 
more effective with some better observational work. The fruit studies need 
more contrasts between light and dark particularly on the skin of the 
Clementine and pear. There should be a greater difference between the 
immediate shadows under the fruit and the diffused shadow that is cast by the 
fruit. 
 
It is a shame that the drawing of shells is so small on such a large sheet of 
paper – why not use the size of the paper and make a much larger drawing. 
Where you have described the edges and depth of the shell as it rests against 
another, the drawing becomes much stronger. 
 
 
The man made objects drawing in ink is much more a drawing about mark 
making with hatching and stippling. The drawing has not corrected the 
distortions in the tall jug. The rim of the jug is titled towards us yet we are 
looking at the objects from the side. The handle on the jug looks like an add-
on rather than an attachment. The lid in the foreground is rather uncertain in 
form. 
Finally, the negative shape drawing of the flowerpots works quite well except 
for the distortions of form particularly the eclipse shapes needed to form the 
rims of the flowerpots. I am also not sure if the pots are on a shelf or not. 
 
 
Sketchbooks, Learning logs/critical essays 
 
I have read your blog and looked at your sketchbook – the sketchbook is the 
strongest element in your work because it shows your visual interests, process 
and experiments. Keep this up. Your evaluation needs to analyze and address 
your weaknesses –particularly construction and refining of form. I am going to 
suggest that you study in detail some artists who are particularly strong on still life 
forms in your suggested reading and viewing. 
 
Suggested reading/viewing  
 
I have already mentioned Corot‘s drawings but I would also like you to look at 
artists who specialize in Still life as well as the supreme draughtsman such as 
Ingres and Rubens. Please study the work of Chardin with a view to correcting the 
faults within your still life forms – look carefully at paintings such as Glass of water 
and coffee pot (1760), look at both the drawings and paintings of Giorgio morandi 
and read the Mysteries of the Rectangle by Siri Hustvedt paying particular 
attention to the chapter on Chardin entitled Man with the red crayon and the 
chapter on Morandi entitled Giorgio Morandi not just bottles. 
Conclusion and Targets 
My main concern with the work you have presented is the definition of form and 
the refining of your drawing skills. This means practice and discipline I am afraid. 
Your drawing is nice and loose but it lacks the discipline to be able to improvise 
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and experiment effectively. If you go back and practice these disciplines it will 
underpin, strengthen your desire to experiment, explore and improvise. 
My targets for you are therefore to improve your definition of form, to refine your 
interpretation of tone and shading, to be clear and confident about your viewpoint. 
Practice the fundamental forms; think about context, construction and 
composition. 
  
 
Yours sincerely 
 
Richard Liley 
 
 
 
Tutor name:  RICHARD LILEY 
Date  12/5/10 
Next assignment due 8/7/10 
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Response to tutor report
Uncertainty in construction; restating of line is necessary to ensure 
that forms look solid and confident; this is especially visible in 
! ellipses at rim and base
! identification of viewpoint: do we look from above or the side
!
Construction also to be aided by more consideration of markmaking 
and tone; notably:
! more tight and refined marks - necessary to build up versatility
! more refinement of light and dark surfaces such as use of putty 
rubber on charcoal and graphite for creating hightlights and dynamic 
contrasts; again: lack of contrast in other studies noted too; also: the 
different types of shadows in the image
! Surface to be indicated by tone rather than just pattern or 
decoration
! Ink texture drawing displays many of those weaknesses: form 
construction lets them merge with background and thus lose their 
solidity
!
Main concerns: definition of form and refining of drawing skills 
(interpretation of tone and shading; confidence about viewpoint);
Discipline is needed to be able to improvise and experiment 
effectively

"Please study the work of Chardin with a view to correcting the faults 
within your still life forms - look carefully at paintings such as Glass 
of water and coffee pot (1760), look at both the drawings and 
paintings of Giorgio Morandi and read the Mysteries of the 
Rectangle by Siri Hustvedt paying particular attention to the chapter 
on Chardin entitled Man with the red crayon and the chapter on 
Morandi entitled Giorgio Morandi not just bottles."

Water glass and coffee pot.

Chardin's 'Glass of Water and Coffee Pot' contains many of the key elements 
of his deceptively simple still lifes. His subject matter is always secondary to 
his search for the compositional balance of tone and colour. The subject 
comprises three common kitchen items arranged on a concrete shelf: a 
glass of water, a charred copper coffee pot and a few  cloves of garlic. It is 
the harmonies and contrasts that he builds into the visual elements of these 
ordinary objects that make this painting extraordinary.
The glass and coffee pot are both truncated cones, but the shape of one is 
an inversion of the other. The juxtaposition of these two forms creates a 
dialogue between their geometric shapes (mouse over the image to view). 
This visual exchange continues through other elements: the glass is light, 
transparent, cold, smooth and reflective, while the coffee pot is dark, 
opaque, warm, rough and charred with soot. Even the details of these 
objects are carefully balanced as the handle of the coffee pot and the glass 
from the water level up, both occupy the same horizontal strip on the picture 
plane (mouse over the image to view).
Chardin balances the tonal values of the glass and the coffee pot by creating 
a counterchange with the background. He carefully graduates the tone of the 
background from dark on the right to light on the left. This results in a 
contrast with both objects: the glass looks brighter against its dark 
background while the coffee pot looks darker as its background becomes 
lighter.
There is a basic rule of composition that states you should not have a long 
unbroken line parallel to the bottom of the picture, as this creates an area of 
'dead space'. Chardin introduces the garlic and its foliage to break the long 
line of the shelf and to enhance the illusion of space at the front of the 
picture. They also act as a compositional device to lead the viewer's eye into 
the painting and to link all the objects together. As softer organic forms, they 
create a welcome contrast to the hard geometric shapes of the glass and 
coffee pot.
http://www.artyfactory.com/art_appreciation/still_life/chardin/chardin.htm

Excerpt from Hustvedt along with notation of Glass of water in 
colour/ b&w

- notable: marks, composition but also stillness and emotional 
response in stillness/repetition/recognition

http://www.artyfactory.com/art_appreciation/still_life/chardin/chardin.htm
http://www.artyfactory.com/art_appreciation/still_life/chardin/chardin.htm
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Chardin, Jean-Siméon    (1699–1779). French painter of still life and 
genre. He was the exact contemporary of Boucher but his contrast in every 
way, representing the naturalistic tendency that persisted through the 18th 
century alongside the more fashionable Rococo. Chardin was born in Paris 
and trained with the minor painter Pierre-Jacques Cazes (1676–1754). He 
had his first public success in 1728 when he exhibited The Rayfish (Paris, 
Louvre) at the annual open-air exhibition in the Place Dauphine. This led to 
his acceptance into the Académie Royale (see under Paris) later that year as 
a painter of ‘animals and fruit’. His early still lifes depict simple groups of 
game, fruit, and humble household utensils arranged on a stone shelf or 
plain linen cloth. They are soberly painted and use a limited palette. This 
simplicity contrasts with the lavish abundance and rich objects in the 
pictures of such Flemish and French still-life practitioners as Jan Weenix 
and Oudry. It is less a reflection of the relatively modest milieu that 
Chardin undoubtedly moved in at this time than a function of his search for 
architectonic strength of composition and the technical means to express as 
directly as possible the physicality of the things he depicted. A fine example 
of this early phase of Chardin's still-life style is The Copper Cistern (c. 
1734; Paris, Louvre).

From the mid-1730s Chardin began to paint genre scenes depicting the 
small events of bourgeois domestic life in unadorned interiors. These 
pictures, usually with no more than two figures—typically a female servant 
and a child—are in the tradition of the Dutch 17th-century cabinet paintings 
that were so avidly collected in 18th-century France. But their atmosphere 
of calm and order, Chardin's eschewal of the anecdotalism and elaborate 
symbolism of their Dutch prototypes, and an unmistakably French elegance 
give them a uniquely attractive character. Such works as The Housekeeper 
(1738; Ottawa, NG Canada) and Grace (1740; Paris, Louvre) point their 
gentle morals with simplicity and understatement. They quickly attracted 
royal and aristocratic patrons and through engravings by Charles-Nicolas 
Cochin and others became Chardin's most popular works in his lifetime, a 
status that grew rather than diminished in the 20th century.

From 1748 Chardin returned to an almost exclusive concentration on still 
life. In this third phase of his career his compositions were more ambitious, 
the array of objects more complex, and their nature more expensive. At the 
extreme, in such elaborate paintings as The Attributes of the Arts and The 
Attributes of Music (1765; Paris, Louvre), this reflected the demands of his 
rich (in this case royal) patrons for works to fit into sumptuous Rococo 
decorative schemes. Nevertheless in the smaller pictures that comprised the 
generality of his output, though the food was more expensive and pottery 
had been replaced by porcelain and glass, Chardin was still exploring with 
great subtlety both the effects of composition and the painterly means to 
express the different materialities of the objects in front of him. It was 
paintings such as The Jar of Olives (1760; Paris Louvre) that Diderot 
praised with enthusiasm, regarding Chardin as one of the best colourists and 
most adroit manipulators of paint of the 18th century. This is an assessment 
that subsequent critics, collectors, and, above all, artists have endorsed, 
giving Chardin his place as the greatest French still-life painter at least until 
Cézanne, and as one of the greatest pure painters of realistic form that the 
world has known.

At the end of his long life, suffering from eye troubles, Chardin turned to 
pastel as a medium, executing a number of portraits of family and friends. 
These include two self-portraits (1771 and 1775; Paris, Louvre) and exhibit 
the same qualities of direct, unflattering observation and probity of 
technical means as do the best of the still lifes. Throughout his career 
Chardin was a regular exhibitor at the Paris Salon, and from 1755 in his 
twin roles as treasurer and tapissier of the Académie Royale was 
responsible for the difficult task of hanging the pictures at the exhibition. 

Harold Osborne / Marc Jordan 
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Exercise 1: Proportions

The	instructions	call	for	familiarity	with	figure	and	pose	
in	quick	2-minutes	sketches	and	boldness.	Yet:	if	this	is	
about	measuring	and	proportions,	the	detail	and	attention	
to	measuring	seems	to	stand	(at	least	for	me)	in	the	way	
of	boldness.	So:	the	sketches	took	longer	than	2	minutes;	
they	weren’t	particularly	bold.	But:	tightness	and	accuracy	is	
more	a	goal	for	my	drawing	development	than	loseness	and	
boldness.	

The	figure	is	a	familiar	one	and	yet	I	am	struck	with	how	
much	I	assume	(and	do	so	wrongly)	about	its	dimensions	
and	shape.	The	head	has	been	used	as	measurement	unit	
throughout	and	for	the	upright	figure,	the	body	makes	6.5	
times	the	head.

The	sketches	are	done	on	A2	paper.	Charcoal	was	used	for	
the	initial	10-minute	drawings	-	I	did	two;	then	changed	to	
pencil	and	did	another	two	with	a	slightly	altered	pose.

I	am	drawing	a	clothed	figure	-	this	is	only	the	third	
time	I	am	doing	so	and	the	lack	of	reference	points	
on	the	body	make	this	very	hard:	I	cannot	see	the	
shoulder,	the	hip	points	and	the	knees	to	get	a	
sense	of	direction,	leaning	and	general	anatomy.	
So,	I	am	concentrating	on	porportions	and	relation-
ships	instead:	using	the	head	as	measurement	and	
putting	drop	lines	in	place	to	get	a	sense	of	leaning/
direction.

The	pencil	seems	more	intuitive	and	allows	me	to	
draw	more	careful	lines	and	markings.	-	With	the	
charcoal	I	feel	I	am	rather	quickly	finished.	A	feeling	
I	don’t	have	with	the	pencil.	I	restate	but	am	trying	
hard	to	produce	more	decisive	lines	rather	than	a	
mishmash	of	too	many	undecided	lines.

The	anchor	points	are	important:	Door	frame,	floor	
and	chair.	They	position	the	figure	in	space.	They	
do	so	in	particular	if	the	time’s	too	short	for	more	
detailed	(or	precise)	feet	positionings.	(These	are	
early	pointers	to	Euan	Uglow’s	method	of	precise	
and	frequent	measurement	with	external	fix	points,	
string,	charcoal	and	plumb	lines).

Figure 1: clothed figure in pencil, 15 min

Figure 2: clothed figure in pencil, 1 hr pose,
sight-sizing
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Planes and shapes
I	can	see	much	of	the	back	curving	towards	the	door	frame;	the	arms	are	clearly	visible	and	their	
shapes	(tubes,	with	variations	to	account	for	joints	-	wrist	and	elbow);	the	torso	front	is	mostly	cov-
ered	and	so	are	the	legs.	The	legs	are	the	most	problematic	area	to	view	and	draw.	Their	angles	
are	visible	but	the	knee	is	difficult	to	discern,	also	the	ankle	or	indeed	any	muscles.	These	are	
tasks	developed	in	later	exercises	during	life	drawing	classes.

With	most	of	the	shapes	and	planes	I	do	feel	more	confident	-	having	focussed	on	them	before,	
but	proportions,	actual	directions	and	relationships	are	a	weaker	point	of	my	life	drawing	practice.

The	longer	pose	is	done	on	a	different	day	and	I	start	with	some	more	sketches	-	working	in	pencil.	
For	measurement	I	am	trying	out	to	use	the	sizing	with	the	pencil	as	actual	1:1	translation	onto	the	
paper;	rather	than	adjusting	to	a	different	scale	on	the	paper.	This	works	well	in	the	second	sketch	
and	is	used	for	the	actual	figure	drawing.

The	sketches	again	are	helping	to	clarify	relationships	and	angles.

Problem areas
•	 angles	of	upper	legs
•	 knees	and	complex	joints
•	 neck,	position	and	leaning	of	head	in	relationship	to	torso
•	 the	frequent	movement	of	hands	and	feet...	I	had	to	decide	where	to	place	them,	but	then	

found	that	I	could	not	observe	that	position	again

Figure 3: short sketches of leg, feet and knees, pencil
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Exercise 2 : Gesture From previous gesture drawings I emember the extent to 
which they were about pushing lines and curves further to 

amplify them - calling indeed for boldness
From the first set of  2-minutes sketches I realised that the 

task of  keeping measuring and getting proportions cor-
rectly collides easily with time limits.

Are these more generally two conflicting requirements?
Of  proportions and of  gesture?

How are they combined in practice?

Some instructions on gesture drawing

Beginning:
Remember, a gesture is an essential drawing, not a de-
tailed work, we just don't have time and that's the beauty 
in it - you can only get down a few key truths - things that 
really matter! Oh - don't forget to SQUINT! ( this will 
help you see the big shapes, big values and key negative 
shapes).
Middle: 
Long lines are better than short ones. They help to guide 
you to related shapes. Finding shapes that connect to each 
other in a rhythmic manner is what you are trying to do, 
and pushing the pose gives it a sense of  excitement and 
movement.
Finishing: 
The final strokes are for adding a bit of  anatomy if  neces-
sary. A neat trick for a quick drawing or painting is adding 
a bit of  finish to the joints. The rest of  the work can be 
left alone and - oddly - the mind of  the viewer will regis-
ter: "human!" 
[...]  When the asymmetry of  the body flows within 
itself, when the hip is weighted and pushes the leg to the 
ground and probably most of  all, when all those beautiful 
"S" curves we humans have become evident in your draw-
ings, THAT is when rhythm is working and breathing 
through your drawing!

Figure 4: blind gesture drawings, 
Conte, 2 min each

Other advice:
• move the arm, not just hand/ wrist;
• draw large 
• squint to identify major forms

He draws with:
I use very very sharp charcoal pencils, wolff's car-
bon and conte black crayon pencils to draw. They 
will have a 16 degree, tapered point sharpened 
with a hobby knife or a bare, straight-edge razor 
blade. sandpaper is used to fine-tune each point so 
it's smooth and tapers nicely. this long ( 1-2") bare 
"lead" will allow you to "paint" quickly when you 
need to add some value or a broader ( by using the 
broad side of  the pencil), soft stroke to create a core 
shadow, say, or hair. Finally, you have a sharp, fine 
tip at your disposal when you need to craft an edge

Source:
Kevin Wueste, 2009,  Figure Drawing Workshop #2 The 
Gesture & Quick Poses, on http://www.wetcanvas.com/
forums/showthread.php?t=574793
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Kaupelis	(1980:	22)	invites	you	to	
trace	and	follow	Rafael’s	hand	as	it	
chases	over	the	paper.
The	figures	are	outlines	and	face,	yet	
the	redrawing	(circular	it	seems)	of	
the	contours	creates	so	much	move-
ment	in	a	still	pose.
Similarly,	the		expression	on	the	two	
faces	are	remarkable.	They	are	far	
darker	drawn	than	the	rest	(except	
the	boys	lower	body)	of	the	sketch	
and	thus	radiate.
There	is	only	one	suggestion	of	
shade,	the	woman’s	face	with	a	bit	of	
hatching.
The	movement	in	the	pose	is	aston-
ishing	-	the	boy	reaching,	her	left	
touching	the	boy	while	with	the	other	
holding	the	book.

Figure 6: Raphael, Madonna reading in a landscape, 
c1513

Pen and ink, 19.3x15.2 cm,
Source: Kaupelis, 1980, Experimental Drawing, p. 22

Figure 5: gesture drawings, Conte, 5 
min each

Figure 5: gesture drawings, char-
coal, 2 min each

Dynamic	tonal	gesture	drawings	with	pres-
sure	applied	for	tone	of	conte	or	charcoal.

The	poses	are	from	a	life	class	-	with	energy	
and	dynamism.	Done	on	day	2	of	a	two-day	
course	they	show	the	concentrated	focus	
achieved	in	longer	sessions	-	although	they	
are	‘merely’	warm	ups.
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Exercise 3 : Form Essential shapes
How simply can the body be broken down?

Initially, I struggled with simple cylinders as form.

Yes, I do apply abstraction of shape when looking at 
negative spaces, trapped forms and shadow shapes.

Figure 7: 30 min drawing, pencil

Essential shapes
The	second	one	of	close	proximity	
drawings,	looking	down	on	seated	
subject.
There	is	a	slight	twist	in	torso	with	left	
should	further	forward.
The	right	leg	has	been	reworked,	while	
fairly	confident	that	the	measurements	
are	correct,	it	looks	very	foreshortened.

This	is	a	second	attempt.	This	time	
on	a	low	seat,	sitting	in	front	of	
model.
Again:	close	proximity,	so,	right	leg	
and	arm	are	closest	to	me.	The	
right	knee	is	facing	me	and	that	is	
articulated	well.
The	right	hand	is	moving	fast	and	
I	captured	two	lines	of	that	move-
ment	(which	accounts	for	its	size).	
Nonetheless,	the	right	lower	arm	
may	be	slightly	too	large.

Difficulty:	trusting	measurement	
rather	than	assumed	knowledge.

Figure 8: 45 min drawing, pencil
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Essential elements
A	series	of	poses	-	mostly	lasting	between	30-45	min	rath-
er	than	10	min	to	explore	different	elements,	in	tone.	There	
has	been	fiddling	with	detail	-	as	the	time	was	longer.
Consequentially,	most	figures	are	well	balanced,	the	
poses	captured.
Most	of	the	life	class	drawings	are	drawn	from	a	consider-
able	distance	-	5-8	mtrs	usually,	there	is	something	rather	
appealing	about	the	close-ups,	see	Essential	shapes.	
They	are	difficult	to	draw	because	of	the	strong	effect	of	
foreshortening	and	distance,	yet	when	this	is	captured	
in	the	drawing,	the	‘pull’	towards	the	model	and	into	the	
picture	plane	intrigues	me.	It	is	less	a	distanced,	abstract	
object	that	is	captured,	but	a	person	right	next	to	me.
As	for	direction of movement:	the	right	knee	in	the	sec-
ond	shape	drawing	(Figure	8)	is	an	example,	and	so	is	the	
torso	twist	in	Figure	10	and	the	legs	moving	towards	me	in	
the	lying	charcoal	pose	(Figure	11).

Figure 11: 30 min drawing, charcoal

Figure 10: 40 min drawing, charcoal and 
conte

Figure 9: 45 min drawing, conte
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Exercise 4 : Structure One of my first life drawing tutors specialised in anatomy, 
making us look for key bones and relationships: hip 

bones, rib cage, the central line, shapes of muscles, lines 
of ligaments between elbow and wrist, ear  and jaw.

Starting in line, these are the coordinates I look for. Pencil 
is the preferred medium but it means that tone is often 

omitted.

Anatomy of the life room and model
As	visible	from	previous	exercises:	most	of	my	drawings	were	done	during	life	classes	with	the	
use	of	a	professional	model.	I	opted	for	this	approach	so	as	to	be	able	to	focus	on	anatomy	of	a	
nude	model.	It	also	meant	I	didn’t	have	to	rely	too	much	on	favours	of	family	and	friends.
It	has	however	a	number	of	implications:
(a)	the	poses	were	not	of	my	own	chosing.	I	could	(within	limits)	only	chose	the	position	of	myself	
in	relation	to	the	model
(b)	timings	were	often	not	of	my	own	chosing	either
(c)	lighting	could	be	odd	(often	diffuse	headlight	in	class	rooms	rather	than	dedicated	light	source)
(d)	poses	and	models	could	not	be	revisited.

Nonetheless,	these	limitations	are	outweighed	by
(a)	continuity	of	dedicated	practice
(b)	professional	poses	and	confidence	in	ability	of	models
(c)	peer	support	and	some	input	from	tutors	too
(d)	not	being	limited	to	small	space	setup	at	home

Drawings one, two and three
Due	to	the	life	class	approach,	the	se-
lection	of	drawings	for	this	exercise	was	
done	retrospectively.	There	also	don’t	
exist	many	sketchbook	studies	as	most	
of	the	work	was	done	on	loose	sheets.	
However,	all	sessions	from	which	this	set	
of	poses	originate,	were	of	2	hrs	length	
with	a	series	of	short	poses	to	familiarise	
with	model.

If	unprompted,	I	opt	for	a	2b,	4b,	6b	pen-
cil	as	medium	(preferred:	2b).	It	doesn’t	
produce	tone	easily	but	allows	to	work	on	
line	definition	-	something	that	I	took	from	
A1	feedback	to	develop	more	confident,	
decisive	marks.

Figure 12: 40 min drawing, 
pencil and graphite
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Here,	I	tried	some	tonal	drawings	with	compressed	charcoal	(Fig	14)	but	struggle	to	identify	struc-
ture	sufficiently	in	that	medium.	I	contrast	it	with	same	pose	done	(from	other	side	of	model)	in	
pencil:	relationship	of	forms	as	well	as	gravity	of	pose	and	its	angles	is	much	better	expressed	in	
the	pencil	drawing	(Fig	13),	done	after	the	charocal	drawing.

The	seated	pencil	figure	(Fig	13)	is	well	proportioned	and	possesses	good	sense	of	structure	and	
form.	The	standing	figure	(Fig	12)	has	some	proportional	issues:	his	legs	(upper	thighs	in	particu-
lar)	are	too	long,	feet	too	small	(these	feet	would	not	allow	anybody	to	stand	up	and	walk	around.	
I	include	it	here,	however	as	the	definition	of	upper	body,	should	and	arms	is	well	worked	out.	The	
figure	in	fact	leans	on	a	pole	(as	Fig	10),	the	pole	being	invisible	from	this	position.	It	causes	the	
upper	torso	to	lean	backwards	while	calling	for	plenty	of	muscle	tension.	The	slight	angle	caused	
and	the	muscles	tensed	are	visible	in	drawing.

Figure 13: 40 min drawing, pencil Figure 14: 40 min drawing, compressed charcoal
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Figure 15: 40 min drawing, pencil

Foreshortening	has	been	a	frequent	and	intriguing	theme	in	earlier	studies.	So	much	so,	that	
on	one	long	pose	(lying	male	model)	I	deliberately	chose	positions	with	strong	foreshortening	
(see	Figure	11,	Figure	15).	Here,	the	instruction	are	not	followed	(focusing	on	head)	but	instead	I	
focused	on	one	of	my	problem	areas	(legs,	knees	and	feet).
The	drawing	position	chosen	for	the	lying	pose	(Fig	15)	has	produced	the	strongest	foreshorten-
ing	so	far	and	I	feel	that,	while	a	quicker,	more	losely	worked	sketch	than	Fig	12	and	13,	it	is	one	
of	the	most	successful	drawings	up	to	this	point.
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Exercise 5 : Clothed figure Clothes: they obscure, cover up and make proper.
My first exercises saw me struggling with anatomy under 
clothes; so much so that I sought out plenty of life draw-

ing sessions to do away with the hindrance.
That I couldn’t do fold well only transpired later. 

The clothed figure in graphite is a self portrait that also 
gets to grips with tone and shadow.

This	one	prove	the	most	difficult	to	
put	into	practice:	I	seemed	to	be	
without	model.	My	plans	never	ma-
terialised.	I	had	several	attempts	at	
drawing	the	folds	into	squares.	And	
again,	my	model	avaded	me.
So	much	so	that	I	settled	for	a	self-
portrait.	Myself	in	fold	in	a	mirror.	It	
is	delineated	by	the	mirror	-	so	no	
flowing	blankets	or	bedsheets	as	the	
mirror	is	a	narrow	one.

After	a	series	of	self	portraits	of	head/
upper	body,	this	is	the	first	in	full	
figure.	

The	top	is	well	suited:	fine	silk	floats	
above	a	fitted	vest.	Thus,	almost	by	
virtue	of	cloth	does	it	show	the	body	
underneath	the	cloth.

First	drawn	in	pencil,	I	kept	rework-
ing	and	reworking	over	the	top	to	
give	a	sense	of	tonal	range	and	
shadow;	and	surprised	myself	how	
it	did	emerge	after	a	couple	of	going	
overs.	The	light	came	from	my	right	
side	(daylight),	There	are	some	more	
delicate	soft	edges	(front)alongside	
the	harder	ones	(such	as	modelled	
right	arm	and	left	torso).
The	folds	fall	rather	straightforwardly:
vertically	down	the	front;	they	create	 Figure 16: 90 min drawing, pencil and graphite
volume	on	the	front	as	well	as	on	the	top	of	the	left	arm.
The	lower	body	was	only	roughly	modelled:	the	major	folds	of	the	trousers	as	well	as	some	major	
shadows	(inner	thighs	and	around	feet).	Nonetheless,	I	feel	that	coarse	treatment	highlights	the	
major	aspect	of	the	drawing	-	the	folds	in	the	top	and	the	delicate	garment	rather	well.
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Hard and soft edges
One	of	the	main	problems	to	address	in	drawing	folds	is	the	management	of	hard	and	soft	edges.	
These	are	essential	for	modelling	a	3d	form	successfully.
The	decisiveness	of	my	line	work	saw	me	concentrating	on	line	more	than	on	tone.	So,	here,	the	
instructions	concerned	the	making	of	folds	by	line	only.	The	fabric	of	both	studies	above	is	that	of	
a	white	cotton	scarf.	Very	little	difference	across	the	material	other	than	the	folds	created	by	its	
lying	on	a	surface.	The	pencil	becomes	a	difficult	medium.	The	line	too	decisive	and	only	able	to	
create	hard	edges.	The	conte	is	more	pliable	to	softness.	It	is	line	(although	the	photo	now	shows	
plenty	of	sketchbook	smudge)	but	more	hazy,	subtle	and	thus	better	capable	of	depicting	the	
intermingling	of	soft	edges	along	some	harder	ones.

These	exercises	were	crucial	for	the	later	tonal	assignment	piece:	without	the	attention	paid	to	
hard/soft	edging,	I	would	have	struggled	much	more	with	the	tonal	assignment	-	of	cloth	but	also	
some	of	the	soft	object	surfaces	around	the	model.

Figure 18: 15 min drawing, conteFigure 17: 15 min, drawing, pencil 
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Fleetingness and looking carefully
In	various	sketchbooks	and	other	notebooks	
there	are	sketches	of	people.	The	first	ones	
were	shy	ones.	Do	not	stare;	don’t	let	them	
notice.

I	strongly	had	and	still	have	the	sense	that	
I	am	doing	something	illicit	when	draw-
ing	strangers.	Not	so	much	as	figures	in	a	
distance	but	when	I	try	to	catch	their	faces.	
Hence,	my	faces	look	seriously	odd,	they	
are	more	often	than	not	imagined.

However:	this	has	been	one	of	my	favour-
ite	sections.	‘Catching	fleeting	moments’	
is	something	that	much	of	my	outdoor	
sketching	has	always	attempted:	10-15	

mins	snatched,	
stolen,	when	in	
the	company	of	
non-sketching	
friends.

Thus,	identifica-
tion	and	catching	
of	such	fleeting-
ness	seemed	a	
fairly	easy	task.	
There	are	quite	
a	few	sketches,	
e.g.,	the	London	

Exercise 6 : The moving figure

ones	as	well	as	Berlin	S-Bahn	that	try	to	catch	gestures	-	‘essences’	in	
a	cautious	sense.	While	last	year’s	(such	as	London	ones,	Fig	19)	tried	
consciously	to	capture	outlines,	the	more	recent	ones	in	Berlin	(Fig	
20)	did	work	with	main	movements	of	the	figure:	that,	what	caught	my	
attentions	-	the	straight	back	of	the	boy,	the	ears	and	stretched	out	arm	
of	the	older	man	etc.	They	attempted	something	like	‘seeing	in	gesture/
movement’	rather	than	form.	It’s	a	mode	to	drop	into	and	at	various	
points,	e.g.	in	Graffiti	sketch	it	resolutely	didn’t	work.

So,	yes,	in	good	sessions	I	would	be	able	to	do	precisely	that:	to	cap-
ture	a	movement	or	characteristic	in	a	few	lines	-	notably,	the	lying	girl	
outside	the	British	Museum	(Fig	19,	right	hand)	as	well	as	some	others.	
Yet,	there	is	a	fine	line	between	exagerated	caricature	and	that	atten-
tive	capturing.

Figure 19: London, outside British Museum

Figure 20: S-Bahn, Berlin

Figure 21: London, Moving while reading leads to long legs
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In absence
Often,	my	sitters	moved	away	and	I	tried	to	fin-
ish	the	sketch	(Fig	21,	22).	-	Or,	as	in	case	of	
waitress	in	Graffiti	try	to	capture	the	figure	(Fig	
23,	top	left,	also,	Fig	25	bottom	right),	its	main	
form	and	gesture,	in	her	absence.	This	was	dif-
ficult.	

I	can’t	think	of	a	single	case	where	I	felt	I	suc-
ceeded.	It	seems	that	I	need	a	constant	going	
back	and	forth	between	subject	and	sketch.	
It’s	not	that	I	could	not	retain	the	image	-	that	
worked	okay	-	but	I	could	not	translate	that	
onto	paper.	It	feels	as	if	I	am	still	far	too	unfa-
miliar	with	human	form	to	be	able	to	improvise.	Figure 22: Perth, barely 10 sec in the same position

Figure 23: Berlin, Graffiti, waitdress in vain

What	a	contrast	to	the	Renaissance	
draughtsman	who	conjured	up	scenes	
from	recollection/	‘knowing’

Gesture and characteristic
Most	of	my	early	people	sketches	
tried	to	capture	form	and	outline	
(some	on	A4	in	large	sketchbook	cur-
rently	for	assessment).	
When	starting	again	on	the	people	
sketches	this	autumn,	I	tried	to	‘see’	
gesture	and	characteristic	rather	than	
outline	form.	With	some	of	the	sketch-
es,	that	worked	rather	well.	With	oth-
ers,	at	other	moments	not	at	all.	
There	is	a	line	of	progression	how-
ever:	after	a	series	of	failed	attempts,	
often	merely	producing	flat	faces	(see	
train	figure,	Fig	24,	there	comes	a	
quick	sketch	that	gets	to	the	person,	
seems	to	capture	what	has	previously	
evaded	me.	Here,	the	top	right	figure	
was	sketched	over	long	period	of	
time,	the	face	still	remaining	very	flat.	
Then,	the	sketch	to	the	right	came	
about,	getting	the	facial	planes	and	
his	expression.
Also,	the	sketch	to	the	left	captures	
form,	characteristic	and	hand	move-
ments	far	better	than	a	number	of	
preceeding	sketches.

Figure 24: Perth, train people
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Figure 25: Glasgow,
again a face staring back

Face, staring and pleasantry
I	seem	to	be	revolving	a	particular	issue:
the	relationship	between	‘sitter’	and	art-
ist.
What	concerned	me	most	in	the	people	
sketches	is	indeed	whether	I	can	‘steal’,	
‘stash’	or	‘sneak’	a	sketch.	Will	I	‘capture	
them’	before	they	notice.
Here,	their	faces	seemed	almost	impos-
sible	to	get	to	without	being	‘found	out’.
The	faces	that	looked	directly	back	bear	
witness	to	this,	as	the	student	in	Fig	25.

Less	acute,	this	also	applies	to	my	
friends	or	fellow	artists,	as	in	the	
sketch	meet,	Fig	26.	We	all	draw,	
but	I	was	the	only	one	to	draw	the	
others.	I	rushed,	again	embarassed	
as	to	whether	I	would	capture	the	
likeness	-	something	my	friend	
Tom,	on	the	left,	is	very	interested	
in.	All	the	while,	the	three	discuss	
how	they	hate	drawing	self	por-
traits:	as	these	show	up	all	their	
wrinkles.	With	the	youngest	of	them	
still	25	years	older	than	myself,	I	
was	listener	while	also	possibly	
instructed	to	omit	their	wrinkles.

Still,	looking	at	it	now,	I	can	see	both	Tom	and	Roberta	in	there.	What	triggers	the	recognition?
Of	all	the	questions	this	module	is	throwing	up,	these	around	portrai-
ture,	capture,	recognition	as	well	as	negotiating	the	relationship	be-
tween	model	(friend,	partner,	stranger)	and	myself	keep	intriguing	me.	
So	much	so,	that	they	need	considerable	further	exploration.

There	are	however,	a	
couple	of	gesture	of	
strangers	caught	that	
in	their	fleetingness	(or:	
the	drawing	of	move-
ment)	are	worthwhile,	
while	I	ask	myself	of	
how	to	facilitate	for	
more	sketches	like	
this:	a	man	moving	his	
coat	again	and	again	to	
adjust	his	back	pock-
ets	(Fig	27);	and	an	
old	man	who	is	all	hat,	
coath	and	baggy	trousers	(Fig	28).

Figure 26: Glasgow, Us sketchers

Figure 28: Edinburgh,old coupleFigure 27: Edinburgh, pockets
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Exercise 7 : Self portrait “I do not know myself in sketch.”

That is the sentence that has stubbornly gone through my 
head since I started thinking about self portraits. 

It remains, though with some qualifications.

Log and check (before the unknown)

The	head	and	face	as	overall	shapes	-	both	in	terms	
of	the	hair	volume	and	the	facial	plane	were	easily	
enough	identified.	These	have	also	throughout	the	
sketches	remained	surprisingly	unchanged.

Most	of	my	drawings	are	employing	line	rather	than	
tone.	In	fact,	I	went	back	to	do	some	more	focussing	
on	the	shaded	areas	particularly.

Solidity	is	not	a	function	of	tone	-	I	hadn’t	thought	
about	this	before,	but	going	back	through	some	of	the	
early	ink	drawings,	as	well	as	the	more	recently	pencil	
ones:	solidity	is	present	in	most	of	them.	There	are	
a	few	issues	with	scale	-	often	the	forehead,	which	if	
I’m	not	careful	is	too	short	-	but	in	terms	of	form	and	
solidity,	the	drawings	look	mostly	convincing.

They	look	less	convincing	when	individual	
features	are	concerned.	Notably:	the	eyes	
are	‘sealwoman	eyes’;	and	that	happens	on	
almost	all	of	them.	I	am	transfixed	by	the	
eyes	and	by	doing	so,	they	double	or	even	
triple	in	size.	I	didn’t	even	notice	unless	it	
was	pointed	out	to	me.	The	eyes	seem	like	
‘my	eyes’	but	that	their	scale	is	completely	
overblown	was	something	I	didn’t	easily	
recognise.

Figure 28: early self portrait

Figure 29: seal woman
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I	am	still	not	sure,	but	I	think	they	are	not	
symmetric.	In	my	drawings	they	are	clearly	
not,	but	when	I	carefully	observe,	it	strikes	
me	that	they	are	indeed	slightly	asymmetric.	
My	ears	are	of	different	height	-	something	
I	know	rather	than	what	I	saw	as	my	hair	
often	covers	them	and	I	rarely	see	both	at	
the	same	time.

My	mouth	usually	looks	pretty	spot	on.	The	
nose	seems	long,	longer	than	‘standard	
rules’	seem	to	suggest.	Again,	I	need	to	
check	and	measure	again	more	carefully.	
Also	the	consistency	of	such	long	nose	in	
all	of	the	drawings	seems	to	suggest	that	it	
may	be	correct.

And	yes,	I	frequently	readjusted	the	size	
of	the	head	-	usually	to	make	the	forehead	
taller;	but	most	intriguingly	also	in	the	sketch	
where	I	overdrew	a	small	head	on	body	with	
a	bigger	one.	It	was	an	early-morning,	half-
awake	sketch.	I	think	there	is	something	in	
it:	small	head	inside	bigger	head.	‘Put	your	
proper-sized	head	on!’	as	instruction	to	my-
self.	I	would	like	to	explore	that	a	bit	further.

I	remain	unsure	about	my	face’s	features:	
whether	I	capture	them,	whether	they	are	
symmetric,	whether	they	are	mine	at	all?
I	am	intrigued	by	that	unknowingness.	Of	
course,	part	of	it	is	the	inexperience	of	draw-
ing	portraits	as	such.	But	still,	it	seems	to	me	
that	there	is	more:

What	is	it	that	I	know	of	myself	in	the	mirror?
What	happens	when	I	go	and	draw	that?

--	What	is	it	that	I	see?	

By	implication	that	also	means:	What	do	I	not	
know	and	what	do	I	not	see?	What	is	drawn	
unbeknownst	to	me?

Figure 30: little head, big head

Figure 31: train window reflection
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Artist : Dryden Goodwin British artist Dryden Goodwin (born in 1971) 
works in various media including installation, 

video, film, sound, drawing, painting, print-
making and photography.

www.drydengoodwin.com

First	hook:	combination	of	marks	on	photographs	of	strangers’	
faces.
He	considers	drawing	as	touch:	“the	drawn	mark	being	a	kind	of	
contact	between	artist	and	subject,	[...]	a	kind	of	contact	between	
artist	and	subject,	[...]	drawing	is	a	way	of	thinking	into	the	photog-
raphy	an	ambiguous	gesture,	that	can	suggest	both	tenderness	and	
hostility”	http://www.drydengoodwin.com/cast.htm

There	are	two	substantial	public	art	commissions	by	him:

Dryden	Goodwin:	Caul	8,	Cradle	Head	4	and	Synapse,	2010,	at	the	
Science	Museum,	in	its	section	on	Who	am	I?:	Synapse	is	a	project	
of	are	line	gestural	drawings	of	strangers.	
Explore:	http://www.sciencemuseum.org.uk/smap/collection_index/
dryden_goodwin_caul_cradle_head_synapse.aspx

Linear,	2010,	-	with	videos	of	him	making	portraits	of	tube	workers.
http://www.nicespots.com/nicespots/Linear_Dryden_Goodwin/

For	Goodwin,	
“Linear	exists	as	
a	repository	of	
insights	and	his-
tories,	anecdotal	and	factual,	revealed	through	
the	interplay	of	the	drawn	line	and	conversation,	
that	is	unique	to	the	Jubilee	line	at	this	particular	
point	in	time.	Drawing	someone	you’ve	never	
met	before	results	in	an	intense	encounter	and	
enables	a	unique	intimacy	to	develop.	As	the	
portraits	unfold,	so	too	does	openness	in	the	
conversation;	Linear	is	all	about	different	types	
of	connection.”	[http://www.drydengoodwin.com/
linear_documentation.htm]

Linear	is	a	large	scale	project	with	much	publicity	and	display	across	tube	network.	Intimacy	as-
sumed	to	develop	in	a	short	encounter.	This	encounter	is	almost	obsessively	(?)	detailed:	a.	in	
the	film	of	the	sketches	(the	artist’s	hand);	the	conversation	between	tube	worker	and	artists	(do	
we	hear	all	of	it	or	snippets?);	and	in	the	final	poster,	that	gives	the	duration	of	sketch,	first	name,	
location	of	encounter	and	the	length	of	service	on	Jubilee	line.

Public	art	commissioning:	how	do	these	sketches	relate	to	the	worsening	of	labour	conditions	of	
those	workers?	The	series	of	strikes	of	(these)	workers	in	recognition	of	worsening	conditions,	

Figure 33: Dryden Goodwin, 2010, linear, installa-
tion shot, photo by Daisy Hutchison

Figure 32: Dryden Goodwin, 
2008, Cradle Head 15
a photgraph scratched - it also 
shows a figure in context, 
unlike more recent portraits 
that are without context and 
scratched
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health	and	safety	etc.	The	foregrounding	of	a	commissioned	encounter	between	portrait	artist	and	
tube	employer	over	these	issues	serves	to	make	visible	line,	portrait,	and	duration	but	hides	the	
relations	that	are	central	on	a	day-to-day	basis	for	the	‘sitters’.

Maslen	and	Southern’s	(2011)	Drawing	Projects	has	a	long	interview	with	one	of	the	authors	and	
Dryden	Goodwin,	along	with	many,	also	early	drawings	and	project	ideas	(pp.	171-189)	as	well	as	
figuring	his	work	in	the	preceding	longer	essays	when	talking	about	‘telling	the	truth	with	lies’	(p.	
16ff).	This	early	section	juxtaposes	instant	photographs	with	the	duration	of	encounter	that	is	nec-
essary	to	create	a	drawing	from	life.	Similarly,	‘a	camera	has	no	feelings	or	spontaneous	thoughts.’
Continuing	that,	while	quoting	John	Berger	(no	source	given)	that	
‘A	photograph	is	static	because	it	has	stopped	time--a	drawing	is	static,	but	it	encompasses	time.’

This	aspect	of	process	instantiated/materialised	within	a	drawing	resonates	strongly	with	my	own	
thinking	around	drawing	from	life	and	observational	practice.	I	am	recording	my	relationship	to	the	
drawn	object.	The	practice	thus	constitutes	not	only	the	drawing	[product]	but	also	in	relationship	
both	‘object’	and	‘artist’.	It	embodies	that	mo-
ment.	This	however	does	not	say	much	about	
the	significance	of	the	moment.	I	am	more	
doubtful	over	the	abstraction/	lack	of	emotion	
attributed	to	photography	here,	though:	there	is	
enough	history	and	debate	over	how	‘subjec-
tive’	a	camera	is	in	telling	supposed	truth	(e.g.	
John	Berger	or	David	Hockney’s	exploration	
into	cameras	and	lenses).	Similarly:	how	much	
do	we	want	to	believe	in	the	specialness	of	the	
‘touched	by	an	artist’s	hand’	mythology?	The	
latter	is	very	much	central	to	Drawing	Projects	
and	I	am	keen	do	explore	this	further	by	tak-
ing	the	book,	its	projects	and	numerous	artist	
interviews	serious	as	a	textbook	to	explore

(a)	the	axis	eye/brain/hand/mark	in	drawing	
as	constitutive	and	expressive	of	artistic	visual	
language	and	the	need	to	develop	the	richness	
and	subtlety	that	originates	within	this	complex	
for	successful	drawing.

(b)	the	authors’	interest	in	drawing	as	process	
and	mark	in	making	visible	personality,	expres-
siveness	and	emotional	content.

For	the	latter,	their	taken	serious	of	drawing		as	
‘telling	truth	with	lies’	is	key:	the	illusion	that	
nonetheless	bears	witness	to	authentic,	ob-
served	and	truthful	response	of	how	the	artist	
participates	in	drawing	from	life.

In	keeping	with	the	book’	aim	to	consider	draw-
ing	as	intimate	negotiation	of	artist	in	working	
out	ideas	and	concepts	-	a	moment	of	vulner-
ability	and	thus,	almost	by	implication	of	truth,	personality	and	character,	they	sought	out	key	
drawings	that	signify	later	development,	turning	points	in	the	working	out	of	a	visual	language	
of	drawing.		For	Goodwin,	these	key	drawings	are	ones	done	at	Foundation	course	level:	a	few	

Figure 34: Dryden Goodwin, 2009, Amit, from the 
Red Studies series, watercolour on paper, 57x38 
cm
Detailed life drawing of a change in movement. 
The whole torso moved, but even more so hand 
and head. The stronger tone of the lowered head 
gives the impression this is the last, more perma-
nent pose.
It is time instantiated, movement caught in line
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sketchbook	pages	from	a	frequent	visits	in	hos-
pital	to	see	a	critically	ill	friend;	nighttime	urban	
sketches	developed	over	time	as	well	as	drypoint	
portraits,	the	soft	zinc	plate	reworked	over	con-
siderable	time,	searching	the	portrait	within	the	
marks.

I	had	explored	Goodwin’s	substantial	public	com-
missions	for	Transport	for	London	and	the	Sci-
ence	Museum	and	got	sceptical	regarding	the	
presumed	intimacy	that	he	posits	in	these	fairly	
short	encounters	with	strangers;	why	should	it	
matter	that	this	artist,	who	engages	in	a	rather	tra-
ditional	segment	of	visual	arts,	that	of	portraiture,	
assumes	that	these	encounters	are	meaningful	to	
validate	funding,	exposure	and	kudos?

And	nonetheless,	the	markmaking	in	its	searching,	
seeking	to	observe	while	also	possibly	imagining	
all	sorts	of	things	onto	the	faces	of	these	strangers	
to	which	it	relates	is	intriguing;	maybe	precisely	

because	of	the	doubt	it	poses	over	that	relationship,	which	in	
the	accounts	of	the	artists	seems	to	be	very	significant	and	
meaningful	for	his	artistic	practice.

Some	of	Goodwin’s	thoughts,	made	public	for	the	first	time	in	
this	publication,	are	important.	In	the	sketchbook	drawings	of	
his	hospital	visits,	he	says:
‘I	think	they	are	about	attempting	to	distil	a	feeling	or	emo-
tional	charge	into	an	image.	I	was	discovering	how	to	trans-
late	and	depict	the	intensity	of	something	which	I	would	have	
observed	or	experienced	into	the	moment	of	a	drawing’s	con-
ception...	The	drawings	are	[apart	from	attempts	to	capture	
also	the	impact	of	hospital	wards]	in	some	ways	an	emotional	
record	of	spending	time	with	someone	who	is	experiencing	
something	very	intense	and	trying	to	deal	with	it.’	(p.	180)

Goodwin	is	groping	for	what	is	contained	in	the	drawing.	They	
are	records	of	a	particular	moment	(or:	series	of	moments	
as	these	visits	continued	and	lasted	over	some	time).	Read-
ing	through	this	again,	I	realise	how	his	words	resonate	with	
my	own	motivations	for	doing	art:	bearing	witness	of	moments	

passed	or	present.	Of	imbuing	stuff	-	important	stuff	-	into	what	I	observe	and	can	express	in	visual	
mark.	The	final	printmaking	series	bore	witness	to	that;	and	so	do	projects	such	as	Treebirds	and	
Drumhill.	Goodwin	explores	these	issues	(largely)	on	people’s	faces	as	well	as	in	drawing	marks.	
This	explains	in	good	part	my	intrigue	for	exploring	his	practice	at	this	moment	in	time	for	me:

What	can	you	see	in	people’s	faces?
What	do	the	marks	say	about	the	relationship	between	myself	and	face/figure	in	that	moment	in	
time,	in	past	or	imagined	future?
Are	there	ways	to	disentangle	some	of	this	temporality?	Emotional	traces?

Figure 35: Dryden Goodwin, 1991, Sarah asleep, 
pencil on sketchbook page, 8x10 cm.
The intensity of a personal moment caught on paper 
- beside the space of the hospital ward (Fig 36): 
read together, they intensify personal experience 
caught in mark

Figure 36: Dryden Goodwin, 1991, 
Hospital Corridor, pencil on sketch-
book page 23x19 cm
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Exercise 8 : Portrait from memory

Uncertainty and competency

Reflecting	on	likeness	and	characteristic	is	one	
of	the	core	skills	to	acquire	for	artistic	practice	in	
drawing	people.

The	self	portrait	section		has	thrown	a	spanner	
in	the	works	of	what	up	to	then	seemed	increas-
ing	skill	and	ability	to	evaluate	and	comment	on	
this	growing	practice.

Observation	of	strangers	underpins	the	ability	to	
capture	their	presence,	gesture	and	if	desired	to	
amplify	either.

In	absence,	or	when	being	observed	myself,	
that	skill	cannot	be	called	upon.

With	this	knowledge,	I	dodge	this	exercise.	Fear	
nothing	than	failure	can	come	of	it.	And	yet:	
failure	is	so	important.

I	think	of	L’s	portrait	-	drawn,	alongside	figure,	
so	often	for	this	section.	I	know	I	could	draw	
him.	But	that	would	be	different	to	strangers.

So:	again:	what	do	we	recognise	when	we	ob-
serve.	

Likeness - Observation - Recognition

What does memory have to do with it?
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Drawing projects
by Maslen and Southern 2011
Book review

The beginnings of an idiosyncratic book 
review

[to date, little more than collection of quotes 
and half-thought thoughts but with intention 
to explore throughout remainder of course]

The	book,	to	be	understood	as	a	Foundation	course	in	contemporary	drawing	practice,	is	made	
up	of	three	elements

(a)	essays	on	learning	to	draw,	made	up	of	course	notes	of	both	authors’	teaching	practice	on	
Foundation	and	UG	experience

(b)	Eight	drawing	projects	to	be	worked	through	chronologically	(and	developed	by	the	authors	in	
two	one-week	workshops	with	a	cohort	of	students	in	early	2010

(c)	a	series	of	artists,	including	Cornelia	Parker,	Jeff	Koons,	Dryden	Goodwin	and	others	intro-
duced	in	interviews,	short	text	pieces	discussing	their	approach	to	drawing,	the	role	drawing	
place	in	their	practice.

I	have	already	talked	about	some	of	their	interests	in	drawing	practice	in	relation	to	Dryden	Good-
win’s	work.

Tortoise	mind	(p.	12)		-	‘Guy	Claxton	discusses	a	layer	of	thinking	that	is	-	‘‘often	less	purpose-
ful	and	clear-cut,	more	playful,	leisurely	and	dreamy	[...]	able	to	tolerate	information	that	is	faint,	
fleeting,	ephemeral,	marginal	and	ambiguous’	-		as	absorption,	osmosis:	slowness	to	allow	stuff	
to	emerge	-	I	recognise	that	as	dreaming	as	it	relates	to	dreamwork	and	process	work.	-	A	blur-
ring	of	focus	to	allow	other	perception	to	rise	to	surface.	

So,	in	that	mindspace,	‘learning	to	draw’	is	something	different:
-	learning	to	see,	observe.		But	with	what?	Eyes?	Brain?	Hands?
Drawing	as	learning	to	make	different	sensory	connections	between	‘different	I’	-	hands,	touch,	
seeing.	[osmosis	-	but	it	is	not	simple	absorption	but	more	-	‘tortoise	mind’	may	be	clue]

[there	may	be	something	in	their	writing	that	takes	me	to	my	earlier	claims	that	‘if	I	try	exploring	I	
will	find	something’	-	as	in	May	2011	notes.	And	the	realisation	that	that	approach	works	very	well	
for	dreamwork	but	for	art	and	design?]

Drawing	as	personality:	parts	of	I	that	expresses	itself	in	drawing.	As	in	language,	body	etc.	--	“I	
do	not	know	myself	in	sketch”

The	hand	that	sees,	the	eye	that	feels	--	I	love	those	transferrals,	they	speak	to	me	in	my	under-
standing	of	I.	And	yet:	urge	of	expression?	Neo-romanticism?	

Work	through	those	section	and	see	if	a	‘course	plan’	can	develop?
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Excursion:
Portraiture as genre and personal 
exploration

The	questions	raised	in	relation	to	the	self-portraiture	exercise	lead	in	two	directions:

What	is	expressed	in	portraiture	as	genre:	commonly	and	also	critically?

What	have	artists	used	self-portraits	for?
	
E.g.,	if	there	are	symbols	and	roles	for	‘portraiture’,	how	have	artists	in	turn	used	their	selves	as	
expression,	gesture	or	statement	in	art?
The	artists	that	come	to	my	mind	are	Egon	Schiele,	Kaethe	Kollwitz	and	Frida	Kahlo.	But	also,	
what	about	contemporary	ones?	E.g.	Jo	Spence	and	Rosemarie	Trockel?

Jo Spence, 1934-1992

Beyond	the	Family	Album	and	other	projects	at	Belfast	Exposed.	Includes	a	number	of	short	es-
says	relating	to	her	work:

Kaethe Kollwitz, 1867-1945
Bilder	vom	Elend	as	title	of	one	series
I	wonder	how	her	images	of	suffering	inform	SWOON	-	well,	possibly	through	woodcut/German	
Expressionism	indirectly.	But	are	there	direct	points	of	reference?

Rosemarie	Trockel,	b1952	(see	exhibition	note	in	sketchbook)

The	one	that	occupies	me	most	at	
the	moment	is	an	early	one	by	Lu-
cian	Freud:	Reflection	(with	two	
children)	from	1965.	The	perspective	
is	striking,	the	grey	void	and	yellow	
lamps	too,	but	above	all	the	two	-	
petulant	-	small	children	outside	the	
main	frame.	

Figure 37 : Lucian Freud, Reflection (with two 
children), 1965, oil on canvas, 91.5x91.5 cm
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Assignment 2 : Two life drawings, 
one in line, one in tone

Long	poses	in	life	drawing	aren’t	easy	to	find	outwith	term-long	classes.	However,	there	are	oc-
casional	untutored	ones	in	Glasgow,	as	well	as	frequent	ones	in	Edinburgh.

In	autumn	2010,	I	went	to	the	Glasgow	one,	with	the	model	holding	a	pose	for	3	hrs	including	
breaks.

The	pose	was	a	seated	one,	the	
set	up	slightly	difficult	with	upturned	
table.	While	I	did	a	few	preliminary	
sketches,	the	position	I	was	in	left	me	
with	the	legs	and	feet	facing	directly	
towards	me.	Torn	between	the	chal-
lenge	of	-	yet	more	-	foreshortening	
and	wanting	to	find	a	different	position	
in	an	already	full	studio	I	remained,	
and	for	a	good	part	of	the	session	
tried	to	make	the	lower	legs	and	feet	
work.

The	result	is	still	somewhat	flawed:	
I	reworked	(in	December	2011)	the	
lower	thighs	(broadening	them),	and	
making	slightly	smaller	the	left	upper	
thigh	as	well	as	applying	some	more	
shading	to	the	feet.

The	seated	pose	isn’t	the	one	in-
structed	but	in	many	ways	a	good	one	
to	use	instead.

At	that	point,	however,	I	deferred	the	
course.	When	returning	to	the	mod-
ule	a	year	later,	I	still	considered	the	
drawing	as	a	suitable	one	for	the	line	
part	of	the	assignment.

The	drawing	is	done	in	pencil	(2b,	4b)	
with	some	shading	to	give	form	and	
otherwise	of	line.	
The	upper	torso	is	well	worked	out	
and	considered.	The	energy	of	the	
pose	-	largely	contained	in	the	left	arm,	a	left	turn	of	the	neck	and	the	turned	feet	are	well	ex-
pressed.	There	is	some	shading	to	locate	the	figure	on	the	furniture.	

Figure 38 : Line assignment, 2 hrs
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The	problem	remains	the	foreshortening	of	the	lower	legs	and	feet.	To	draw	the	feet	so	that	they	
are	able	to	carry	the	woman	had	remained	difficult,	and	the	lower	thighs	ended	up	too	thin.	The	
latter	could	be	adjusted	afterwards	(widen	the	lines,	add	some	more	shading	-	nonetheless,	it	is	
no	longer	actually	observed,	which	affects	the	quality	of	line);	the	complexity	of	the	feet	mean	that	
any	later	adjustment,	without	the	model	was	impossible.

I	tried	to	attend	another	untutored	class	to	have	an	alternative	to	this	drawing	but	was	unsuccess-
ful,	with	the	next	one	not	being	before	mid-January.	On	balance,	I	decided	to	submit	this	one	at	
this	stage,	and	if	necessary	to	supply	a	new	one	in	time	for	assessment.	The	drawing	is	over	a	
year	old,	and	in	some	sense	I	am	curious	to	see	how	I	would	approach	this	task	now.

The	second	piece	for	the	assignment	is	a	tonal	drawing,	of	my	partner,	L,	who	has	also	figured	in	
the	earlier	exercises,	thus	a	figure	that	exists	in	drawing.

I	explored	a	series	of	poses	on	my	sofa.	The	limitation	on	space,	however	mean	that	some	of	
them	have	again	very	direct	foreshortening	(see	charcoal	and	conte	poses,	Fig	39).	I	then	tried	
one	where	I	would	look	directly	down	to	his	feet	as	he	sits	below	me	in	the	sofa.	I	was	surprised	
how	well	that	pose	worked	in	terms	of	perspective,	distortions	and	the	wider	context	of	old-fash-

ioned	Chesterfield	sofa,	kitchen	counter	and	blanket.

In	addition	to	the	figure	poses	I	also	did	a	detailed	drawing	of	the	sofa	and	surrounding	without	L	
to	explore	tone	and	markmaking.	Both	charcoal	and	conte	were	difficult	to	create	the	tonal	range	
and	subtlety	that	I	was	looking	for	and	thus	I	turned	again	to	graphite	bar	(2b	and	9b)		and	pencil	
(2b,	4b,	6b),	putty	rubber	and	later	some	graphite	powder.

This	is	the	longest	I	worked	on	a	drawing	so	far	-	on	the	70x50cm	it	took	three	sessions	and	4	hrs	
in	total	for	the	drawing	in	its	final	form.

The	drawing	is	done	by	sight-sizing,	just	about	fitting	onto	the	sheet	that	way.	The	easel	stood	
right	at	the	edge	of	the	sofa	on	the	bottom	right	of	the	drawing;	hence	the	measuring	was	done	
with	a	fair	bit	of	distortion	(my	extend	arm	and	line	of	sight	right	down	to	my	thighs	to	get	the	

Figure 39 : Studies and assignments
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edge	of	the	paper.	Despite	this	
(or	maybe	because?)	I	feel	the	
drawing	and	its	perspective	
is	successful.	It	gives	a	good	
sense	of	L	sitting	below	my	line	
of	sight.
There	is	a	good	variety	of	
markmaking	as	well	as	tonal	
range;	highlights	are	created	by	
putty	rubber;	darkest	tones	by	a	
number	of	layers	of	soft	graph-
ite.
The	figure	is	solid,	balanced	and	
takes	the	space	well.	The	hand	
and	the	face	are	the	most	de-
tailed,	the	right	foot	is	the	most	
cursory	element.
The	shadows	are	well	placed	
and	indicate	the	light	source	on	
the	top	right	of	the	drawing;	the	
hands	as	well	as	left	foot	are	
modelled	(in	different	styles)	ef-
fectively.

As	for	the	figure,	I	struggle	to	
find	points	that	could	be	im-
proved	-	what	I	did	improve	
towards	the	end	is	stronger	
shadows	underneath	right	thigh,	
adjusting	direction	of	eyes	and	
repositioning	the	right	ear,	I	also	
refined	the	right	hand.

The	kitchen	counter	is	better	
worked	out	in	the	earlier	study	-	
it	takes	more	space	and	the	jar	
adds	to	diversity.	For	the	overall	composition	I	however	felt	it	was	better	to	show	more	of	the	void	
on	the	other	side	of	the	sofa.

Considering	how	much	I	struggled	with	tone	in	the	first	assignment	and	the	ignorance	of	hard/
soft	edges,	I	am	surprised	how	much	I	enjoyed	getting	into	the	large	tonal	assignment	drawing.	It	
almost	presented	what	I	needed	by	itself	it	seemed.

I	want	to	explore	life	drawing	further	and	hope	to	make	that	the	focus	of	the	final	assignment.	For	
this,	if	not	before,	I	want	to	revisit	the	long	pose	for	a	line	drawing.	As	final	piece	for	this	module,	
I	did	a	couple	more	studies	of	lower	thighs	and	feet	to	explore	the	difficulty	of	the	line	drawing’s	
foreshortening	(again	more	self	portraiture).

Figure 40 : Tone assignment, pencil and graphite, 70x50cm, 4 hrs
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Addendum : 
Feet studies / seated figure

With	the	feet	of	the	line	pose	remaining	problematic,	
I	did	a	couple	more	studies	of	my	own	feet	to	see	if	
I	can	address	some	of	the	problems	of	foreshorten-
ing.	The	first	one	(Fig	42)	is	fairly	small	scale	and	
more	of	the	studies	fail	to	read	easily	-	the	tonal	ones	in	particular	are	more	akin	to	hoofs	than	
feet.	Upscaling	a	single	foot	to	about	A4	on	the	second	sheet	(Fig	41)	addresses	some	of	these	
weaknesses	of	rendering	complex	detail	tonally	on	small	scale.	

Figure 43 : one foot, one knee, over time, pencil

Figure 41 : foot study 2, 35x50 cm, pencil

Figure 42 : foot study 1, 50x35cm, pencil

One foot / one knee in time
As	start	to	an	already	planned	life	drawing	
class	on	Saturday	7	January,	we	drew	a	
walking	figure	who	paused	every	step	for	a	
few	seconds	only	(Figure	43).
Rather	than	trying	to	capture	the	outline,	I	
did	gestures	-	first,	of	her	left	foot,	in	2b,	-	
then,	in	conte	of	her	left	knee.	
This	is	the	first	process/movement	draw-
ing	I	ever	attempted.	And	while	the	conte	
marks	are	too	strong	(and	work	better	in	
modified	b/w	as	in	this	image	here),	it	is	an	
interesting	study	and	worth	further	explora-
tion.
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From	the	foot	study,	the	session	pro-
ceeded	to	include	a	series	of	twenty	
minute	sketches	of	a	clothed	figure	in	
various	seating	positions.	In	some	of	
these,	the	model	did	move	at	unspeci-
fied	intervals.
I	am	including	only	one	of	the	sketch-
es	from	that	session	in	here	as	a	
pointer	towards	further	line	drawing	
and	exploration	of	line	as	means	for	
tone.	
While	I	remember	how	I	struggled	to	
see	and	differentiate	different	qualities	
of	line	also	at	the	moment	when	doing	
the	line	drawing	assignment,	these	
were	so	much	clearer	and	deliberate	
in	these	short	sketches.	
I	also	explored	different	perspectives	
further:	from	above	and	below,	in	rela-
tively	short	distance	from	the	model.

Figure 44 : Katriona, from below, pencil, A2
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Tutor report  

  
Student name  Gesa Helms Student number   492645 

Course/Module  Start drawing Assignment number   2 
 
Page 1 of 5 
 
Dear Gesa, 
Many thanks for your assignment 2 work. I think you are using the old 
course book because the figure drawing section is now Assignment 4. 
 
Assessment potential  
I understand your aim is to go for the Creative Arts Degree and that you 
plan to submit your work for assessment at the end of this course. From 
the work you have shown in this assignment, providing you commit 
yourself to the course, I believe you have the potential to succeed at 
assessment.  In order to meet all the assessment criteria, there are 
certain areas you will need to focus on, which I will outline in my 
feedback 
 
Overall Comments 
The work you have submitted for this Assignment shows that you are 
working hard but have found the figure is giving you difficulties. The 
Assignment work for the figure is nearly always the part of the Drawing 
course that gives students the most difficulty because it really tests 
their ability to see. You have realized Figure drawing needs constant 
practice and it would good if you could consider continuing to attend a 
regular tutored (or untutored) life-drawing classes. This is the way to 
iron out the anatomical anomalies that are occurring with your figure 
drawing. However for this Assignment I will recommend that you 
improve some of the more completed drawings and submit them with 
your next Assignment. This is in order to make sure that your standard 
is maintained so that you are prepared for Assessment. 
 
Feedback on assignment 
You have made a fair attempt and your longer drawings show some 
good mark making, use of tone and attention to detail. My main concern 
is that you have a tendency to be sketchy in shorter drawings and you 
are not really looking so that there are some fundamental problems with 
understanding proportion and anatomy. The drawings become distorted 



because you are trying to draw the person rather than questioning, 
analyzing and breaking down the drawings into relationships between 
space, context and abstract shape/form so that you convey what is in 
front of you. You must treat the figure just as you would treat objects in 
a still life - break the figure down into fundamental forms such as the 
sphere and the cylinder, be aware of the structure of the form (anatomy), 
think about solidity, relationships within the structure, perspective and 
the spatial concepts (negative and positive). 
 
Look at how Degas designs space, objects around his figures 
 
 

 
Woman Ironing by Edgar Degas circa.1890 



Notice how Degas uses a triangle of space between the woman and the 
ironing board, also the negative space between the woman’s head, arm 
and the doorframe. Also look at the way the curve in the window frame 
echoes the shape of her ironing hand. This oil painting demonstrates 
consummate observational skills. 
 
I am going to concentrate on four drawings from this Assignment that I 
consider to be the better drawings, which with alterations could be 
acceptable for Assessment. 
 
The best drawing in the Assignment is the one you have put most effort 
into and this is the tone drawing. There are some commendable aspects 
to this drawing particularly the way you have used context.  I like the 
fact that you did a preliminary study of the sofa, shelf and surrounding 
objects without the model. This is a really competent study with a 
difficult viewpoint, some good observational detail of light, and tone and 
surface textures through mark making. Well done. 
 
The final drawing including the model has the same viewpoint and you 
have had made a good attempt at drawing the model. However there are 
proportional /volume difficulties that need to be pointed out and 
addressed. Perhaps you could make some alterations to address this.  
 
The first obvious problem is the comparison in breadth and length 
between the arm that is closest to us and the other arm holding the 
laptop. The arm in the foreground is much more bulky and in proportion 
whereas the other arm is too thin and the upper arm is not long enough. 
The problem also stems from the perspective line from shoulder to 
shoulder and the width of the torso is slightly exaggerated. These 
proportional difficulties also extend to the legs. The leg closest to us is 
too long from hip/thigh to kneecap and suspiciously thin. In contrast to 
this the leg, under the laptop is too short. Always imagine the figure 
standing up and you will get some idea of these anomalies - A lot of 
good work here however. 
 
The clothed model drawing has some fair aspects about it such as the 
fluid line and mark making used to define the torso and upper right leg. 
Sometimes this use of line becomes sketchy and mannered though as in 
the models left arm where the forearm disappears altogether and the 
hand on the hip is not described. Please concentrate in wholly 
describing the form of the figure including the head. This is much more 
important than trying to include too much detail. This particularly 
applies to the head and face (I note what you say about the face not 
having the proper angle and I noted the difficulties you describe in your 
log book). 
 
The next drawing to discuss is your line drawing of the seated model 
which is good in parts but as you noted in your logbook –the problems 
lie with the foreshortening of the thighs and I am afraid your 
adjustments to make them broader have resulted in problems of 



proportion of upper thighs to lower leg. This is particularly evident when 
we look at the knee on the model’s right leg. The knee joint and the 
sudden thinning of lower portion of the leg are not believable. The 
amount of detail on the face is superfluous and more time should be 
given to working out the anatomical and proportional difficulties with 
the legs. Please try to improve this drawing. 
 
Finally your line drawing of Katriona has some nice qualities to the 
drawing but accuracy is still a problem with the legs. This is particularly 
apparent in the models right leg with a strange distortion around the 
knee and the other leg is too long and thin in the thigh. 
 
 
The study of feet is fair but take care to look hard at the anatomical 
structure around the ankle and leg.  
 
The assembled people sketchbook tends to endorse my comments 
about sketchiness of form and improving your observational skills. You 
are going through the motions but not resolving proportional problems, 
which are apparent throughout this book. I would like to see you making 
studies from Ingres, Degas, Hockney to name a few of the great figure 
draughtsman. You can learn so much from seeing how they tackle 
structure, form, proportion and space. 
 
Learning Logs/Critical essays 
 

 Your learning log is comprehensive, well set out and you are 
questioning what you are doing and being self- critical. I like the review 
of the drawing projects book, which is a good book on contemporary 
drawing practice. However I do feel that your contextual study needs to 
have more links with your practical study. I think you should look at the 
recent OCA blog on Lucy Bromfield’s sketchbooks and logbooks. Note 
how she adapts and copies works of art to make up sketchbooks and 
logbooks that are very much her own. This work has underpinned her 
working practice and resulted in some excellent paintings. 
 
 
 
Pointers for the next assignment 
 

 For the Observation in Nature section of the course I would look at the 
great still life and animal works of artists such as Durer, Chardin, 
Rubens, Manet, Cezanne, Henry Moore’s Sheep sketchbook, Auderbon 
and Charles Avery. 
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Next assignment 
due 

25 /3/12 
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Response to report on Assignment 2 : Fig-
ure Drawing

I	took	part	in	a	six-week	anatomical	life	drawing	course.	And	focussed	
there	on:

 analysing	the	figure	in	terms	of	shapes/forms	and	relationships;
 the	formation	of	light	and	shade	and	neutrals	across	the	form
 developing	both	line	and	tone	in	charcoal	
 an	introduction	of	colour	to	life	drawing	(contes	as	well	as	soft	
pastels)

Specific	points	from	the	report:	
I	focus	too	much	on	the	person	rather	than	breaking	down	the	view	
in	terms	of	proportion,	shape,	form	and	their	relationships.	I	explicitly	
focussed	on	this	in	the	life	drawing	course	but	also	by	spending	con-
siderable	time	on	issues	around	composition,	and	the	relationships	
between	different	elements	in	the	composition.
This	comment	was	very	valid	as	I	had	noticed	myself	that	in	my	own	
self-portraits	I	struggled	to	get	a	sense	of	proportionality	(notably	in	
relation	to	the	size	of	the	eyes).

Alterations	to	the	final	tone	assignment	drawing:
Yes	-	after	having	been	pointed	out,	the	flaws	became	apparent	(and	
I	take	note	that	I	didn’t	see	them	for	myself:	probably	need	more	dis-
tance	still	to	the	artwork	to	help	with	more	distanced	evaluation).

Both	with	this	one,	as	well	as	with	the	clothed	model	(self-portrait)	I	
would	like	to	take	up	the	opportunity	to	make	changes	and	submit	with	
Assignment	4	(and	in	time	before	the	final	assignment).	The	line	draw-
ing	assignment,	I	feel	that	any	changes	are	no	longer	possible	as	the	
model	isn’t	available.	Also,	just	to	clarify:	I	thinned	the	upper	leg	and	
widened	the	lower	leg	(which	I	think	is	the	opposite	to	the	note	in	the	
comments	I	received).	I	take	the	point	regarding	working	through	the	
whole	figure	in	equal	measures	and	will	focus	on	that	in	the	next	task.	

For	the	line	assignment,	I	am	intending	to	do	a	new	long	pose	and	
submit	this	instead	of	this	one,	as	the	flaws	are	apparent	but	in	order	
to	do	it	justice,	I	would	need	to	recreate	the	pose	with	the	same	model	
(so	as	not	to	merely	invent	a	line	and	shape).

I	have	also	noted	the	recommendations	of	Ingres,	Degas	and	Hockney	
and	will	include	these	into	my	studies	for	the	final	assignment.

The	point	re	‘making	the	contextual	studies	your	own’	is	taken	and	
valid.	I	hope	the	current	assignment	shows	some	development	in	this	
respect.

Many	thanks	for	the	considerate	and	thorough	feedback!
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Exploring coloured media

For	coloured	draw-
ing	media,	I	have	
previously	worked	
extensively	with	soft	
pastels,	as	well	as	
having	worked	with	
coloured	pencils	to	
some	extent.	Other	
media,	such	as	ink,	
oil	pastels	and	mark-
er	pen	hardly	figured,	in	particu-
lar	not	as	a	drawing	media.	

For	exploration	I	experimented	
with	marker	pens	and	oil	pastels,	
my	two	most	unfamiliar	media.	
Explored	some	possibilities	of	
overlaying	and	blending	in	the	
sketchbook	as	well	as	largescale	
paper.

During	the	time	on	this	assign-
ment,	I	also	went	to	a	short	
course	on	working	with	pen	and	
ink,	and	while	the	course	only	
covered	black	ink,	the	insight	into	
how	to	work	with	washes	and	
dilutions	had	been	insightful	and	
were	applied	in	the	flowers	and	plant	exercises	as	well	as	for	the	as-
signment	piece.	Here	I	also	produced	another	sampler	of	mixing	layers	
of	ink	with	graphite	and	charcoal.	Coloured	inks	achieve	a	luminosity	
like	no	other	of	the	drawing	media	used	here

The	ability	of	
the	o/p	to	mim-
ic	oil	paint	as	
well	as	to	build	
up	in	numer-
ous	layers	is	
extremely	use-
ful	for	heavily	
textured	draw-
ings	that	also	
incorporate	a	
range	of	hues	
on	top	of	each	
other.	The	limi-
tations	of	the	
rather	broad	application	pose	limits	on	scale	and	detail.

The	coloured	pencils	allow	for	finely	nuanced	and	slowly	built	up	
surfaces.	Notably	on	HP	paper	they	build	up	a	shiney	and	very	
smooth	surface	but	take	a	long	time	to	complete.	They	don’t	easily	
overlay	other	media	(the	ones	I	have	are	oil-based).

The	marker	pens	are	versatile	in	quality	of	line	(soemthing	that	c/p	
are	not	at	all);	overlaying	and	blending	is	very	dependent	on	actual	
hue	and	with	very	differently	pigmented	hues	sometimes	impossible.
The	blending	experiments	in	the	sketchbook	in	o/p	and	marker	pen	
show	some	of	the	distinctly	different	behaviours	of	these	two	media.

I	must	admit	that	through	this	assignment	(as	in	the	previous	two)	
my	favourite	colour	is	still	charcoal	or	graphite	grey.	I	am	conscious	
of	this	(and	the	requirement	for	hue	and	chroma	for	the	course)	but	
am	far	more	excited	by	grey	tones	and	monochrome.	Nonetheless,	
I	hope	the	exercises	as	well	as	the	assignment	piece	show	a	variety	
and	competence	of	working	with	coloured	media	for	the	desired	ef-
fect	and	impact.
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Research point :
Examples of artist who show mastery of 
detailed drawing

Artist - Kate Atkins
http://www.kateatkin.net;	also	interview	with	her	in	Maslen/Southern	
2011	Drawing	Projects

Draws	from	photos,	but	interested	in	the	translation	of	something	
therein.	Has	very	few	photos	she	works	from.
Her	sources	are	mostly	natural	forms	(plants,	trees,	rock	formations)
She	talks	about	a	series	of	devices	that	help	her	move	photo	to	
drawing	to	artwork:

 Scaling
 Framing
 Reversing
 Angling
of	objects	to	‘acti-
vate’	them.

(These	are	all	tools	
used	to	process	
photographs;	her	
background	as	a	
photographer)

The	discussion	in	
Drawing	Projects	(p.	
156ff)	begins	with	her	working	from	sources;	yet,	in	the	interview	it	
becomes	quite	clear	how	the	sources	are	sparks	with	little	informa-
tion	which	in	scaling	them	up	from	a4	to	200x120cm	are	filled	with	
her	own	information	and	thus	are	as	invented/	imaginary	as,	e.g.	
Charles	Avery’s	work.

Discovery	of	how	to	“translate	something	as	incidental	and	accidental	
as	a	snapshot	Polaroid	into	something	profound	and	permanent;	make	
a	huge	leap,	using	a	new	visual	language	of	drawing...	and	because	the	
drawings	are	so	labour	intensive”	(p.	157)

She	works	methodically	from	one	side	to	the	other	without	redoing	earlier	
sections.	Thus,	the	piece	is	a	record	of	her	markmaking	(mood,	thought	
processes,...)	as	she	goes	along.
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Artist - Jeanette Barnes
http://www.jeanettebarnesart.com
also	interview	with	her	in	Maslen/
Southern	2011	Drawing	Projects

“All	my	work	consists	of	drawing.	
Cities	are	my	inspiration,	their	
people	and	architecture.	I	love	to	
draw	the	energy	within	them,	new	
buildings	being	made,	people	
rushing	about,	traffic	speeding	by.	I	make	many	sketches	outside	
and	then	go	back	to	my	studio	and	begin	to	build	up	large	pieces	
through	trial	and	error,	dismissing	ideas	and	trying	out	different	
combinations,	hopefully	moving	towards	an	unexpected	conclusion.	
These	drawings	are	not	about	one	single	moment,	but	a	combina-
tion	of	ideas	and	experiences,	bringing	together	the	most	interest-
ing	aspects	from	different	sketches	to	create	the	final	piece.”	(from	
website)

Large	scale	urban	scenes,	invariably	drawn	in	charcoal,	conte	or	
compressed	charcoal,		with	a	lot	of	erasing	and	overlaying

The	eraser	imbues	movement	and	energy:	it	shows	traces	from	
‘before’	(in	the	drawing	process,	but	it	could	similarly	be	from	before	
in	the	observed	scene).

Cars	and	busses	are	turning	round	the	corner,	and	the	blur	of	the	
erasers	gives	the	impression	that	you’re	just	seeing	them	actually	
turn.	The	blurs	also	is	almost	ghostly	in	appearance.

Many	are	from	elevated	viewpoints	with	strong	verticals	indicating	
building	site	activity.	This	also	energises	the	composition.

The	large	scales	works	evolve	over	months,	including	many	oher	
ideas	about	living	in	an	urban	environment.	“Instinct.	speculation	
and	memory	are	key	components	in	this	process;	hopefully	taking	
my	resulting	drawings	beyond	mere	topography	towards	something	
more	personal	(Drawing	Projects,	p.	148).

Relevance for my own work:

-	detailed	‘dreamscapes’	that	take	on	a	life	on	their	own.
-	deliberate	placement	within	negative	space.	The	white	is	significant
-	how	few	sources	she	needs
-	the	intensity	of	tone	and	mark
-	the	detail	and	intensity	of	the	work	process	:	from	her	description	
she	intently	gets	lost	in	one	large	piece	at	a	time;
-	scale	and	the	manipulation	of	scale	:	I	experienced	some	of	that	in	
the	recent	pieces	(large	caggabe,	chillies,	but	also	more	generally	
moving	the	pieces	onto	larger	than	A2	has	made	a	considerable	dif-
ference.
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On	site	works	on	A2	in	pencil	or	charcoal	inform	the	larger	work;	the	
onsite	work	is	from	different	times	also:	so	the	build	up	is	not	one	
scene	but	several	across	time:	“together,	these	sketches	capture	the	
changes	that	happen	over	a	period	of	time”.	(ibid).
She	would	go	back	to	site	to	gather	more	specific	information	for	as	to	
what	could	work	in	a	particular	part	of	the	composition.
She	likes	to	work	on	a	human	scale	(150x200-230cm	as	usual	scale	
for	large	pieces)

The	scale	and	medium	draws	me	in:	until	recently	I	would	have	consid-
ered	the	way	of	working	most	removed	to	my	work	with	pencil/graphite	
line.	Having	done	the	lifedrawing	class	largely	in	charcoal	and	some	
recent	still	life	pieces	have	moved	the	understanding	of	eraser	and	
charcoal	as	well	as	the	patience	to	build	up	a	work	in	layers	and	keep	
it	fresh	closer.	The	embedding	of	time	passed	through	the	layering/	
partial	erasing	intrigues	me	continually.

Relevance for my own work:

-	Only	in	the	recent	life	drawing	course	did	I	feel	that	I	have	begun	to	
understand	charcoal	and	the	tonal	quality	it	has,	alongside	the	im-
mediate	ability	to	leave	traces	and	ghosts;
-	In	assignment	1	I	did	become	fascinated	with	the	cast	shadows	
and	reflections	on	the	table	of	the	natural	objects;	but	felt	that	the	
tutor	feedback	saw	this	almost	as	distraction.	So,	there	is	possibly	
a	different,	more	deliberate	way	to	make	those	ghosts	and	shadows	
work,	and	her	work	seems	to	provide	an	approach	for	that;
-	I	really	am	taken	with	the	dimension	of	time	that	her	pieces	em-
body:	her	drawings	are	not	one	snapshot	taken	in	time	but	devel-
oped	over	time;	they	are	very	much	composite	pieces	done	at	one	
geographical	location;	thus:	time	is	passing	in	the	pieces;	the	char-
coal	marks	are	an	evident	manifestation	(albeit	maybe	a	bit	obvious)	
to	that;
-	how	can	you	work	on	these	sites	without	becoming	a	champion	of	
regeneration.	This	work	is	so	easily	coopted	into	narratives	of	gen-
trification	and	the	artist	in	the	frontline	as	creative	entrepreneur	(see	
also	the	recent	exhibiton	at	Kelvingrove	Museum	by	Patricia	Cain	on	
the	Riverside,	http://www.patriciacain.com/)
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Exercise : Detailed 
observation of na-
ture

Line	drawing:	outline	/	contour	/	
quality	of	line

Medium	:	pen,	pencil	and	mark-
er	pen

1.	line	drawing

2.	tone

3.	stipples	and	dots

one	or	two	natural	objects	(red	cabbage,	pepper,	garlic	scapes,	dried	
chilli	pods.

I	begun	by	exploring	Drawings	1-5	in	Maslen/Southern:	control	via	
different	sticks	and	distance	from	the	drawing;	also:	variation	of	pencil	
hardness	(6b	to	2b).

First	one:	red	cabbage	with	lack	of	control.	While	suited	for	line	draw-
ing,	the	cabbage	was	clearly	not	suited	for	this	exercise:	too	subtle	the	
marks	requires,	too	round	and	uniform	its	shape.	Also:	astonishment	at	
how	little	control	the	stick	afforded	me	with.

What	is	my	orthodox	hand?
I	figured	out	that	my	right	hand	is	for	tight/controlled	drawing	while	the	
left	is	for	expressive,	intuitive	and	looser	markmaking.	Yet,	what	does	
this	mean	when	I	am	instructed	to	use	my	orthodox	hand?	I	only	no-

ticed	that	as	be-
fore,	I’m	tempted	
to	keep	moving	
the	pen	between	
the	hands	and	
that	my	right	arm	
tires	much	more	
easily	than	my	
left	one.

When	working	
on	the	wall,	I	
move	close	to	
it	as	the	draw-
ings	progress,	
that	means	the	
perspective	changes	considerably.	This	is	most	noticeable	in	my	first	
combined	drawing	of	the	two	pepper	halves	(Drawing	2).	There	is	
something	interesting	to	that	and	it’s	worth	exploring	further.	

Attempt	two	set	out	with	the	two	garlic	scapes.	I	moved	closer	to	them	
and	the	wall,	so	their	perspective	changes.	When	using	the	short	stick	
I	for	the	first	time,	consciously,	became	aware	of	the	quality	of	line.	
I	observe	it	as	different	and	the	pressure	on	the	pencil	allows	me	to	
make	a	mark	that	corresponds.	(I	had	previously	struggled	to	figure	out	
how	the	book	illustrations	ended	up	looking	sepia	but	also	in	the	same	
drawing	with	a	wide	range	of	depth	of	tone.	I	was	annoyed	as	I	couldn’t	
see	how	that	could	be	achieved	without	a	lot	of	photoshopping.	I	still	
assume	it’s	scanned,	tone	converted	to	sepia	and	levelled.	Or:	maybe	
drawn	with	sepia	and	black	on	top	as	reworking).

The	marks	are	distinct.	Short	stick	on	held	like	cutlery	provide	most	
control.	The	combined	scapes	drawing	is	complex	in	line	and	tone.	It	is	
far	more	extensive	in	line	and	tone	as	any	drawing	I	did	before.	And	it’s	
only	a	45	mins	drawing	as	that.	The	different	levels	of	control	contrib-
ute	to	a	wide	range.	Erasing	allows	for	some	adjustment	but	still	shows	
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development	of	process.	The	quality	of	line	is	variable	and	distinct	
for	different	elements	of	the	drawing.	Through	the	varying	of	control	
the	elements	that	need	tightness	acquire	these	while	developing	out	
of	looser	marks.

The	first	continuous	line	drawings	were	of	the	pepper	in	marker	pen.	
They	are	done	with	my	left	hand	(tending	to	intuition)	and	attempted	
varied	line.	I	was	tempted	to	try	some	tone	through	line;	notably	
the	shadows	did	not	work	at	all.	So	little	so	that	I	cut	out	the	pepper	
shapes	and	repositioned	them	over	the	shadow	shapes	(after	previ-
ously	attempted	to	whiten	them	out	with	gouache).	I	then	did	another	
series	of	continuous	line	drawings	with	the	red	cabbage	-	in	the	
sketchbook;	in	pencil,	marker	pen	and	charcoal	pen.	I	realise	how	I	
am	torn	between	close	observation,	frustration	at	not	seeing	it	right	
and	then	generalising;	back	to	close	observation.	The	marker	pen	is	
most	versatile	as	to	quality	of	line.

Curious	as	to	what	a	large	sheet	would	do	to	the	red	cabbage	I	drew	
in	on	A0	newsprint	with	broad	side	of	black	marker	pen.	First	as	con-
tinuous	line;	with	a	3/4	profile,	showing	some	of	the	back	in	addition	
to	the	cut	surface.	I	didn’t	think	I	was	doing	too	well.	I	added	some	
compressed	charcoal	line,	smudged	some	of	it	afterwards.	Then	got	
a	pale	pen	to	add	some	whites	inbetween.	These	weren’t	continu-
ous	But	white	useful.		I	kept	playing	with	a	large	radiating	shadow	to	
make	use	of	the	full	sheet.	Now,	looking	back	at	it,	it	is	probably	the	
most	cabbage-like	of	all	the	drawings.	The	scale	does	something	
very	interesting	to	it	as	it	allows	for	more	complexity	as	well	as	solid-
ity.	A	brush	would	be	more	suited	at	this	scale	though:	the	marker	
pen	was	at	points	not	thick	nor	varied	enough.

Control	drawing	exercise	(round	3):	two	dried	chilli	peppers.	I	am	no-
ticing	how	more	deliberate	my	markmaking	becomes.	I	get	a	sense	
of	range	of	marks	that	work	well	at	what	distance;	which	marks	to	at-
tempt	at	later	stage	with	different/more	control.	I	also	become	more	
confident	with	quality	of	line	and	what	it	can	communicate	in	different	
forms.
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Drawing Projects 1 : Control  The extended 
arm

Drawings	1-5	:		the	extended	
arm

Instructions	and	aims	of	the	
project:

The	extended	arm	is	just	
touching	the	paper;	drawing,	
over	the	course	of	15	mins	an	
A4-sized	drawing	that	consists	
of	descriptive	marks	in	rep-
sonse	to	an	object.	In	succes-
sion,	the	arm	moves	closer	
to	the	paper,	but	the	contact	
remains	awkward	and	difficult	
to	control.

I	used	the	following	means:	
long	stick	6b
short	stick	4b,
end	of	pencil	2b
mid	pencil	like	fork	2b
[a	couple	of	variations	in	pencil	grade;	the	combined	ones	with	some	
putty	rubber	for	adjustment	(but	not	obliterating	the	process	complete-
ly)]

The	large	ones	took	about	2	hrs	in	total,	the	small	ones	around	40-45	
mins

uality	of	line	:		in	scapes	first	recognised	as	different	contours	de-
pendant	on	observation

Control	:		end	of	pencil	and	long	stick	seemed	most	difficult	at	first;	short	
stick	and	fork-like	more	easier.	Later	on,	all	of	them	seemed	valuable	
and	useful;
tone	built	up	over	range	of	pencils;	round	marks	most	difficult:	red	cab-
bage,	but	also	on	lime.

Complexity	of	marks	:	in	the	combined	pieces	this	becomes	apparent,	
how	wide	the	range	of	marks;	how	they	integrate	to	the	whole;	depth	of	
tone	and	line	across	process	and	pencil	grade

Observations : 
-	relaxing	into	the	process	and	not	needing	to	rush
-	contour	instead	of	outline;	the	quality	of	line	started	to	become	ap-
paretn
-	initial	didn’t	move	the	setup,	and	the	view	point	changes	as	I	move	
closer	to	the	paper	(for	the	later	setups	I	moved	setup	too	when	moving	
closer	to	paper)
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-	some	forms	better	suited	for	this:	edges,	sharp	while	round	(tightly	
worked)	is	difficult
-	scale	important	as	the	two	large	ones	were	quite	exciting
-	brussels	sprouts	:	repositioning	key	elements	and	analysing	the	rela-
tionship	between	individual	elements
-	I	began	to	notice	when	I	am	not	observing	but	generalising.	In	some	
way,	this	is	as	a	first	exercise	helps	undo	writing	style	but	not	really	
works	on	observation	(bling	contour	drawing	seems	more	suited	to	
that

Objects	drawn:
red	cabbage
green	pepper	(combined)
garlic	scapes
garlic	scapes	(combined)
chilli	peppers
chilli	peppers	(combined)
large	chilli	peppers
large	pepper	and	lime
brussels	sprouts	stalk

Some	of	these	on	A0	paper,	some	smaller.
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Research Point : 
An artist who often works in line  What can 
you learn?

Frank Auerbach, b 1931, Berlin, British

many	sketches	of	similar	views	and	subjects.	Painstaking	revision;	the	
ghosts	remain	visible:	creating	energy	in	the	portraits.
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Kaupelis s (1980) Experimental Drawing 
Chapter 3 : 
Organization / 
Structure
Kaupelis	(pp	39ff)	on	some	
key	principle	what	constitutes	
‘exciting’	or	‘interesting’	for	a	
composition	and	set	up.	

Key	point	is	about	tension;	
but	be	careful	not	to	overdo	
that	tension.

I	did	a	series	of	his	exer-
cises.

1.	simple	still	life:	transform	
the	bottle	in	space	and	focus	
on	negative	space.	What	ten-
sion	does	that	set	up?	Bleed-
ing	the	edge	and	simplifying	
the	negative	space.

This	is	in	turn	complicated	by	adding	more	bottles,	overlapping	them,	
and	later	adding	tone.	(see	examples	in	figure	above.

[this	is	also	is	brought	up	again	later	on	with	negative	space]

2.	Ghosts	of	previous	drawings	are	wiped	back	but	not	out.	Example	of		
Matisse	drawing	(see	sketchbook)	as	well	as	ghosts	in	the	still	life.

The	oca	course	does	do	much	of	what	is	at	stake	in	Kaupelis	or	
Maslen/Southern	but	is	much	more	schematic/brief	on	these	issues.	
Rereading	Kaupelis	now	makes	it	much	clearer	what	it	is	about.

Revise	previous	Assign-
ment	1	exercises:

Correct	the	wrong	view-
ing	perspective	on	jug	on	
line	drawing	(A1)	--	either	
has	a	whole	new	piece.	
Or	as	mug	and	jug?

Analysis	of	a	number	of	
still	life	set	ups	in	relation	
to	composition	and	nega-
tive	space.

I	didn’t	do	all	of	Kaupelis’s	exercises	but	spent	a	fair	bit	of	time	reread-
ing/	rereading	and	analysing	his	artworks.	All	the	following	exercises	
and	larger	drawings	were	done	after	analysing	his	exlication	of	‘in-
teresting’:	the	tension,	rythm	and	above	all	equivocality	of	the	picture	
plane.

E uivocal space
“...	or	form	refers	to	an	ambiguous	dimension	or	element	that	may	be	
‘read’	in	more	than	one	way	and	serves	the	artist	primarily	as	a	means	
of	relating	figure	and	ground	(that	is	positive	and	negative	space)	
within	a	given	work.”	(Kaupelis,	1980,	p.	41).	It	can	consist	of	

 transparency
 distorted	perspective
 figure/ground	interchange
 closure
 line	as	foreground	or	background	(objects	sharing	a	line)
 edges	defined	ambigously	(through	line	or	tone)

This	ambiguity	of	space	and	the	means	of	achieving	it,	has	opened	
up	a	new	understanding	of	composition	and	the	possibilities	of	still	life	
during	this	assignment.	As	follows	over	the	next	few	pages.
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Exercise : Still life

Throughout	this	assignment	block,	I	felt	I	was	substituting	‘observation	
in	nature’	with	‘still	life’;	and	I	have	to	admit	that	I	am	still	a	bit	unsure	
about	the	main	focus.	It	possibly	happened	out	of	a	first	disappoint-
ment	with	relatively	little	focus	on	‘flora	and	fauna’	but	a	stronger	focus	
on	assemblage	and	still	life	composition.	It	also	developed	out	of	the	
Assignment	1’s	focus	on	still	life	setups.

Thus,	for	most	part	of	this	assignment	I	explicitly	worked	with	trying	
to	improve	and	develop	my	understanding	of	composition	along	the	
various	dimension	in	which	it	has	been	employed	in	still	life	setups.	
Many	of	the	still	lives	I	explored	included	plenty	of	natural	objects	(e.g.	
Cezanne	and	Freud),	only	Morandi	worked	predominantly	with	made	
objects.

The	extended	arm	exercises	from	Maslen	and	Southern	produced	line	
but	in	the	reworking	line	became	to	tone,	and	as	such	transcended	the	
tasks	for	this	exercise.

With	the	setting	up	of	more	than	one	element,	these	exercises	moved	
into	still	life	compositions.	

Before	developing	any	more	complex	ones	of	my	own,	I	explored	both	
Freud’s	and	Cezanne’s	in	detail	be	reproducing	them	(the	former	in	
actual	size,	the	latter	in	2/3	of	the	actual	size),	emulating	with	graphite/	
wash	and	crayon	in	the	former	and	oil	pastel	in	the	latter	the	actual	
media	used.	These	two	drawings	were	followed	by	the	series	of	ex-
ercises	in	Kaupelis’s	book.	Only	then	did	I	turn	to	set	up	my	own	still	
lives.	For	these,	I	developed	two.	

The	first,	Line	and	memory	that	is	discussed	here;	the	second	one	
consisting	of	three	plants	and	the	view	points	as	discussed	in	the	plant	
section.

Line	and	memory	took	the	analysis	of	Freud’s	geometric	and	re-
strained	composition	as	well	as	the	texture	and	medium	of	working	on	
the	wicker	weave	and	transposed	it	to	the	yellow	(cotton)	table	mat.	
It	took	from	Kaupelis	the	deliberate	experimentation	with	the	relation-
ship	between	the	various	objects,	some	equivocation	(orange	sharing	
line	with	mat	as	well	as	decisive	positioning	in	the	frame.

The	experimen-
tation	with	view	
point	of	the	bowl	
and	directional	
light	and	reflection	
developed	over	a	
series	of	studies;	
developing	some	
‘lucky	accidents’	
as	the	bulge	in	the	
cloth	and	devel-
oping	further	the	
material	surface,	
the	relationships	
between	different	
objects	as	well	as	
the	main	shadow	
shapes	and	local	
colour.

Following	from	
two	studies,	I	set	
up	the	final	one	on	
a	large	sheet	of	
Fabriano	220gsm	
Fina	paper,	
stopped	out	some	
areas	before	
applying	the	w/c	

Line	and	memory.	Above:	study	2,	below,	final	
piece,	charcoal,	watercolour,	soft	pastel,	50x76cm
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wash	while	the	paper	was	stretched.	Once	dry	I	proceeded	with	char-
coal,	with	frequent	blending	and	erasing.	Towards	the	end	I	added	soft	
pastel,	which	across	the	mat	got	again	overlaid	with	more	charcoal.	
The	final	adjustments	concerned	the	cast	shadows	of	the	two	oranges	
with	were	detailed	by	adding	complementary	colours	in	soft	pastel	to	
deepen	the	shadow	cast.

I	had	intended	to	crop	the	image	to	a	closer	fit	(not	showing	all	of	the	
right	hand	side	of	the	bowl),	but	once	finished,	the	accidentally	left	
blank	areas	on	the	right	provided	an	important	balance	in	terms	to	the	
positive	shapes.	At	this	stage,	the	composition	changed	from	the	stud-
ies	and	I	was	excited	that	I	could	actually	leave	the	full	sized	sheet	as	
it	was	(without	cropping	afterwards).	I	kept	this	attempt	to	working	with	

a	full-sized	sheet	for	the	next	still	life	as	well	
as	the	final	assignment	piece.

I	did	not	examine	more	artists	in	detail.	In	
particular,	I	had	started	to	take	notes	on	Milton	
Avery	as	well	as	David	Hockney,	and	had	also	
hoped	to	detail	one	of	Morandi’s	bottle	paint-
ings.	I	had	never	copied	or	worked	in	such	
detail	with	another	artist’s	piece	before.	While	
I	fully	appreciated	the	problems	of	plagiarism	

that	are	associated	with	copy-
ing,	detailing	the	work	by	a	as	
true	as	possible	copy	was	in-
sightful	and	quite	exhilarating,	
notably	with	Freud’s	rabbit.	
For	both	pieces,	I	did	learn	a	
lot	about	the	composition	and	
possibly	as	well	work	proc-
ess	of	the	artists.	Copying	
also	forced	me	to	look	in	very	

close	detail	at	how	the	work	is	composed	--	Cezanne’s	compotiere	in	
particular	depends	on	a	whole	array	of	tightly	organised	relationships	
between	different	objects	and	forms,	something	which	I	would	have	
easily	overlooked	otherwise.

Milton Avery as well as David Hockney
are	‘parked’	here	for	future	uptake.	

They	are	also	men-
tioned	as	the	still	life	
genre	clearly	encom-
passes	also	the	interior.	
Both	of	them	(as	well	as	
Lucian	Freud)	have	pro-
duced	a	whole	number	
of	narratives	based	on	
the	interior,	that	inter-
mingles	still	life	and	
portraiture.	
David	Hockney’s	paint-
ings	of	the	1960s	in	
particular	display	those	
characteristics.	Like	this	
one	here.
What	strikes	me	first	off	
is	the	deliberate	place-
ment	of	objects	into	

(and	out	of	view),	the	creation	of	space	that	is	experiental	rather	than	
perspecitve	(and	there	will	be	more	on	this	in	the	following	landscape	
assignment).

Milton	Avery,	March	Avery	at	the	Ta-
ble,	1946	(oil	on	canvas)

Milton	Avery,	Fruit	Bowl,	
1949,	(oil	on	canvas)

David	Hockney,	Man	taking	shower	in	Bev-
erly	Hills,	1964,	oil	on	canvas
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Research Point : Ben Nicholson
Why does he superimpose simplified still 
lives and negative space onto the Cornish 
landscape?

There	seems	to	be	a	development	towards	
this	superimposition	over	a	number	of	
years.	Early	paintings	from	the	1920s	and	
1930s	show	plenty	of	views	out	of	a	window	
onto	the	Cornish	landscape.	
The	window	frame	disappears	(and	thus	the	
enframing	and	ordering	of	distance).	The	
objects	merge	with	the	landscape	--	which	
one	is	the	outline?	Which	one	is	the	space.	

Kaupelis’s	
exploration	
of	fore-	and	
background	
interchange	is	taken	to	a	radical	posi-
tion.

Nicholson	also	did	something	similar	to	
his	figure	drawings	[insert	discussion	
from	study	day	at	Tate	Britain]:	where	
female	shapes	were	superimposed	on	
to	the	landscape.

Reasons	for	this	can	
be	a	number:

-	developing	ab-
straction	and	explor-
ing	the	folding	into	
of	categories:	What	
is	it	actually	that	
we	see	and	experi-
ence?
-	synergy	and	reso-
nance	of	abstracted	
forms	that	are	found	
across	objects/	
genres.
-	Nicholson	himself	
called	his	still	life	land-sea-scapes,	indicating	the	extend	to	which	the	
still	lives	stood	in	for	other	objects	and	(visual)	experiences.

The	images	I	considered	in	more	detail	are	spanning	considerable	
time,	ending	with	78	(16	Strings)	where	the	object	seems	to	be	a	tool	
(a	striped	mug)	but	the	image	also	bearing	reference	to	a	(Welsh)	
landscape.	This	artwork	sits	at	the	later	end	of	a	series	that	started	
with	window	views	and	intermingling	of	still	lives	and	landscapes.	It	
captures	my	interest	with	its	sparsity	of	hue,	the	strongly	linear	ele-
ments	and	very	pared	down,	organic	forms.

Ben	Nicholson,	Tren-
drine	2,	December	13-
17,	1947,	oil	on	canvas,	
38x37cm

Ben	Nicholson,	Feb	28-53	(Verti-
cal	Seconds),	1958,	oil	on	canvas,	
76x42cm,	Tate

Ben	Nicholson,	78	(16	Strings),	1978,	watercol-
our,	oil	and	drawing	on	paper,	38x32cm,	Tate
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Still life : Lucian Freud

Lucian	Freud’s	compositions	intrigued	
me	already	in	the	encounter	with	some	
of	his	1960s	self-portraits	(see	Assign-
ment	2).
In	this	section,	I	went	back	to	the	Rabbit	
on	a	Chair	drawing	as	in	the	first	section	
of	the	Coursebook.	In	order	to	try	and	
understand	what	provided	that	intrigue,	
I	produced	a	life-size	copy	of	it	(see	
Figure	x).	
In	the	process	I	observed	and	analysed	
Freud’s	mark-making,	as	well	as	the	de-
tail	that	provides	the	striking	square	and	
diagonal	compositon.	
The	materials	are	graphite,	watercolour	
and	soft	pastel.	Recreating	his	process	
as	far	as	I	could	make	out	also	meant	that	I	believe	he	removed	the	
right	hand	side	of	the	paper	to	improve	the	composition	(the	paper	
dimension	are	unusual).

It	is	the	strength	of	horizontals	and	verticals,	coupled	with	the	diago-
nals;	with	several	elements	pointing	towards	the	rabbit	that	excites	
me	in	the	composition.	It	is	stark	and	simple,	and	deliberate.	All	this	is	
heightened	by	the	softness	and	tenderness	of	the	young	rabbit,	which	
quite	probably	is	dead.

There	are	a	lot	of	dead	animals	that	feature	in	Freud’s	stil	llife	draw-
ings	of	the	early	part	of	his	life	(1940s,	early	1950s,	a	few	in	1960s).	
Many	of	them	in	striking,	unusual,	accentuated	poses.	Often	there	are	
very	few	additional	objects	used.	Often	the	palette	is	quite	constrained	
(strong	hues/	chroma,	but	fairly	few	distinct	hues).

Relevance and inspiration for my own work:
The	fur	markings	of	the	rabbit	stand	out	and	can	be	traced	back	to	
Albrecht		Duerer	(see	Sketchbook	entry).	I	explored	these	further	when	
visiting	the	Glasgow	Museum	Resource	Centre	to	look	at	their	Hare	and	
Rabbit	Collection	(see	later	section	on	Animals).

The	use	of	pastel	over	graphite	as	well	as	selected	watercolour	was	
insightful	and	was	developed	further	into	the	main	still	life	drawing	(Line	
and	memory)	.

Further artworks and insights

 Surrealist	influences	in	some	of	his	interiors	(featuring	brambles,	
other	plants	and	torn	looks	on	female	faces.	What	are	the	symbolist	
meanings	in	these?

 Chickens	hanging	off	tables	edges	and	stuck	headover	into	buckets:	
again	an	unusual	position	and	composition	coupled	with	striking	hue	
(often	as	background/negative	space)
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Exhibition : Pacific Standard Time: Art in 
Los Angeles 1950-1980, Gropius-Bau, Ber-
lin, 15/3-10/6/2012

The	exhibition	project	“Pacific	Standard	Time	 	Art	in	Los	Angeles,	
1950-1980”	traces	the	development	of	the	Los	Angeles	art	scene	dur-
ing	the	post-war	period,	when	the	city	on	the	Pacific	hosted	an	impres-
sively	varied	and	versatile	art	scene,	thus	proving	that	it	was	more	
than	Hollywood	and	a	sprawling	metropolis	in	the	land	of	sunshine	and	
palm	trees.	“Pacific	Standard	Time”	features	such	internationally	es-
teemed	artists	as	John	Baldessari,	David	Hockney,	Edward	Kienholz	
or	Ed	Ruscha	as	well	as	protagonists	that	are	yet	to	be	discovered	like	
the	abstract	painters	Helen	Lundeberg	and	Karl	Benjamin,	the	ce-
ramicists	Ken	Price	and	John	Mason,	and	sculptors	such	as	De	Wain	
Valentine.

Other	than	Bigger	Trees	I	have	never	consciously	seen	any	of	Hock-
ney’s	paintings.	Being	particularly	interested	in	his	earlier	works	(and	
currently	travelling	far	more	frequently	to	Berlin	rather	than	London),	
this	show	is	chosen	for	addressing	this	gap.

Visit	planned	for	30/4/2012

[fill	in	after	submission	of	assignment]
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Still life : Giorgio Morandi
(1890-1964, Italy)

The	first	still	lives	(other	than	my	parents’	Vermeer	prints)	that	intrigued	
me.	I	remember	the	recognition	of	beauty	in	the	ambivalence	of	spac-
es	--	of	simple	bottles	that	are	flowing	in	and	out	of	each	other.	In	fact,	
I	even	bought	a	print	of	one	of	his	to	hang	up.	It	was	chosen	by	shape,	
hue	and	ambiguity.

This	fascination	remained.	Also	coupled	with	the	artist	and	the	simplic-
ity	of	form,	arrangement	and	life	itself.	There	is	something	unrelenting	
modernist	in	his	bottles.	And	I	wondered	how	it	related	to	the	time	and	
place	where	he	lived	in.	

Tracing	and	finding	out	more	about	him	is	somewhat	limited.	What	I	
found	are	a	number	of	snippets.

He	admired	Cezanne	and	Chardin.

He	travelled	abroad	only	twice	in	late	life.

He	was	a	member	of	the	Strapaese	movement	--	ultraregionalist	fas-
cist	art	(painting	and	literature)	movement	in	1920s	Italy	around	To-
scany.	This	movement	gets	called	‘rustic’	by	the	Tate;	yet,	in	a	few	of	
his	statements,	his	pursuit	of	Fascism	did	not	seem	to	be	a	misguided	
accident	of	youth	(one	of	the	German	common	apologies	for	flirting	
with	Fascism).	His	art	school	appointment	seems	related	to	his	con-
nections	to	party	officials	and	possibly	also	his	early	recognition	and	
exhibitions	(from	mid	1920s	onward).	And	yet,	I	know	too	little	about	
the	connections	of	avandguardist	art	and	Fascism	in	Italy.	Futurism	
comes	to	mind,	and	remains	there	with	a	slight	surprise	at	how	differ-
ent	art	and	fascism	intermingled	in	Italy	and	Germany	(of	the	latter	I	
know	much	more).

He	was	briefly	associated	with	the	Pittura	Metafisica,	in	late	1910s	

(alongside	de	Chirico).
Poetics	of	Stillness
Modernist	vision	and	complexity	through	still	life

Rythm,	ambiguity	and	dissolution	of	space.	This	is	visible	in	his	de-
velopment	of	oil	paintings.	But	possibly	even	more	so	in	the	sparse,	
abstract	and	yet	carefully	observed	line	drawings	he	did	primarily	late	
in	his	life.

	‘“For	me	nothing	is	abstract.	In	fact,	I	believe	there	is	nothing	more	
surreal,	nothing	more	abstract	than	reality.”	This	curious	statement	
contains	a	paradox.	Morandi	first	says	that	nothing	is	abstract	and	then	

Giorgio	Morandi,	1963	Still	life,	oil
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Relevance for my own work:
Morandi’s	compositions	in	their	only	seeming	simplicity	still	occupy	me.	
The	tonality	of	the	work	is	very	different	to	how	I	work	with	(comple-
mentary)	hues.	
Kaupelis’	discussion	of	equivocality	made	some	of	my	intrigue	more	
transparent	-	and	thus	also	possibly	more	deliberate	in	future	work.	In	
Morandi’s	work	it	is	the	rythm	but	more	so	sliding	plane	and	(lack	of)	
closure	that	create	ambiguity	and	account	for	much	of	my	interest.

What	remains	for	me	also	as	a	wider	contextual	question	is	the	follow-
ing:
To	what	extent	does	the	politcal	context	into	which	one	does	(not)	
place	onself	and	one’s	work	matter	for	me	for	how	I	engage	with	this	
work.	Morandi’s	fascination	with	fascism	hardly	surfaces	in	the	con-
temporary	discussion	of	his	work	(partly	due	to	its	problematic	impact	
on	market	value,	I	suspect).	But	nonetheless,	these	were	not	twee,	
inconsequential	still	lifes	a	recluse	dreamt	up	in	a	time-	and	context-
less	space.

he	says	that	reality	itself	is	abstract:	Everything	is	abstract.	So	which	
is	it?	I	think	it	is	not	either	/	or,	but	both	 	an	almost	mystical	state-
ment	about	the	problem	of	seeing.	What	I	see	and	paint	is	real.	I	paint	
the	real	and	that	reality	looks	like	this:	abstracted.’	(Siri	Hustvedt	2005,	
Mysteries	of	
the	rectan-
gle:	essays	
on	painting.	
Princeton	
Archtectural	
Press,	p.	
125)

Giorgio	Morandi	1956	Natura	Morta,	Pencil	on	
paper

Giorgio	Morandi,	1961	Natura	Morta,	Pencil	on	paper
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Still life : Paul Cezanne

The	painting	is	
characterised	by:
 parallel	hatch-
ing	in	small	
loaded	strokes

 small	set	of	
forms	that	are	
repeated	again	
and	again,

 contour	as	
obsession:	lost	
(through	build	
up	of	hatching)	
and	recovered	
again:

“At	first	sight	the	
volumes	and	contours	declare	themselves	boldly	to	the	eye.	They	are	
of	a	surprising	simplicity,	and	are	clearly	apprehended.	But	the	more	
one	looks	the	more	they	elude	any	precise	definition.	The	apparent	
continuity	of	the	contour	is	illusory,	for	it	changes	in	quality	throughout	
each	particle	of	its	length.	There	is	no	uniformity	in	the	tracing	of	the	
smallest	curve.	.	.	.	We	thus	get	at	once	the	notion	of	extreme	simplic-
ity	in	the	general	result	and	of	infinite	variety	in	every	part.	It	is	this	
infinitely	changing	quality	of	the	very	stuff	of	painting	which	communi-
cates	so	vivid	a	sense	of	life.	In	spite	of	the	austerity	of	the	forms,	all	is	
vibration	and	movement.”	(Fry,	1927,	p.	51)
“[C zanne]	has	abandoned	altogether	the	sweep	of	a	broad	brush,	and	
builds	up	his	masses	by	a	succession	of	hatched	strokes	with	a	small	
brush.	These	strokes	are	strictly	parallel,	almost	entirely	rectilinear,	
and	slant	from	right	to	left	as	they	descend.	And	this	direction	of	the	
brush	strokes	is	carried	through	without	regard	to	the	contours	of	the	
objects.”

Then	Fry	turned	to	“the	organization	of	the	forms	and	the	ordering	of	
the	volumes.”	Three	of	the	objects	in	the	still-life	are	mentioned,	but	
only	as	aspects	of	the	composition.
“Each	form	seems	to	have	a	surprising	amplitude,	to	permit	of	our	ap-
prehending	it	with	an	ease	which	surprises	us,	and	yet	they	admit	a	
free	circulation	in	the	surrounding	space.	It	is	above	all	the	main	direc-
tions	given	by	the	rectilinear	lines	of	the	napkin	and	the	knife	that	make	
us	feel	so	vividly	this	horizontal	extension	[of	space].	And	this	horizon-
tal	[visually]	supports	the	spherical	volumes,	which	enforce,	far	more	
than	real	apples	could,	the	sense	of	their	density	and	mass.”
He	continued	in	a	new	paragraph:
“One	notes	how	few	the	forms	are.	How	the	sphere	is	repeated	again	
and	again	in	varied	quantities.	To	this	is	added	the	rounded	oblong	
shapes	which	are	repeated	in	two	very	distinct	quantities	in	the	compo-
tier	and	the	glass.	If	we	add	the	continually	repeated	right	lines	[of	the	
brush	strokes]	and	the	frequently	repeated	but	identical	forms	of	the	
leaves	on	the	wallpaper,	we	have	exhausted	this	short	catalogue.	The	
variation	of	quantities	of	these	forms	is	arranged	to	give	points	of	clear	
predominance	to	the	compotier	itself	to	the	left,	and	the	larger	apples	
to	the	right	centre.	One	divines,	in	fact,	that	the	forms	are	held	together	
by	some	strict	harmonic	principle	almost	like	that	of	the	canon	in	Greek	
architecture,	and	that	it	is	this	that	gives	its	extraordinary	repose	and	
equilibrium	to	the	whole	design.”

2/3	sized	copy	of	:	Paul	Cezanne,	Still	life	with	
Compotier,	c1880,	46x55cm,	oil	on	canvas
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Exhibition : Anna 
Barriball
The Fruitmarket,
Edinburgh,
29/1- 9/4/2012

windows	and	laboured-
upon	bricked	up	walls.

Nonetheless,	I	am	still	
concerned,	and	the	
discussions	of	her	work	
have	spurned	me	on	
even	more	so.	It	is	an	
introverted	process,	a	
process	that	is	firmly	
one’s	own,	can	be	read	
psycho-analytically	but	
also	remains	in	many	
ways	private:	concerned	
with	one’s	own	experi-
ences,	memories	and	
interpretations	of	these.	
Even	when	they	are	
exhibited	to	all	the	world	
to	see.

The	experimentation	
with	the	rubbing	proc-
ess	took	me	by	surprise:	
I	hadn’t	anticipated	the	
violence	and	physi-
cal	nature	of	it.	It	is	an	
intense	appropriation	of	
the	object	underneath.	

It	is	a	struggle	between	paper	surface	and	object,	with	the	question	
being	of	which	one	can	withstand	the	other.	Early	experiments	with	thin	
paper	led	to	the	paper	ripping;	later	experiments	with	the	ceramic	bowl	
made	me	fearful	that	the	bowl	may	not	withstand	the	approrpriation.
The	indexical	drawing	undoes	much	of	what	classic	iconography,	
as	well	as	the	aims	of	this	course	are	about:	to	find	a	personal	and	
authentic	response	in	representation	of	what	is	visually	understood.	

I	went	to	see	Anna	Barriball’s	solo	show	a	couple	of	times,	spending	
time	with	the	accompanying	materials,	taking	notes.	I	later	attended	
the	artist	talk	of	hers	as	well	as	listened	to	the	talk	by	Ed	Krcma	on	
her	work	and	the	symposium	on	sculpture	and	drawing	that	took	place	
alongside	the	exhibition.
Inbetween	I	spent	plenty	of	times	with	a	series	of	rubbings	of	surfaces,	
and	later	objects,	as	well	as	trying	to	move	this	concern	with	her	work	
along	to	something	that	resonated	with	my	own	concerns.
I	still	haven’t	quite	worked	out	why	I	am	so	intrigued	in	this	show,	that	
is	fairly	monumental,	labourious	and	also	sometimes	too	fetishised	in	
its	objectness	as	well	as	the	psychological	readings	off	of	the	closed	

Anna	Barriball	(b.	Plymouth,	
1972)	makes	work	that	blurs	the	
boundaries	of	conventional	art	
disciplines.	She	uses	traditional	
materials,	but	her	actions	test	
the	limits	of	how	materials	can	
be	made	to	behave,	so	her	work	
often	transcends	its	original	medi-
um:	drawings	are	also	sculptures,	
sculptures	are	drawings,	photo-
graphs	and	films	are	drawings	
and	sculptures.
For	more	information	of	the	exhi-
bition	as	well	as	recordings	of	the	
talks,	go	here
For	more	information	on	the	artist,	
see	here

Sketchbook	page,	Anna	Barriball,	
2006	Knife	ii,	paper	and	yarn

Sketchbook	page,	Anna	Barriball,	Untitled	ii,	
2008,	paper	and	acrylic	ink
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More	reflective	than	matte.	
Laborious	process:	investment	of	particular	sort	in	this	process.
There	is	a	reference	to	the	object	not	by	representational	convention	
but	literally.	It	is	pressed	and	rubbed	into	the	paper.	Transferred	liter-
ally	and	immediately.	This	is	suggesting	that	there	is	not	a	distance	
required	to	make	a	symbolic	representation.
An	indexical	mark	rather	than	conventional	symbolic	one.
In	this	they	share	something	with	a	body	cask	or	death	mask	or	photo-
graph	as	direct	imprint.
Laden	with	domestic,	intimate	resonance	(again	linked	to	still	life	tradi-
tion)
Found	photographs	similarly	domestic	but	that	hope	for	intimacy	is	
dashed:	these	people	are	lost	to	the	past,	no	longer	accessible

A	surface	is	made	literal:	them	being	covered	exposes	their	surface	
and	creases.	There	remains	an	aspect	of	the	symbolic	meaning	of	the	
object.
So:	how	much	does	it	matter	that	the	symbolic	nature	of	windows	and	

Instead,	the	index	determines	what	the	drawing	will	be	and	its	object-
hood.	I	as	artist	merely	seem	to	follow	in	the	process	as	the	material	
do	signify	each	other	in	a	far	more	immediate	way	than	any	symbolic	
interpretation	allows	for.

The	sketchbook	that	was	used	for	the	visits	hasn’t	been	submitted	on	
this	occassion	but	will	be	included	in	the	final	assessment.

Ed Krcma : Talk  Rub and Bleed  The meeting of materials in Anna 
Barriball s work, The Fruitmarket

a.	link	to	history	of	abstraction	and	monochrome
b.	tradition	of	still	life	painting	(16/17c)

tensions:	
 liveliness	and	animacy	of	surface	and	deathliness
 symbolic	charge	and	inertia	and	literalism
 architectural	elements	that	invite	access	which	is	closed	off	imme-
diately.	Rendered	opaque;	reminded	of	opacity	in	our	experience,	
notably	death	and	thus	also	still	life	as	live	stilled.

Sketchbook	page,	Anna	Barriball,	2008	Mirror	Window	Hall	I-IV
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sunset;	hardly	anything	more	charged	with	meaning	than	such	connec-
tions	between	title/image

So,	where	has	symbolism	retreated	to	in	this?

The	still	life	tradition	of	16/17c	is	strongly	bolted	to	the	everyday,	work-
ing	as	tromp	l’oile	but	also	imbued	with	notions	of	transcendence;	luke	
10,	a	carnation	in	a	leaven	of	bread.

Vanitas:	luxury	of	still	life,	reflective	surfaces.	The	labour	is	not	about	
an	inspired	moment.	The	labour	is	distributed	evenly	about	the	whole	
surface,	there	is	not	focal	point.	The	opacity	of	death	is	incorporated	
into	a	symbolic	tradition	and	can	be	made	sense	of.	But	there	are	other	
traditions	that	exist	without	the	gaze	of	a	viewer,	they	are	not	neces-
sarily	to	be	symbolically	read	and	understood.	Juan	Sanchez	Cotan:	
the	still	lives	stick	out	as	strange	and	beyond	our	traditional	symbolic	
reading	of	still	life.

Barriball’s	drawings	in	their	opacity	are	for	Krcma	a	very	contemporary	
take	on	death	(shutters	are	gravestones;	the	ink	blown	on	photograph-
ic	surfaces;	a	distressed	breath	in	the	video	breathe).	The	dynamicy	of	
soap	bubble,	its	tension	and	when	it	bursts	it	is	stilled.

Solaris	(film)	as	liquid	surface	that	reflects	and	projects	back	all	our	
projections	and	anxieties.	The	liquid	intelligence	and	the	play	of	mate-
rial	is	less	a	window	onto	other	spaces	but	a	mirror	back	to	us	and	our	
desires	of	intimacy	in	photographic	images.

Barriball’s	works	as	cyphers	for	memories,	memories	of	childhood	
(and	also	resonating	with	other	contemporary	works	such	as	Rachel	
Whiteread).

doors	remains	present	to	her	artworks.
Long	standing	tradition	of	the	picture	plane	as	window	(gridded)	which	
in	her	work	is	referenced	but	immediately	cancelled.	Abstraction	is	the	
final	cancellation	of	that	tradition	of	picture	as	opening	on	to	the	illusion	
of	a	world	(Mondrian).	No	longer	receding	into	distance	but	reduced	
array	of	elements	in	non-hierarchical	dynamic	tension	of	objects	on	the	
plane.

But,	Rosalind	Krauss	in	her	essay	on	the	modernist	grid:
	
‘...	behind	everything	20c	grid	there	lies,	like	a	trauma	that	must	be	
repressed,	a	symbolist	window	parading	in	the	guise	of	a	treatise	on	
optics’	

Similar	to	the	window	notion	of	painting,	the	window	is	imbued	with	
meanings	of	transcendence.	This,	for	her	is	also	evident	in	the	mod-
ernist	grid.	Krcma	sees	this	also	at	play	in	Barriball’s	work;	yet,	tem-
pered	by	the	monochrome.

Literal	reading:	meticulously	elaborating	the	physical	qualities	of	a	
medium	(Frank	Stella),	working	with	reflective	and	matte	surfaces	and	
materials:	drawing	your	attention	to	the	stuff	(see	early	1950s	works	of	
Ed	Rauschenberg).	Rauschenberg	tried	to	release	the	materials	from	
the	subjectivity	of	the	artist	(inspired	by	John	Cage),	a	series	of	el-
emental	paintings.	But	more	meaningful	relationship	to	Rauschenberg	
in	his	works	after	Dante’s	Inferno	in	late	1950s,	related	to	death.
Referring	to	Canto	drawings:	Paintings	soaked	in	lighter	fuel,	rubbed	
over	on	the	back	with	an	empty	ballpoint	pen.	A	dead	soul	with	no	real	
presence.

Rubbing	is	more	like	erasing,	and	very	different	to	creative	line.

Jasper	Johns’	Skin	with	O’Hara	Poem.	A	struggle,	something	dramatic.	
As	if	trying	to	get	beyond	the	opacity	of	surface.	A	US	flag	drained	of	
colour.	So,	what	do	you	do	with	symbolism	in	these	contexts?	This	
resonates	with	something	in	Anna’s	work:	Windows	called	sunrise/
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Exercise : Drawing fruit and vegetable in 
colour

I	largely	skimmed	over	this,	after	having	drawn	so	much	fruit	and	veg-
etable	in	one	hue	only:	graphite.
I	however	did	the	following:
Citrus	fruits	in	oil	pastel
Red	cabbage	in	marker	pen	(see	Detailed	observations	in	nature)	as	
well	as	the	piece	with	oranges	and	apples	that	has	already	featured	in	
the	still	life	section.

From	the	Line	and	memory	still	life	(see	above)	and	its	preceeding	
studies	I	began	to	understand	the	way	in	which	local	colour	becomes	
reflected	in	the	cast	shadows:	I	included	it	in	the	shadows	of	the	or-
ange.

In	this	preceeding	piece	here	with	a	lemon	being	lit	from	the	front	and	
from	the	back,	the	very	distinct	organisation	of	local	colour,	value	and	
intensity	becomes	apparent	and	requires	careful	observation.

While	I	had	worked	with	soft	pastels	for	a	long	time	before	starting	
this	course,	oil	pastels	were	largely	unfamiliar	to	me.	I	had	a	few	good	
quality	ones	(Sennelier)	but	decided	to	purchase	a	72	piece	set	in	
order	to	learn	this	medium	better	I	also	wanted	a	medium	in	which	I	
could	replicate	oil	paintings	on	paper	without	having	to	struggle	with	
the	limitations	of	a	vastly	different	medium	(such	as	watercolour,	acryl-
ics	or	coloured	pencils)	as	I	had	in	the	past.	Building	up	the	o/p,	some	
limited	blending	as	well	as	fixing	preivous	layers	became	an	effective	
way	to	work	with	oil	on	paper.	--	The	copy	of	Cezanne’s	Still	Life	with	
Compotier	show	the	ability	of	the	medium,	with	its	limitation	being	that	
small-scale	detailed	worked	is	a	bit	restricted.	
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Exercise : Drawing plants and owers plant.	
Task:	to	draw	on	50x70cm	paper	the	same	plant	over	a	seven	day	cy-
cle.	Additionally,	I	also	changed	the	drawing	medium	throughout	those	
seven	days.	-	Some	of	these	were	less	successful	than	others,	but	
nonetheless	the	systematic	setup	was	worthwhile	to	do.
I	tried	to	keep	the	outying	flowers	in	roughly	the	same	position	for	each	
drawing	(so	that	the	dimensions	were	roughly	similar).
Each	drawing	took	between	45min	and	two	hours	(some	of	the	once	
with	more	complex	backgrounds	took	longest,	so	as	to	smoothen	out	
the	initial	rough	background	that	frequently	distracted	from	the	delicate	
plant	arrangment).
The	drawing	position	was	marked	and	kept	the	same;	with	some	minor	
leaning	to	right	hand/left	hand	side	while	drawing.

I	am	not	particular	interested	in	too	much	detail.	I.e.,	I	didn’t	do	accu-
rate	botanical	drawings	of	the	different	stages	so	far;	instead,	I	wanted	
to	track	the	change.	Show	progression	and	transition.	An	early	idea	
was	to	make	these	into	an	animation	(of	1/3	sec	or	thereabouts	:)).

Time	passing	as	evidenced	by	plant	growth/change.	Somehow,	the	
botanic	subject	seems	suited	to	explore	‘narrative’	-	this	sounds	a	bit	
odd,	given	that	there	is	no	actual	narrator	other	than	the	plant,	sun,	
rain,	temperature.	But	nonetheless,	the	sequence	of	change	was	what	
interested	me	most.	Pursuing	this	in	an	innocuous	subject	such	as	a	
flowering	weed	seems	to	have	stripped	some	interventions	(agency,	
motivation,	relationships)	away.

In	this	exploration,	I	also	noted	that	I	no	longer	struggle	to	keep	work-
ing	on	a	drawing	-	the	need	to	quick	is	suspended/transcended	with	
the	focus	on	taxonomy,	detail	(so	that	change	-	and	possibly	the	speed	
of	it	-	can	be	recorded).

These	then	formed	the	basis	for	a	print	in	the	final	Assignment	of	PM1:
In	this,	print,	I	pulled	apart	the	different	elements	and	picture	plane.	A	
development	that	was	significant	for	composition	but	also	opening	up	
the	‘reality’	of	observation.

When	starting	this	course,	I	had	hoped	this	whole	section	would	con-
sist	of	botanic	drawings,	and	was	initially	fairly	disappointed	that	it	was	
much	more	of	a	still	life	rather	than	botanical	drawing	section.
The	work	for	this	section	has	been	spread	out	over	time.
There	are	notably	four	aspects	to	it

a.	Cycle	of	Daucus	Carota,	Summer	2010
b.	Buds	of	Horse	Chestnut,	Spring	2011
c.	Development	of	a.	and	b.,	Spring	2011
d.	studies	and	development	of	three	species	drawing	and	2	negative	
space	drawings,	Spring	2012

Both	the	Daucus	Carota	(wild	carrot)	and	the	chestnut	buds	were	
developed	as	part	of	an	Edinburgh	College	of	Arts	course	(Personal	
Language	and	Development)	and	I’d	like	to	refer	to	these	here.

Daucus Carota
A	seven	day	cycle	(in	dif-
ferent	media	of	the	same	
plant	of	Daucus	Carota,	
Wild	Carrot)

The	main	interest:	pro-
gression	and	develop-
ment	over	time.	The	wild	
carrot	is	a	biannual	with	
archtecturally	interest-
ing	stages	from	bud	to	
seedling.	It	growths	up	
to	almost	2mtrs	high	and	
clusters.	
It	occupies	a	fair	bit	of	3-d	space	and	exhibits	a	variety	of	forms	in	one	

Daucus	Carota,	Day	7,	A2	graphite
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DC	(of	4),	Monotype,	A2,	2010

Buds of Horse Chestnut
A	series	of	graphite	and	coloured	pencil	(c/p)	drawings	of	the	just	
emerging	leaf	buds	of	a	horse	chestnut.

Development of these wild carrots and chestnut buds
Both	botanical	drawings	were	developed	during	a	course	of	eight	
weeks	at	Edinburgh	College	of	Arts	(Personal	Language	and	Develop-
ment)	as	well	as	afterwards.	The	exploration	concerned:
(a)	the	combination	of	broad	expressive	marks	with	detailed	observa-
tions
(b)	the	exploration	of	adding	dimension	but	cut	out
(c)	attempts	to	‘mobilise’	some	elements:	a	first	exploration	of	installa-
tion	and/or	moving	image

The	wild	carrots	developed	into	a	series	of	drawing	such	as	this	one

DC,	combined	A0,	graphite,	oil	bar,	c/p	and	cutout,	
underneath	are	detailed	ink	drawings	showing	through	the	cutout
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At	the	same	time,	different	approaches	to	dealing	with	media.
There	are	some	fairly	unarticulated	concerns	over	construction	of	spa-
tial	plane	in	the	piece.
Along	with	light/dark	and	positioning	decisions,	and	guiding	lines/focal	
point.

But	mostly:	it’s	an	exercise	in	use	of	media	(line	and	stippling	of	differ-
ent	dilutions	in	seedlings	and	sedum;	colour	shape	washes	for	orchid	

Treebirds	(nest),	installation	view	and	close	ups

Then,	now,	soon,	56x70	cm,	ink,	charcoal,	c/p

The	chestnut	buds	were	experimented	with	as	animated	objects	
(painted	on	tracing	paper	in	gouacher	and	attached	to	masking	tape;	
and	eventually	placed	in	front	of	a	large	A0	print,	showing	the	original	
tree:

Current drawings
Then,	now,	soon:	three	plants	across	three	viewpoints
Laying	tone	and	modelling	shape	with	c/p	for	the	orchid
Much	less	ability	to	develop	quality	of	line	with	them	though;	ink	and	
ink	dilutions	to	build	up	the	sedum	shapes	and	seedlings

Done	after	the	experiments	in	composition	and	equivocal	space	(no-
tably	the	inclusion	of	different	viewpoints	in	one	drawings,
Equivocal	space	on	three	layers:	looking	into,	upto	and	onto.
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pot	and	leaves;	overlaying	and	working	into	charcoal	on	top	of	ink.

I	feel	ambivalent	towards	the	piece.	It’s	interesting	but	very	unworked	
out.	I	struggle	to	specify	what’s	good/poor	in	it.	

-	Overall	composition	of	elements	works	well;	the	rhythm	of	arches	
of	sedum	and	orchid	works	well;	the	treatment	of	orchid	and	sedum	
is	good	too	(there	is	some	problem	with	outlining	sedum	stalks	too	
mechanically);	I	like	the	way	the	orchid	leaves	and	pot	are	dealt	with	
but	the	perspective	and	eye	level,	as	well	as	tone	of	pot	needs	ad-
justment;	the	seedlings	and	tray	is	very	linear	in	treatment,	this	jars	
somewhat.	
What	other	treatment	is	possible?	Is	it	a	matter	of	cropping,	even?

The	space	folds	distinctly	into	the	pot,	pulling	its	top	into	the	corner.	
Is	this	desired?	Does	the	pot	need	to	be	bigger?	More	uniform	in	
tone?

[eventually,	this	formed	a	study	piece	for	the	assignment	work:	devel-
oping	further	the	composition,	scaling	up	the	orchid	(but	keeping	the	
main	elements	and	media	of	it,	all	mirrored	once]

Negative space
I	did	two	negative	space	drawings,	one	of	an	Aloe	plant	on	a	chair	
(see	sketchbook),	one	as	an	explorative	piece	alongside	the	bowl	
rubbing	(see	section	on	indexical	drawing)	on	top	of	an	existing	sim-
ple	screenprint.

For	more	discussion	on	these,	see	the	next	section,	Exploration:	
Negative	space.
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Exploration : Negative space

Kaupelis’s	chapter	on	
organisation	and	struc-
ture	(see	earlier	entry	in	
logbook)	also	focusses	
strongly	on	negative	
shape,	e.g.	asking	to	
compare	a	DeKooning	
and	a	Georgia	O’Keefe	
drawing.
Setting	out	from	that,	I	
went	and	did	another	
exploration	of	negative	
space.
I	discovered	a	more	
recent	addition	to	the	
coursebook	asking	
to	consider	Patrick	
Caulfield’s	White	Ware	
series	of	screenprints	
as	a	first	exemplar	of	
the	significance	of	negative	space.
In	two	tones,	they	include	a	ceramic	object	and	a	window	or	lamp	cast-
ing	a	shadow.	The	main	tone	is	constituting	the	negative	space	of	the	
composition.
	
In	my	exploration	of	the	use	of	oil	pastels,	I	discovered	Picasso’s	oil	
pastel	drawing/painting	from	the	1940-1960s.	Many	of	them	are	more	
traditional	line	drawings	(also	rather	sparse).	But	a	couple	point	to-
wards	more	painterly	space	set	up.
While	examining,	and	sketching	one	of	them,	I	came	to	realise	how	
negative	space	operates	in	a	series	of	interlocking	layers:	there	is	
rarely	just	one	negative	spae,	but	e.g.,	in	Picasso’s	drawing,	the	inside	
of	the	hand	is	simultaneously	positive	space,	the	object	hand,	but	also		

Patrick	Caulfield,	6	of	the	White	Ware	Series,	
screen	prints,	1990l	107x81	cm

at	the	same	it	
is	the	negative	
space	as	far	as	
the	light	of	the	
fingers	are	con-
cerned.	Taken	
this	observation	
further,	it	is	easy	
to	identify	a	whole	
series	of	different	
orders	of	negative	
space	within	an	
artwork	--	the	di-
mension	denoted	
in	the	White	Ware	
series	being	really	only	the	most	obvious	one.

The	drawings	of	the	Aloe	and	the	Cyclamen	were	hugely	enjoyable.	It	
was	detailed	and	time	consuming	but	also	satisfying	to	observe	in	such	
detail	the	spatial	relationships.
The	possibilities	for	development	are	fairly	far-reaching:	e.g.,

-	what	does	
become	of	the	
‘inside’?
-	can	different	
objects	interlock	
and	merge	as	the	
space	is	so	com-
pletely	flattened?

Sketchbook	page,	Study	of	Pablo	Picasso,	Man	
Smoking,	1964,	oil	pastels
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I	explored	both	of	them	in	the	cyclamen	drawing:	the	same	plant	
was	rotated	twice	and	arranged	around	a	(chance)	imprint	of	the	
rubbed	fruit	bowl	(it	was	the	paper	I	used	to	cover	the	original,	with	
some	of	it	having	rubbed	off,	then	placed	underneath	the	carpet	to	
add	some	more	rubbing).
I	then	proceeded,	as	some	of	the	previous	drawings,	to	make	use	
of	the	whole	sheet	of	paper	and	spent	consid-
erable	time,	drawing	in	the	negative	space	as	if	
it	was	inside	a	frame.	

The	Cyclamen	drawing	is	a	progression	from	
the	negative	space	exercise;	it	also	takes	on	
my	engagement	with	Anna	Barriball’s	work	and	
marks,	with	the	integration	of	the	bowl	into	the	
composition	a	study	piece	leading	up	to	the	As-
signment	drawing.



31

Exercise : Drawing animals
I	begun	with	outline	drawings;	the	textbook	encourages	to	feel	way	
through	texture.	But:	I	feel	either	is	a	bit	empty	as	it’s	the	movement	
that	marks	the	bird	and	seems	its	‘essence’.	The	position	of	standing	
up,	listening	in	different	directions;	sounding	alarm	at	intruders	with	
wings	move	and	feather	bulging	up;	quick	picking	and	moving	about	to	
pick	some	more.

Outline	drawings;
Texture	drawings	-	starting	with	the	bulk	of	the	body
Movement/position	when	sounding	alarm
Blind	drawings	(some	with	contour)	to	get	more	of	a	sense	of	weight/
movement	of	the	body.
More	studies	of	head	poses.
Final	drawings	are	simplification	of	pose/shape.	They	are	almost	
cartoon-like.	

What	are	other	approaches	to	consider	the	movement	and	get	to	the	
bird	in	that	way?

Museum specimen
Stuffed	birds	as	still	life.	There	are	the	cases	where	birds	are	stuffed,	
lolly-pop	like	one	after	another,	placed	on	a	stick.	It	allows	for	easy	
comparison	of	taxonomy.	It	is	the	taxidermy	of	time’s	past.	Today’s	tax-
idermy	inserts	birds	in	fly,	perched	up	high	into	abstracted	tree	shapes.	
To	capture	not	only	dead	birds	but	also	their	habitats.	Bird	flight	as	
simulation.	So	much	in	the	service	of	nationalist	education.

I	easily	spend	an	hour	on	two	gulls	suspended	off	a	wire,	their	wings	
spread.	I	can	look	and	look	again,	compare	subtle	tone,	form	and	tex-
ture.	It	feels	curious	to	be	able	to	do	that.	I	end	up	with	some	intricate	
drawings	of	a	male	and	female	bullfinch.	Their	stillness	is	the	contrap-
oint	to	those	I	saw	two	weeks	ago.	Their	stillness	allows	me	to	exam-
ine	where	their	plumage	changes	colour	right	next	to	their	little	glass	
eyes.

‘Grab	your	chance’	-	there	is	a	different	speed	of	movement	in	pets	
that	rest	on	the	sofa	or	when	observing	other	animals.	I	do	not	have	
easy	access	to	cats	or	dogs;	furthermore:	they	don’t	intrigue	me	as	
animals	as	such.	But	I	am	intrigued	by	birds.	Only	problem:	birds	move	
constantly	and	quickly.	Only	problem,	too:	they	are	generally	rather	
small;	so,	any	sense	of	anatomy	needs	to	be	gathered	from	close	up,	
or	indeed	through	observing	their	movement.
Movement	is	an	important	part	to	capturing	birds’	characteristics.

1.	chicken	at	Kew	Gardens
2.	blackbirds	(currently:	one	male,	one	female,	at	different	time),	feed-
ing	on	apples	outside	the	dining	room	window.
3.	taxidermy	at	Kelvingrove	Museum	and	at	Glasgow	Museum	Re-
source	Centre
4.	A	whippet	x	lurcher	after	a	walk

Blackbirds feeding in winter
long	time	spent	while	perched	on	branch	above	the	feeding	site	to	
observe;
feeding	in	bursts	of	5-7	minutes;	quick	movements:	listening,	watching,	
noising	up.	so:	a	few	movements	are	distinctive	when	feeding:	the	bird	
moves	around	itself	frequently;	picking;	listening	here,	listening	there;	
if	all	clear,	more	picking.	If	intruders	are	seen/heard/feared:	sounding	
alarm;	flicking	tail,	moving	wings	up	and	down	alongside	its	body	(not	
flapping);	
distinctive:	moving	neck;	up,	down.	This	changes	the	shape	of	the	
head	considerably.

Difficult:	speed	of	movement;	relationship	of	head	to	boy:	size,	posi-
tion,	(in)visible	neck;	can	I	see	the	eyes??
Easy:	overall	outline;	volume	of	feathers	in	various	movements.
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And	yet.	And	yet.	The	stuff	that	mattered	in	the	blackbirds	was	their	
bodies’	tension	in	movement.	The	poses	they	would	take.	Abandon.	
Take	again.	Abandon.	To	make	the	repertoire	of	movements	they	con-
duct	over	a	30	second	tune.	The	tension	in	their	small	frame	visible	in	
line	-	even	if	only	as	poorly	remembered	afterthought.

Do	I	have	to	chose?	It	feels	a	bit	that	way.	Can	I	have	the	tension	of	
fleetingness	,please?	But	first,	another	long	look	at	the	fantasies	of	
representing	nature.

-	black	of	black	birds	not	for	colour	but	for	form/volume	[suggestion	of	
hue	is	generally	enough,	and	btw,	the	birds	are	rarely	actually	black]
-	knees	always	point	forwards,	but	knees	sit	high	under	the	stomach.	-	
the	pelvis	sits	generally	far	back	of	the	axis.:

More	on	bird	anatomy:

In	some	ways	a	bird	is	a	simple	form	compared	to	a	mammal.	Most	
of	its	bones	and	muscles	are	out	of	sight	behind	feathers,	and	there	
are	not	as	many	differences	in	form	within	the	range	of	bird	species	as	
there	are	among	other	ainmals.	But	birds	can	change	their	outer	shape	
disconcertingly	at	times	either	by	fluffing	out	their	feathers	or	pulling	
them	in	tight	to	the	body,	and	flight	produces	a	greater	range	of	move-
ment	and	angels	ofview	than	one	is	likely	to	see	in	most	animals.	(p.	
37)

-	the	neck	has	a	variable	number	(among	species)	of	bones	-	14	com-
monly,	swans	have	23.	This	allows	for	great	flexibility	so	that	the	bill	
can	carry	out	the	many	varied	tasks	it’s	designed	for.
-	similarly	flexible	are	the	feet:	biggest	toe	with	many	small	bones	to	al-
low	for	flexibility;	the	toe	that	stands	back	is	often	a	single	bone	to	give	
rigidity	of	stance.

On	land	the	legs	are	all	important,	and	here	the	hidden	bone	struc-
ture	is	vital	to	an	understanding	of	balance.	All	back	legs	begin	from	a	

John	Busby	1986 Drawing birds.	An	RSPB	Guide.	RSPB:	Bedford-
shire.

If	you	are	wathing	a	bird’s	behaviour,	ther	is	no	need	for	a	detailed	
study	of	the	bird;	what	it	is	doing	or	where	it	is	going	will	be	more	
important,	and	this	can	be	suggested	sometimes	by	just	using	direc-
tional	lines	and	arrows	-	more	a	diagram	than	a	drawing	.	It	may	help	
if	you	can	‘see’	invisible	lines	-	one	for	instance	which	represents	the	
axis	through	the	body.	Most	shapes	(except	squares	and	circles)	have	
a	dominant	axis,	and	a	bird’s	body	can	easily	be	seen	to	be	level	or	
tilted.	It	does	not	twist	and	bend	like	a	mammal’s	body,	so	the	axis	re-
mains	straight	and	pivots	on	the	angles	of	the	legs.	Movement	can	be	
suggests	by	the	way	these	angles,	with	those	of	the	head	and	wings	
relate	to	each	other.
A	bird	uses	its	bill	for	most	of	its	action	on	land.	If	it	is	feeding,	the	ac-
tion	begins	with	the	thrust	of	the	bill,	and	its	body	is	balanced	to	make	
this	possible.	There	is	a	tension	running	through	the	bird	affecting	its	
outer	shape	-	miss	that	and	your	bird	will	show	only	the	appetite	of	a	
museum	specimen.	...	The	important	thing	to	look	for	is	balance.	This	
is	something	you	can	sense	far	more	by	watching	a	living	bird	than	
ever	you	can	get	from	a	still	photograph.	Sometimes	I	have	found	it	
useful	when	looking	at	a	mixed	group	of	active	waders,	for	instance,	
to	concentrate,	not	on	the	different	species,	but	on	as	many	aspects	of	
balance	as	I	can	find.	(p.	23)

The	drawings	are	strong	for	their	capturing	of	movement	and	charac-
teristic	-	jizz	(birding)	-	it’s	an	interesting	proposition	at	wholeness:	to	
get	the	‘character’	by	posture/movement/attitude.	[How	interesting	in	
terms	of	it	humanising	of	animal	behaviour]	
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traiture’	session	that	appeals	to	me.	My	comments	on	Dryden	Goodwin	
for	Assignment	2	were	a	bit	sceptical	of	what	he	made	of	encounters	
with	strangers.	But	essentially,	Gigha	and	I	were	strangers	too	and	I	
thoroughyl	enjoyed	the	session.

As	for	the	drawing	medium/	skills:	
I	used	marker	pens,	which	are	one	of	the	most	unfamiliar	media	for	
me,	in	a	way	that	I	had	learnt	in	a	life	drawing	class	on	working	with	
just	three	hues	to	observe	light/shade/	and	neutral.	This	worked	sur-
prisingly	well	(given	the	unfamiliarity	with	the	medium),	but	needed	
more	time	to	build	up	than	the	animal	remained	still.
Compressed	charcoal	is	far	more	forgiving	when	having	to	stop	at	any	
point	since	the	tones	are	laid	in	more	quickly.
Unlike	in	my	human	life	drawings,	Gigha	does	actually	have	a	face	and	
four	legs	and	paws,	getting	the	complete	figure	into	the	drawings	was	
something	I	was	pleased	with.

pelvis	of	some	kind.	That	of	a	bird	is	not	big	and	bony	and	leaves	no	
bump	on	the	surface,	but	one	needs	to	fix	the	hidden	starting	point	of	
the	legs	quite	far	back	along	that	axis.	(p.	40)

Gesa observing Gigha, the whippet, (not) observing Gesa
In	April	2012	I	went	and	visited	a	fellow	student,	Ruth	who	has	an	
eight-year	old	Whippet	x	Lurcher,	called	Gigha.	After	a	walk,	she	left	
me	with	her	in	the	living	room	and	I	followed	the	Whippet	for	four	hours	
around	the	room.	She	wasn’t	doing	very	much,	but	that	surprisingly	
frequently.	
I	largely	worked	in	compressed	charcoal	and	marker	pens.	The	former	
not	suffering	from	short	poses,	the	latter	taking	considerably	longer	to	
build	up	and	complete	a	drawing	(with	the	effect	that	only	one	of	the	
pen	drawings	looks	reasonably	finished.
This	was	done	one	day	after	visiting	the	rabbit	collection	at	the	mu-
seum	and	the	contrast	between	drawing	a	living	animal	in	contrast	to	
a	dead	one	couldn’t	have	been	more	stark.	Freud’s	drawings	of	dead	
animals	intrigue	me	--	I	need	to	spend	more	time	finding	out	why,	
maybe	it	is	the	simple	starkness	of	something	once	living	now	limp	and	
without	tension	in	the	body.	

Coming	away	from	the	day	with	Gigha,	I	would	really	have	contiued	
working	with	her	and	including	her	in	the	final	assignment	piece.	The	
lack	of	access,	but	also	at	that	point	the	brevity	of	time	left	felt	very	
restricting.

I	had	explored,	but	so	far	
not	pursued	a	number	of	
further	option	to	sketch	ani-
mals:	namely	big	cats	in	the	
zoo	as	well	as	cattle	(cows,	
bulls)	grazing.
Similar	to	the	life	drawing,	
it	is	the	energy,	tension	of	a	
living	being	and	the	strange	
kind	of	relationship	that	is	
being	entered	into	in	a	‘por-
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Assignment 3 : Observation in nature part	of	the	course	
but	her	indexical	
approach	seemed	
so	far	apart	from	the	
course	requirements	
in	terms	of	observa-
tional	and	represen-
tational	skills,	that	it	
seemed	impossible	
to	include.

What	began	to	
emerge	over	the	past	
six	weeks	(though	

it	is	not	sufficiently	
logged	in	here)	is	the	

interest	to	consider	the	significance	of	meaningful	objects	as	part	of	
still	life	set	ups.	In	part	this	was	triggered	by	Barriball’s	memory	pieces	
and	evocations	(a	childhood	curtain	cut	up	and	‘released’,	the	found	
objects	of	strangers’	holidays	mementos);	in	part	it	was	a	development	
of	my	interest	in	self-portraiture	and	exploration	as	expressed	in	the	
previous	assignment.

There	is	an	extensive	history	of	still	lives	as	meaningful	objects	(trust	
me	;);	I’ll	provide	the	evidence	in	time	for	assessment).

All	of	the	more	meaningful	pieces	of	this	section	concern	themselves	
with	such	objects:	the	fruit	bowl	is	my	grandparents’s	bowl.	It	lived	in	
their	living	room	and	always	housed	apples	and	oranges,	to	be	pre-
pared	as	snack	while	watching	1970s	German	Saturday	evening	en-
tertainment.	Line	and	memory	thus	is	the	first	of	such	memory	pieces	
about	my	grandparents.	On	the	window	sill,	not	far	from	the	fruit	bowl	
lived	the	plants,	always	including	Cyclamen.	Thus,	the	second	nega-
tive	space	drawing	is	also	a	memory	piece	of	their	living	room	space.

Barriball’s	graphite	tracings	and	their	appropriation	alongside	the	in-

After	having	struggled	with	the	Assignment	1	to	be	deliberate	in	setting	
up	an	‘interesting’	still	life	setup,	I	was	keen	to	explore	during	this	as-
signment	the	meaning	of	‘interesting’	but	also	the	wider	traditions	and	
different	approaches	to	the	genre.	I	feel	that	this	exploratory	approach	
has	been	successful	in	a	number	of	ways:

-	Kaupelis’s	(1980)	chapter	on	Structure	and	Organisation	has	pro-
vided		a	series	of	cuts	through	what	could	be	implied	by	‘interesting’.	I	
notably	focussed	on	negative	space	and	equivocality	in	composition;

-	an	exploration	of	Lucian	Freud’s	early	still	lives	has	given	me	some	
insights	into	(a)	the	use	of	(dead)	animals	in	still	life;	and	(b)	the	possi-
bility	to	have	very	few	objects,	strikingly	and	unusually	composed.

-	charcoal	as	medium	and	development	of	tonal	(rather	the	line)	draw-
ings	has	been	a	weak	point	until	the	end	of	Assignment	2.	I	feel	the	
way	this	medium	has	been	employed	for	this	part	of	the	course	shows	
development.

After	a	series	of	line	drawings	based	on	Drawing	Projects	(Maslen	&	
Southern	2011),	that	solely	focused	on	natural	objects,	I	spent	consid-
erable	time	with	compositional	concerns.

I	pursued	the	line	of	including	animals	and	made	use	not	only	of	the	
museum	space	but	its	storage	too,	as	well	as	visiting	Gigha	the	whip-
pet.	But	as	a	subject	for	inclusion	in	the	assignment	I	dismissed	both;	
the	dead	rabbit	for	its	overly	museum-like	characteristics	(stretched	on	
board);	Gigha	for	lack	of	easy	access	for	the	time	required	for	the	as-
signment.

Anna	Barriball’s	work	infused	my	thinking	and	interest	throughout	this	

Fruit	bowl	rubbing	on	220gsm	paper	with	2B	
pencil
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structions	for	the	negative	
space	exercise	thus	lead	to	
a	bit	of	progress	of	how	her	
work	could	be	developed	
further.

The	dimension	of	time	(as	
in	past	experience	and	
memory;	but	also	as	in	time	
spent	on	the	actual	draw-
ing)	has	long	interested	me.	

In	the	past	I	pro-
duced	daily	ob-
servations	of	chilli	
and	other		plants	
growing	(see	
Daucus	Carota)	
but	also	ways	in	
which	objects	can	
move	over	time	
(Treebirds	(nest)).	
While	the	three	
plant	drawing	
(see	Plant	sec-
tion)	did	not	work	
as	a	single	piece,	
its	exploration	of	
space	and	sym-
bolic	representa-
tion,	alongside	a	
chance	observa-
tion	of	cast	shad-
ows	of	seedling	

trays	moving	across	the	wall,	provided	the	first	key	element	of	the	final	
piece.

This	developed	into	a	time-based	drawing	that	was	light	enough	(and	
not	covered	in	graphite)	to	contain	other	represented	objects.

The	orchid	was	a	key	successful	element	from	the	earlier	large	plant	
drawing	and	I	only	adjusted	the	representation	of	the	flowers	by	us-
ing	oil	pastels	rather	than	coloured	pencils,	as	planned.	This	was	due	
to	the	fact	that	the	paper	surface	(Arches	88)	was	HP	but	unseized.	
While	I	knew	the	paper	took	soft	pastels	very	well,	I	hadn’t	anticipated	
how	sensitive	it	was	to	rubbing	and	erasing.	With	the	timeline	drawn	
and	undrawn	in	charcoal,	the	surface	was	disturbed	to	such	an	extent	
that	it	couldn’t	take	coloured	pencil	but	only	a	more	sticky	medium,	
thus	the	oil	pastels.

I	knew	and	had	experimented	with	the	objects	to	be	included	--	three:	
an	orchid	plant	in	a	flowerpot;	my	gran’s	fruit	bowl	and	a	ragdoll	from	
my	childhood.	The	doll	was	a	rabbit	(while	not	living	or	dead,	it	none-
theless	originates	from	Freud’s	rabbit).	I	did	work	out	the	composition	
on	a	separate	sheet,	adjusting	scale	and	position	in	relation	to	the	
timeline	and	then	by	going	through	the	process	of	making	first	the	posi-
tive	space	of	each	object	work,	then	these	in	relation	to	each	other	and	
the	drawn	format;	then	doing	the	same	for	the	negative	spaces	(this	is	
the	process	as	Kaupelis	suggests).

Following	the	overall	composition	I	developed	each	element	individu-
ally:

1.	flowerpot	and	leaves
2.	flowers
3.	fruit	bowl	rubbing
4.	ragdoll
5.	cast	shadows	and	reflections

This	process	was	time-consuming,	and	in	some	ways	counter-intuitive	
to	my	normal	working	which	works	on	the	whole	piece	at	once.	I	set-
tled	on	this	successive	approach	to	ensure	the	selection	of	medium,	
style	of	representation,	texture,	and	tone,	hue	and	chroma	were	as	I	

First	‘timeline’	of	chilli	seedling	shadows	on	wall
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intended	them	for	
each	individual	
objects.	Consid-
ering	the	status	
of	each	object	
as	an	individual	
significant	entity	
that	are	combined	
on	a	time/space	
dimension	in	this	
composition,	this	
seemed	appropri-
ate.

The	studies	for	
hue	and	value	of	the	leaves;	the	reflections	of	flower,	pot	and	leave	
are	in	the	sketchbook;	so	are	various	other	studies	such	as	the	
position	of	the	ragdoll	and	the	modelling	of	its	form.

I	am	conscious	that	the	composition	has	only	two	natural	objects	in	
it	(the	orchid	and,	by	cast	shadow	timeline,	the	chilli	seedling).	I	am	
also	conscious	that	is	in	the	main	monochrome	and	the	majority	of	

chroma	applied	
as	wash	rather	
than	drawing.

However,	I	hope	
that	the	work	
undertaken	in	
terms	of	concep-
tion,	composition	
and	drawing	in	oil	
pastels	and	char-
coal	outweigh	
the	risks	taken	
by	such	selective	

interpretation	of	the	assignment	task.

As	a	piece	of	drawing	in	its	own	right,	as	a	still	life,	as	a	composition	and	
as	a	concept,	I	am	surprised	to	have	been	able	to	produce	something	
that	is	so	meaningful	to	myself;	standing	in	in	a	number	of	ways	for	the	
relationship	between	my	mother,	her	mother-in-law	(my	gran)	and	my-
self,	in	time	remembered.	All	the	while	time	is	passing	forward	and	cast-

ing	shadows	of	
new	things	grow-
ing.	My	growing	
ability	to	work	
with	charcoal	
(and	the	insight	
into	the	ability	
of	this	medium,	
more	so	possibly	
than	others,	to	
leave	remains	
and	ghosts	of	
earlier	drawings)	
has	enabled	me	
to	find	a	form	of	
expression	that	is	
observational	and	
meaningful	at	the	
same	time.

Observation	of	reflections	in	terms	of	hue	and	
position

Rabbit	:	tone,	mark	and	position

Assignment	3	:	
observation	in	
nature.	Charcoal,	
oil	pastel,	ink	on	
Arches	88,	76x55	
cm
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Tutor report  

  
Student name  Gesa Helms Student number   492645 

Course/Module  Start drawing Assignment number   3 
 
Page 1 of 4 
 
Dear Gesa, 
Many thanks for your assignment 3 work.  
Overall Comments 
The work you have submitted for this Assignment is beginning to 
show a marked improvement on your previous Assignment. There 
is evidence here of an effective grasp of ideas and of 
communication of visual ideas. You are beginning to take risks 
with imaginative and successful outcomes and the drawings are 
becoming more personal – all good things. There is a tendency 
however to overdraw so that outcomes can be very dark and detail 
is sometimes obliterated. You also show signs of not following 
through so that some of the work looks uncertain and unfinished. 
 
Feedback on assignment 
 
I am not going to comment on every drawing you have submitted 
and I will also not necessarily comment in the order of the 
Assignment. I would rather concentrate on those drawings that I 
feel, best illustrate you strengths and your weaknesses. 
 
I am therefore going to start with the A3 drawing of Gigha the 
whippet. This drawing is in compressed charcoal and uses the 
qualities of compressed charcoal very well. It suits your inclination 
towards dark tones. However, when you use this medium you 
should be aware of the possibilities of contrast – look for example 
at the compressed charcoal baby drawing by Jim Dine which forms 
part of his studies of babies in 1976 – the contrast is hugely 
effective not only because Dine is employing different pressures 
but he is also wiping out using cloths or putty rubber and leaving 



the surface white paper. The contrast of the white of the baby’ skin 
and the black background is very effective (unfortunately I cannot 
paste the example into this report because it is not in the 
Bridgeman Library or on any other OCA resource). 
 
 If you had employed these contrasts of light and dark to indicate 
the shiny qualities of the whippets fur or the light direction – this 
would have been a very effective drawing. The strength here 
however is in your mark making and in the implied movement of 
the dog. The actual body of the dog seems a little short and broad 
– not the qualities I would expect to see in a Whippet. 
Nevertheless a hard subject to draw and a very effective attempt –
well done. 
 
The still life fruit bowl using pastel and charcoal washes is one of 
the best drawings in this Assignment and you again display a 
preference for dark tonal areas, which creates an interesting series 
of contrasts. This however has the effect of making the fruit less 
natural and desirable. There are good qualities of line, texture and 
mark making in this drawing. My only real reservation is that you 
may have sacrificed reality at the expense of technique and 
design. I refer here, not only to the contrasting use of light and 
tone but of composition. The composition is almost abstract and at 
variance because we appear to be looking at the fruit bowl from 
above yet we are also looking at the separate oranges from the 
side. The context is not clear in that we only have the mat as the 
backdrop and no table surface or table edge. 
 
You say of your Orchid drawings in your log book 
(compositional/spatial drawing) “I feel ambivalent towards the 
piece. It’s interesting but very unworked out. I struggle to specify 
what’s good/poor in it.” 
 
I think you mean to say that it appears unfinished – this is because 
the drawing lacks cohesion and it lacks cohesion because context 
and environment are not clear. The relationship of forms appear 
random, which is actually quite interesting – rather like Elizabeth 
Blackadder’s more engaging paintings where objects are detached 
from the physical laws of nature. However the merits of this 
disjointed placement are sometimes lost through poor definition 
and this is particularly apparent in the petals of the orchids. In the 
larger drawing the flowers are lost against the pencil rubbings. The 
lack of line and clear colour has meant that they have little physical 



presence. The weakness here is therefore the sketchiness that I 
pointed out in your last Assignment. 
 
Your sketchbook is very strong and improving in terms of 
experimentation, risks and the variety of content. It is a good 
example of visual and observational research. Well done. 
 
 
 
Learning Logs/Critical essays 
 

 The log book is also progressing very well and you are questioning 
what you do as well as relating your contextual research to your 
own work practice. 
 

  
 
 
Pointers for the next assignment 
 

 Try to do some research into how artists use tone and contrast and 
use more line definition in your work. Also look closely at how 
context helps to define objects in terms of composition and space, 
experiment with the abstract concepts of form and spatial 
relationship to composition. 
 
I have given you a date for your Assignment 4 work, which should 
allow you to keep to the new extended time frame for your course. 
 
Keep up the good work. 
 
 
 
 
 
 
 
 
 
 
 
 



 
 
Tutor name:  Richard Liley 
Date  20/612 
Next assignment 
due 

12/9/12 
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Drawing 1
Assignment 4 : Landscape

More	than	in	any	previous	assignment	I	struggled	in	this	one	with	
information	and	interest	overload.	Landscapes,	or	rather:	fields,	were	
the	first	subject	that	occupied	me	when	starting	painting	several	years	
ago.	And	they	have	continued	to	do	so.	Concerned	with	conventions	
of	the	genre	but	also	my	knowing	of	cultural	geography’s	critique	of	
the	all	seeing	eye	of	the	one	who	observes	a	constructed	landscape	
from	the	off,	I	have	tried	to	explore	what	it	is	that	pulls	me	towards	this	
traditional	subject.
In	addition,	I	often	sketch	and	collect	information	when	I’m	‘in	the	land-
scape’.	An	exploration	during	2011	showed	me	some	approaches	that	
could	get	beyond	the	genre	towards	questions	of	experience,	transla-
tion	and	identity	construction	in,	with	and	alongside	(a	not	similarly	
problematic)	‘nature’.	The	fields	and	even	more	so,	recently,	the	woods	
(conifers	preferrably)	haunt	my	imagination,	if	not	my	day-to-day	expe-
rience	as	living	in	the	city,	and	having	grown	up	amongst	the	fields	and	
pine	forest	of	rural	north	west	Germany.
So,	with	this	section	of	the	course	appropriately	tagged	as	‘with	bag-
gage’,	much	of	what	I’ve	done	since	starting	the	course	could	belong	
here.	But	does	it?
Much	of	the	inspiration	and	source	material	for	this	assignment	origi-
nates	from	three	wooded	areas:	rural	Aberdeenshire,	near	Drum	Cas-
tle,	Benmore	Gardens	in	Cowal	as	well	as	the	forests	around	the	place	
where	I	grew	up,	the	northern	part	of	the	district	of	Gifhorn	in	Lower	
Saxony,	one	of	the	most	heavily	wooded	and	most	sparsely	populated	
parts	of	(West)	Germany.
Most	of	the	material	presented	here	is	contained	in	sketchbooks,	much	

of	it	done	on	location,	with	mainly	the	assignment	work	developed	from	
fieldwork	and	studio	materials.
While	some	of	the	assignment	materials	was	undertaken	over	the	
past	year,	all	field	work	directly	relating	to	the	assignment	and	its	stu-
dio	development	(as	well	as	the	articulation	of	some	of	the	conceptual	
aspects)	were	one	in	July	and	August	2013.	In	this	sense,	the	section	
is	more	heavily	than	previous	ones	focussed	on	the	development	of	the	
assignment	piece	(rather	than	the	exercises).	This	approach	has	been	
inspiring	and	energising.
I	have	also	provided	contextual	material,	some	of	it,	as	the	discussion	
of	Peter	Lanyon’s	work,	having	been	sparked	off	several	years	ago,	but	
only	now	explored	and	set	into	relation	to	my	own	developing	practice.
Following	on	from	assignment	3,	the	concerns	over	light/dark,	heavy	
texture,	concealment	and	revealment	as	well	as	the	inclusion	of	tempo-
ral	aspects	have	fed	into	this	section.	More	than	anything	has	Richard’s	
suggestion	to	explore	Jim	Dine’s	work	and	a	more	systematic	and	con-
sidered	approach	towards	heavy,	dark	tones	and	how	detail	can	be	pre-
served	in	these.	But	more	on	the	developing	thoughts	and	experience	
on	this	in	my	response	to	the	previous	report	and	the	logbook	proper.
September	2012
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Response to report on Assignment 3 :
Objects in nature

Many	thanks	for	the	considered	and	useful	feedback	on	the	material	
submitted	for	the	Objects	in	nature	assignment.	I	start	with	logging	and	
responding	to	the	main	points	of	criticism.

Criticisms	and	identified	weaknesses	in	the	submitted	pieces:

a.	Tendency	to	overdraw
-	not	exploiting	possibility	of	contrast	(in	example	of	Gigha,	the	whip-
pet)	and	the	tools	available	such	as	cloth,	eraser	and	putty	rubber.
-	dark	tones	of	fruit	in	fruit	bowl	drawing

b.	Not	following	through	so	that	work	looks	uncertain	and	unfinished.
-	orchid	drawings	appearing	unfinished	and	lacking	cohesion

c.	Different	viewpoints/	variance	in	composition
-	mentioned	in	relation	to	the	fruit	bowl,	as	well	as
-	disjointed	composition	in	assignment	piece.

Point	a/	the	tendency	to	overdraw	and	the	criticism	of	b/	unfinished/
undefined	orchid	petals	I	concur	with:	the	overdrawing	(or	rather	not	
spending	enough	time	to	erase)	was	an	issue	in	the	time-limited	(as:	
for	how	long	would	she	remain	still)	piece	of	the	dog	Gigha	(in	re-
sponse	to	questions	over	bulky	form:	she	is	in	fact	a	whippet	x	lurcher,	
slightly	fuller	in	form	that	a	pure-bred	whippet).

Point	b/	yes,	agreed.	The	orchid	flower	petals	in	the	submitted	assign-
ment	are	its	weak	point.	Yet,	I	disagree	with	them	being	sketchy.	In	
fact,	I	consider	them	as	overdrawn	(and	thus	fall	under	point	a	rather	
than	b):	my	preferred	medium	for	them	would	have	been	coloured	
pencil	but	using	the	Arches	88	and	wiping	back	charcoal	previously	
had	roughened	the	surface	to	such	an	extent	that	it	wouldn’t	take	any	
c/	pencil	and	I	moved	to	the	much	coarser	oil	pastels.	I	kept	rework-

ing	(and	reworking)	and	it	is	this	which	in	my	mind	leads	to	their	weak	
form	and	texture.	Having	based	the	piece	of	the	‘time-line’	of	wiped	
out	charcoal	meant	that	at	that	point	I	could	not	easily	move	to	another	
piece	of	different	(more	heavily	sized)	paper	to	keep	to	my	original	
plan;	instead	I	decided	to	submit	the	piece	at	it	was.	

The	quote	from	the	logbook	on	my	dissatiscation	with	an	orchid	draw-
ing	refers	not	to	the	assignment	piece	but	to	an	earlier	study	that	
explicitly	employed	variance	of	viewpoint.

This	leads	me	to	a	response	to	point	c/	different	viewpoint	and	dis-
jointed	composition.	For	the	fruit	bowl	drawing	I	aimed	at	one	viepoint:	
viewing	down	at	a	slight	angle	(60	degree	from	surface	or	so).	The	
angle	was	presented	by	a	slightly	oval	bowl	and	very	narrow	cast	
shadows.	If	the	oranges	appear	as	from	the	side,	that	is	an	unintended	
effect.	The	fruit	in	the	bowl	was	overripe	(and	indeed	not	meant	to	be	
appealing).

As	with	the	(fairly	unsuccessful)	study	of	three	different	viewpoints,	the	
composition	and	decisions	over	inclusion	or	exclusion	of	context	(such	
as	table	surface)	were	deliberate	as	ways	of	exploring	compositional	
means;	the	abstraction	intended.

I	note	and	am	glad	about	the	positive	aspects	you	mention	in	the	fruit	
bowl	and	whippet	drawings	as	well	as	assignment	drawing.	With	the	
latter,	I,	from	my	point	consider	the	composition	neither	random	nor	
unfinished	but	deliberate:	the	relationship	between	the	different	objects	
is	carefully	chosen	in	relation	to	the	charcoal	‘time-line’	to	establish	a	
‘surface’	for	the	flower	pot	and	doll;	the	‘time-line’	provides	a	spatial	
plane	for	the	composition	with	the	other	elements	relating	to	it.	-	The	
weakness	of	the	orchid	petal	being	overworked	remains.

That	these	compisitional	decisions	aren’t	successfully	communicated	
and	appear	as	random	is	probably	the	main	point	for	development	to	
take	from	the	report,	and	your	pointers	for	the	next,	this,	assignment	
are	supportive	of	pursuing	this	approach	further	by:
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Two artists to explore : introductions

Artist - Jim Dine 
b	1935,	American

I	hadn’t	heard	about	him	
(like	so	many	American	
artists).	Seeing	his	hearts	
first	and	noting	him	as	pop	
artist	I	backed	off,	kept	
looking	at	noted	his	large	
outputs	of	prints	(litho-
graphs	and	etchings)	as	
well	as	the	considerable	
body	of	drawings.

Among	the	tools	I	took	
note	of	how	the	ordinary	
objects	he	engages	with	
are	personally	significant.	
They	are	extraordinary	
in	the	role	they	play	for	
him	as	a	person/	artist.	
Jean	Feinberg	(1995,	p.	
18f)	notes	this	appeal	of	the	ordinary	as	signifier	for	Pop.	Popular	
culture	rather	than	high	culture,	thus	the	ordinariness	of	soup	tins	
or,	in	Dine’s	case,	a	Car	Crash	(1960)	are	imbued	with	personal	
meaning	but	closely	tagged	to	social	conditions	and	values.	While	I	
had	noticed	popular	culture	as	key	current	in	contemporary	art	I	had	
stepped	away	from	its	brashness	in	visual	expression.	Here,	revisit-
ing	some	of	its	starting	points	(as	well	as	points	of	departure	from,	
e.g.,	abstract	expressionism	-	Dine	however	kept	the	abstract	ges-
ture	in	his	work	[Feinberg	1995])	allow	for	a	more	nuanced	perspec-
tive	on	that	popular	culture.

a.	focusing	on	tone,	contrast	and	line	as	well	as
b.	exploring	the	role	of	context	and	abstraction	for	composition.

As	you	will	see	in	this	logbook	I	explored	these	pointers	by

a.	considering	(dark)	tone	and	contrast	in	artist’s	work	(Jim	Dine	and	Terry	
Winters,	Susan	Turcot,	William	Kentridge).

b.	examining	my	own	interest	and	appraoch	to	context,	viewpoint	and	
abstraction.	This	was	clearly	a	key	motivation	for	developing	the	fruit	
bowl,	the	‘time-line’	as	well	as	the	assemblage	for	the	assignment	piece.	
It	is	also	one	of	the	key	areas	for	approaching	landscape/	nature/	environ-
ment.	The	extent	to	which	some	of	these	approaches	appear	random/	
disjointed	needs	further	attention	and	some	contextual	exploration	(e.g.	
works	of	Egon	Schiele,	Peter	Lanyon,	but	also	David	Hockney,	Paul	Ce-
zanne).

Perspective	and	the	notion	of	‘being	within	the	artwork’	and	‘movement’	
(i.e.	a	change	in	perspective)	is	one	central	aspect	to	it.	Another	one	is	
the	deliberate	fragmentation	of	the	picture	plane,	something	which	I	real-
ise,	I	have	continued	from	Assignment	3	into	Assignment	4	and	the	stud-
ies	that	lead	to	the	assignment	piece.

c.	there	is	a	further	point	for	future	development:	the	choice	of	objects	and	
the	personal	positioning	towards	the	things	depicted.	It	is	something	I	dis-
covered	when	exploring	Jim	Dine’s	work	where	(a)	ordinary	objects	with	
personal	meaning,	and	(b)	emotions	and	moods	are	key	to	his	drawings,	
prints	and	paintings.	This	was	something	that	appeared	in	the	still	life	sec-
tion;	is	underpinning	the	landscape	section	in	a	more	implicit	manner,	but	
will	need	attention	for	the	final	assignment.

Without	the	critical	and	supportive	feedback	on	this	assignment,	this	
development	could	not	have	been	as	explicit	as	I	feel	it	has	been	(and	I	
hope	it	is	visible	from	the	outside	too).

im Dine, 1976, Second aby Drawing, 101x79cm, 
charcoal, pastel and pencil on paper
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vRichard	pointed	me	to	the	Baby	(1976)	in	compressed	charcoal.
I	also	ordered	copies	of	a	general	book	of	his	body	of	work	from	the	
1950s	to	1990s	(Feinberg	1995)	and	a	recent,	small	book	contain-
ing	his	Glyptothek	drawings	from	the	late-1980s	(Dine	2011)	to	focus	
specifically	on	his	drawings.	
The	Baby	is	a	supremely	modelled	figure	in	dark	space,	some	edges	
are	lost,	the	contrast	of	the	light	of	body	concentrates	the	view	on	it	
while	the	dark	tones	contain	and	contrast	it.

Relevance for my own work:
-	use	and	handling	of	drawing	media:	notably	in	the	Glyptothek	drawings	
these	are	supremely	handled:	attentive	to	observation/knowledge	and	
imagination	and	explore	on	relatively	small	format	the	range	of	marks	
possible	to	construct	stone	figures	in	charcoal	and	assorted	media;
-	circling	around	everyday	objects	-	such	as	tools,	and	elevating	them	to	
the	centre	of	not	just	single	pieces	but	large	series
-	lines	and	mark	in	drawing	but	also	in	printmaking:	a	large	body	of	work	
in	etching/lithography	and	screenprinting.	For	me:	to	explore	line	again	
in	etching	and	consider	learning	lithography	to	expand	on	the	range	of	
marks	and	processes	to	make	images.

im Dine, harcoal and pastel on plastic 
sheet, 17 1/2 x 12 1/2 inches

im Dine, harcoal, lithographic crayon, and 
india ink on plastic sheet, 16 3/  x 13 inches

im Dine, 1973, oltcutters, etching on paper, 
106.7x77.5 cm
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Artist - Terry Winters

He	surfaced	a	few	times	in	discus-
sions	of	some	earlier	drawings:	
in	relation	to	biomorphic	forms,	
repetition,	fragmented	form	and	
mark.
He	surfaced	again	over	the	sum-
mer	in	a	mixed	media	course.
In	relation	to	Richard’s	comments	
he	surfaced	a	third	time:	this	time	
over	depth	of	tone,	overlayering	
and	yet	not	overdrawing/-painting.

During	this	assignment	his	pursuit	
of	lake	pigments:	luminous,	trans-
lucent	hues	with	which	he	has	
begun	to	paint	exclusively,	came	
to	my	attention	again	when	I	was	
trying	to	unpick	my	fascination	with	strong	translucent	lime	green.

Writing	this,	which	sits	at	the	start	of	the	whole	logbook,	at	the	point	of	
sending	it	off,	makes	me	note,	how	I	had	put	this	name	and	my	fasci-
nation	in	the	background	over	the	past	couple	of	months	--	after	hav-
ing	researched	many	of	his	recent	exhibitions,	videos	I	could	find	and	
some	books.

There’s	a	promise	here	at	the	moment	that	relates	to:

-	How	can	I	work	with	landscape	in	a	contemporary	way?	How	can	I	
make	it	relevant	to	me?	Biomorphism	has	been	a	way	of	doing	that,	
starting	with	surrealism,	finding	its	way	into	US-post-war	abstraction,	
Bryce	Marsden	and	now	Terry	Winters.	So,	some	of	his	forms	seem	ut-
terly	modernist	and	related	to	an	aesthetic	from	long	ago;	and	yet:	they	
haven’t	left	my	thoughts	much

-	He,	again	as	Dine,	is	a	
printmaker,	and	that	is	gaining	
more	relevance.

-	the	translucency	seems	to	
have	a	promise	of	tactility:	I	
want	to	touch	what	I	can	see	
through.	As	little	sense	as	that	
makes	when	writing	down:	I	
need	to	pursue	this	further.

His	recent	works	is	densely	
overlaid	and	yet,	all	that	is	
below	is	constitutive	and	
doesn’t	give	a	hint	of	being	
overdrawn.	How	can	I	achieve	
that	in	drawing?

-	the	tactility	is	juxtaposed	(?)	
with	a	void:	there	are	many	
‘wholes’	in	his	images.	Thus,	
the	image	is	multidimensional	
--	it	seems	to	me	to	be	so	in	
space	as	well	as	in	time.	I	
want	to	know	how	this	works.

Terry Winters, 200 , Knotted Graphs 6, Oil on 
linen, 196 x 249 cm

Terry Winters 2011, Tesellation Figures 6, Oil 
on linen, 203 x 193 cm
Detail, below
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Section 1 : Landscape

Introducing	the	loca-
tion	of	many	of	the	
pieces	in	this	section:	
Drumwood	aka	Drum-
hill,	Aberdeenshire,	
near	Drumoak.	Na-
tional	Trust	property.

Visited	several	times	
in	November	2010,	
January	2011,	May	2011	and	again	in	June	2012.

The	task	exceeded	the	drawing	assignment	as	such	but	nonetheless	
informed	it:	questions	over	the	landscape	as	genre,	nature	as	the	sub-
lime	and	a	searching	for	my	own	positions	therein:

a.	why	am	I	still	so	excited	about	a	rather	staid	genre?
b.	what	connections	exist	between	landscape	-	nature	-	and	my	experi-
ence	therein?
c.	what	development	can	mere	expression	take	when	in	nature?

The	first	two	visits	in	winter	were	largely	observational:	2.5	days	spent	
in	the	woodland,	searching	for	observations,	insights	and	experiences.

The	sketchbook	drawings	in	pencil	point	towards	that	searching.	They	
are	also	supplemented	by	another	series	of	observational	drawings	
done	in	May	2011:	to	get	my	bearings	across	the	site.	To	inform	my	
next	questions.

Through	the	sketching,	they	also	effectively,	begin	to	produce	that	site	

as	experience:	a	response	to	my	vision,	they	become	mark	and	as	
such	take	on	a	new	form	which	in	turns	makes	me	remember	particular	
experiences:	of	being	cold,	hearing	the	woodpecker,	meeting	stran-
gers,	jumping	up	and	down	to	keep	walm	and	on	marvelling	over	the	
extent	and	darkness	of	the	conifers	and	the	most	marvellous	line	of	
conifers	against	a	winter	sky.

Exercise 1: Sketchbook walk
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A	subpar	series	of	studies	in	a	marvel-
lous	location:	Catterline,	the	site	of	Joan	
Eardley’s	paintings.

On	the	day	I	was	excited	and	thrilled	
by	the	location.	Knowing	some	of	the	
paintings	-	sea	and	fields	and	a	few	
cottages	-	very	well	and	admiring	them	
hugely,	the	place	itself	seemed	none-
theless	strange	and	unknown.	

Sitting	down	at	the	harbour	and	sketch-
ing	the	four	directions	felt	good	and	in-
spired	while	I	was	doing	these.	Looking	
back	at	them,	they	are	so	small,	square,	
unfinished	and	strangely	uniform	in	their	
insufficiency.

Probably	not	much	choice	but	to	redo	
them.	Looking	at	these	in	the	small	(A5)	
sketchbook	they	just	remained	insuffi-
cient.	I	scanned	them	to	include	here	as	
I	wasn’t	going	to	send	the	sketchbook	in	
and	something	changed	in	the	process.	
They	became	more	independent	of	their	
scale	and	I	noticed	the	range	of	mark-
making	included	in	them.	Seeing	them	
on	this	page,	they	are	more	varied,	the	
two	on	the	left	provide	movement,	while	the	two	on	the	right	are	more	blocked	in.	In	particu-
lar	no	3	is	static	in	its	frontal	view	but	as	such	offsets	the	other	3.	The	time	for	each	was	too	
short.	And	nonetheless,	with	distance	(in	time	and	space)	they	evoke	memory	and	as	such	
provide	a	useful	source.	I	redid	the	exercise	as	part	of	the	assignment	preparation:

Exercise 2: 360 degree study
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I	struggled	most	with	(2),	in	terms	of	motivation	and	view.	It	was	too	
messy	for	me	and	I	was	‘lost’	as	to	what	to	focus	on	and	what	to	
leave	out.	The	marks	for	the	grasses	and	ferns	are	far	too	stylised.

Maybe	it’s	worthwhile	picking	a	pretty	ordinary	location,	using	a	
more	expressive	medium	and	larger	paper	and	to	do	a	series	of	
diversity	of	view	and	coherence	of	mark.

Redone	as	warm-up	for	fieldwork	on	visit	2	to	Benmore.

Three	views,	all	with	compressed	charcoal.

1.	Building	and	distance
2.	close-up	and	person
3.	tree	lines	and	closest	to	views	for	which	I	came	to	the	site.
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I	came	to	her	through	the	2008	
Coast	Road	Diaries,	but	earlier	still	
through	some	large-scale	messy	
prints	of	urban	places	and	traffic.

The	Coast	Road	Diary	as	an	in-
triguing	project.	And	yet,	some	of	
the	pen	and	ink	drawings	associ-
ated	with	it	are	fairly	twee	and	con-
ventional.

Relevance for my own work: 
1.	Some	of	her	work	that	intrigues	
me	are	the	prints:	often	monoprints,	
involving	some	drawing/painting	on	
the	plate	as	well	as	drypoint	work	
(providing	linear	marks).	But	in	
terms	of	the	drawings,	it’s	her	larger	
scale	charcoal	drawings	and	mixed	media	work,	as	expressed	in	two	
pieces	of	video,	filming	her	making	the	work	(at	a	roundabout	in	a	
Norwegian	town	and	for	the	RSA	as	a	site-specific	walldrawing).

2.	A	history	of	faded	marks:	the	overlayering	and	partially	obscur-
ing.	This	is	something	that	I’ve	always	been	fascinated	by,	but	only	
recently	understood	how	charcoal	as	medium	lends	itself	to	tracing	
and	overlaying	of	time	on	a	piece	of	paper.

3.	And	it	is	also	her	way	of	looking	and	incorporating	subject	matter	
that	fascinates	me:	she	talks	about	it	as	an	‘open	gaze	policy’	[ref-
erence]	:	of	letting	it	all	in	but	in	such	a	way	that	it	deepens	experi-
ence,	draws	the	onlooker	into	the	piece	to	partake.

Engaging	with	her	work	over	the	past	few	days,	however,	I	feel	stuck	
and	constrained	by	the	rather	straightforward	vistas	of	her	artwork,	
notably	her	landscapes.	Here,	another	artist	may	provide	a	further	
insight	into	markmaking.

Peripatetic practice
The	word	intrigued	me	first	off;	
only	to	discover	that	there	are	
lots	of	‘peripateticians’	in	the	
English	language:	from	doctors	
to	beggars.
The	movement	can	be	time-
limited,	itinerant,	or	indeed	just	a	
single	journey.
A	road	trip	is	peripatetic,	me	
moving	with	my	sketchbook	while	
drawing	is	so	too.	Between	my	first	notes	on	Kate	Downie	in	July	
and	now,	early	September,	I	have	discovered	the	extent	to	which	
movement	figured	in	British	(or	rather:	English)	painting	since	mid-	
20c	with	e.g.	Peter	Lanyon	and	David	Hockney	(see	entries	in	this	
assignment	logbook):	they	explore	movement	and	the	difference	in	
viewpoints	much	more	explicitly	than	Kate	Downie	does.	

Artist : Kate Downie

urntisland ridge, 200 , 67 x 103 cm
ink, gouache & watercolour on arches paper

The itrus House, 2011, 100 x 151cm
watercolour and ink

Ghost Sun in the Northern ity, 2011, 26 x 35cm
monoprint & drypoint diptich
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Small	scale	graphite	drawings	from	news	image	combined	with	proc-
ess:	figurative	and	scribbles:	something	is	obscure,	got	out	of	order	
(it’s	almost	the	opposite	to	my	attempt	at	hiding	behind	the	scribble)

I’ve	sought	out	two	series	of	drawings	that	are	concerned	with	
woodlands/	trees.	The	majority	of	her	work	however	is	dealing	with	
figurative	drawings	made	from	news	imagery.	These	drawings	have	
in	common,	however	the	process	sequence:	a	detailed	drawing	is	
produced	first,	a	second	drawing	on	top,	of	as	here	in	the	illustration	
with	the	bottom	two	rows,	to	the	side	of	it	is	concerned	with	process.

The	second	drawing	challenges	the	first	one:	e.g.,	of	trees	being	
pulled	out.	Similarly:	a	series	entitled	divided	subjects	with	two	sepa-
rate	halves	of	the	drawings.	

All	fairly	small	in	scale	(e.g.	30x40	cm)

“The	work	of	the	Canadian	artist	Susan	Turcot	recourses	to	intuition	
in	a	similar	way.	Its	meaning	largely	unfolds	in	the	actual	process	of	
drawing.	While	she	depicts	scenes	related	to	world	political	issues,	
she	is	concerned	with	disturbing	these	representational	renderings	
through	the	act	of	drawing.	In	her	series	“Divided	Subjects”	for	ex-
ample,	she	attacks	delicately	drawn	out	representational	elements	in	
a	second	step	with	lines	that	appear	to	be	the	explosive	and	sudden	
outburst	of	the	subconscious	or	a	feeling	of	inner	protest.	Thus	she	
achieves	a	synthesis	between	outer	reality,	the	analysing	mind	and	
articulations	beyond	language.”	(http://artnews.org/artist.php?i 118)

The	scribbles	are	done	with	eyes	shut,	recalling	surrealists’	automa-
tism.	In	case	of	her	depictions	of	news	items	of	violent	conflict	etc,	
they	almost	straightforwardly	recall	chaos,	disorder	etc.

I	wonder	how	voluntarily	placed	the	second	part	of	the	drawings	are:	
surely,	the	starting	point	will	be	decided	upon	in	response	(what	kind	
of	response)	to	the	initialy	drawing.

Artist : Susan Turcot, Canadian	b	1966,
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mark.	It	clearly	resonates	with	something	but	what	does	it	resonate	
with.
The	variety	of	mark	as	well	as	the	visual	impact	of	it	works	well	in	my	
mind.	But	does	it	matter?	Is	it	meaningful?	Do	I	want	it	to	be	meaning-
ful?

Relevance for my own work

1.	Turcot’s	process	is	useful	to	understand	as	it	relates	in	some	part	to	
my	own	attempts	at	hiding/	revealing.	In	her	work,	the	different	stages	
clearly	speak	to	two	different	sources:	new	images/	her	subconscious	
(‘automatically’	revealed).	The	image	thus	possesses	two	different	
‘speeds’	in	some	sense	and	I	find	that	very	useful	as	strategy.

2.	Turcot	unhooks	the	unity	of	the	representation	with	the	process	
element.	The	image	thus	becomes	about	something	else	than	merely	
a	representational	tool.	This	insight	I’ve	found	most	useful	in	trying	to	
develop	the	assignment	piece	for	this	section:	to	be	deliberate	in	what	
processes	are	taking	place,	and	my	own	role	therein.

3.	Hiding/	revealing	can	work	with	different	depth/	intensity	of	tone	or	
mark.	Her	scribbles	are	very	different	(far	more	linear,	far	more	con-
trasting	with	light/dark)	than	my	attempts	in	assignment	3,	and	which	
Richard	encouraged	me	to	explore	further	and	more	systematically.

4.	A	question	mark	remains	as	to	expressive/	affective	content	in	this	
process	though:	there	is	an	aspect	in	my	own	approach	that	is	in-
tensely	meaning	seeking.	Despite	all	the	critique’s	of	the	author	and	
authenticity,	‘truthfulness’	and	‘seriousness’	(as	to	my	own	intention	
and	means)	seem	paramount.	Maybe	an	exploration	of	‘artistic	liars’	
(Sophie	Calle	comes	to	mind	or	John	Baldessari)	would	be	in	order	to	
question	that	‘authenticity’	a	bit	more.

The Infernery, 42x59 cm
graphite on paper and graphite on tracing paper, laid on top

For	my	drawings:	a	different	expression,	a	gestural	mark	that	links	me	
to	the	location	and	site.

The infernery
After	a	glorious	day	out	and	excited	by	the	location,	I	slipped	in	the	
Victorian	fernery.	The	sprain	wasn’t	so	bad	initially,	but	we	were	at	
considerable	distance	to	the	bus,	the	ferry,	the	train	and	finally	the	taxi	
home.	Subsequently,	I	spent	a	week	in	the	flat,	unable	to	move,	rest-
ing	my	leg	and	feeling	scared	as	well	as	annoyed	with	myself:	how	
easy	mobility	slips	out	of	reach.

In	this	drawing,	I	attempted	to	remember	that	injury	and	produce	
marks	in	response	to	the	injury	and	my	subsequent	hobble	back	to	
the	bus	stop.

Does	it	work?	I	am	unsure	over	the	affective/	expressive	quality	of	the	
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It	was	only	when	
using	a	viewfinder	
(convinced	I	didn’t	
need	one	before)	
for	the	perspective	
exercise	(see	be-
low),	that	I	realised	
how	little	actually	
fits	into	the	width	
of	a	conventional	
image.

Squeezing	more	
than	what	fits	into	

the	image	must	have	the	effect	of	distancing	the	viewer	further	from	
the	scene	depicted:	a	viewpoint	further	away	can	take	in	more	terrain	
than	one	closer	by.

The	Catterline	scene	here	attempts	to	counter	this	in	three	ways:
(a)	the	foreground	is	enlarged	in	height	to	signify	proximity	to	it
(b)	in	difference	to	the	source	image,	the	walls	on	the	road	and	of	the	
slipway	on	the	right	hand	side	are	curving	up	further	up	to	eye	level	
and	are	cut	off	on	the	right	hand	side	to	create	an	impression	of	ex-
tending	further	out	of	view.
(c)	the	panorama	assemblage	itself	distorts	the	perspective,	notably	on	

I	did	this	exercise	right	at	the	end	of	the	assignment.	I	used	a	view	
from	the	site	of	the	first	360	degree	study:	looking	out	over	the	natural	
harbour	of	Catterline.	The	view	was	composed	of	a	series	of	single	
photographs,	assembled	as	panorama.

The	view	is	similar	to	many	that	I’ve	worked	with	in	the	past	in	one	
particular	sense:

It	is	far	more	landscape	format	than	the	usual	DIN	landscape	format.	

This	has	a	number	of	consequences.	The	most	significant	one:	width	
gets	compressed	if	I	try	to	squeeze	all	the	‘lateral’	interest	onto	the	
paper.	Most	of	my	past	observational	sketches	and	drawings	had	this	
effect.	

Exercise 4 : Plotting space
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the	right	and	at	the	far	shore	of	the	bay;	here,	the	bay	is	extended	fur-
ther	beyond	the	right	hand	side	of	the	paper	and	in	so	doing	curves	far	
less	than	on	the	source	image;	this	further	supports	the	effect	of	(b).

The	movement	between	fore-,	middle	and	background	is	achieved	
through	scale,	detail	and	tone	(all	decreasing	towards	background).	
The	marks	in	the	foreground	are	more	detailed	and	varied	than	those	
further	away.	The	left	hand	view	across	the	sea	denotes	in	tone	the	
furtherest	distance,	significantly	further	away	than	the	hill	slope	on	the	
far	side	of	the	bay.

The	media	used	were	pencils	(2b,	4b),	graphite	and	w/c	pencil	and	a	
brush

Landscape : check and log

Simplification and selection:
For	the	views	with	more	distance,	the	simplification	and	selection	
was	fairly	easy	and	successful:	the	sketchbook	walk	(ex	1),	as	well	
as	the	more	open	views	on	the	360	degree	study	(ex	2).	Objects	
were	selected	in	relation	to	shape,	interest	and	rhythm	throughout	
the	view.	For	the	near	views,	notably	of	the	hut	and	car	park	such	
selection	was	far	more	difficult.	See	also	my	comments	on	the	
foreground	view	of	the	Benmore	Gardens	360	degree.	Again,	it	is	in	
those	scenes	that	I	struggle	to	be	selective,	not	focusing	on	what	is	
the	key	interest,	I	try	to	cram	everything	in,	but	not	being	too	con-
cerned	with	what	it	actually	is,	it	easily	turns	to	a	mess.

Sense of distance and form:
Exercise	1	and	2	conveyed	distance	largely	through	scale	and	with	
increasing	distance	less	variety	in	mark	and	lighter	tone.	These	were	
successful	strategies.	Virtually	all	drawings	are	line-based	rather	
than	tone	(except	for	ex	4).	Form	for	the	forests	as	well	as	shore	is	
expressed	in	line	fairly	well;	the	forms	for	hut	and	car/van	much	less	
so.	The	second	360	degree	study	(Benmore	Gdns)	expresses	form	
through	tonality,	it	is	more	limited	(partly	by	view,	partly	by	tech-
nique)	in	its	expression	of	distance	though,

Light and shade:
These	were	the	primary	interest	for	the	sketchbook	walk,	includ-
ing	not	only	form	shadow	but	also	cast	shadows.	For	the	first	360	
degree	study	(Catterline),	light	is	far	more	diffuse	(also:	it	was	a	dull	
day	with	no	distinct	shadows);	the	space	composition	has	light	em-
ployed	as	signifier	as	light	on	open	sea	in	the	distance,	and	shadows	
employed	in	fore-	and	middleground	to	construct	form.

Any other preliminary work:
For	a	larger	study,	more	sketches	of	one	site,	denoting	textures,	
tones	and	hues	as	well	as	more	exploratory	studies	of	viewpoints	
would	have	been	useful.	I	often	try	to	capture	hue	through	photos,	
but	for	tone	these	aren’t	particularly	helpful.	For	the	development	of	
actual	pieces	I	then	have	to	reply	on	memory	as	well	as	imagination/
knowledge	to	build	up	different	elements.
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Exhibition : Symbolist landscape
RSA, Edinburgh, 14 July - 14 October 2012

None	of	Giovanni	Segantini’s	mysogynist	paintings	are	included	in	
the	show,	something	really	intrigued	me	of	the	reproduction	of	the	
Evil	Mothers	2,	in	terms	of	its	shadowiness,	the	forlorness	of	female	
figures	floating	on	a	bare	tree	in	a	winter	landscape	with	hills	in	the	
background.	Looking	for	the	image	and	its	meaning	turned	up	plenty	of	
moralistic	unpleasantness	as	well	
as	a	few	more	paintings	belong-
ing	to	the	same	theme	-	or	series	
even.
Abstract	figures	-	a	moral	con-
cept:	lust	or	motherly	neglect	
exemplified	by	woman	(not	any	
specific	one	but	a	type),	situ-
ated	in	abstracted	landscape	with	
plenty	of	emotiona	charge	seems	
a	fitting	opening	for	symbolism	
and	landscape.

Figure	in	landscape,	abstraction	
while	referring	to	cultural	mark-
ers	(e.g.	hair	as	erotic	attribute),	
mythology,	morality.

The	interpretation	seems	none-
theless	open:	is	this	punishment?	
are	these	actul	humans	or	de-
mons?	do	people	live	in	these	
places?

The	format	is	wide	landscape.	
For	the	1894,	Liesbeth	Groten-
huis	(1994)	provides	an	interest-

ing	account	of	the	disturbing,	unfinished	left	side,	frequently	left	out	
of	reproductions,	considered	unfinished.	Her	text	also	shows	up	the	
problems	of	seeing	an	artwork	in	small	reproduction:	pointing	clearly	to	
an	infant’s	head	at	the	woman’s	breast.

Grotenhuis	continues	to	explore	the	resonance	between	female	form	
and	tree	form;	the	role	of	repressed	sexuality	and	the	relationship	
between	woman	and	viewer:	her	facing	us	as	we	look	onto	her;	her	of-
fering	herself	to	us	and	thus	rejecting	the	child	on	her	other	breast.	So,	
this	constitutes	the	badness.	She	(1994,	p.	8)	continues,

“In	fin-de-si cle	painting,	women	are	frequently	depicted	seated	in	
trees.	As	a	fertility	symbol,	the	tree	belongs	to	the	feminine	realm,	
inhabited	by	treenymphs	and	dryads.	The	shape	itself	represents	
the	male	principle;	Dijkstra	interprets	women’s	desire	to	‘jump’	into	
trees	as	the	desire	to	beimpregnated.	But	in	Segantini’s	LE	CATTIVE	
MADRI,	the	tree	is	sinister,	aninstrument	of	torture.”

This	image	contrasts	strongly	with	Segantini’s	Angel	of	Life	(1984),	a	
blond	woman	caressing	a	young	child	in	a	comfortable	‘throne’	made	
of	a	birch	tree.	The	scene	could	hardly	be	more	contrasting.

There	are	fuller	notes	of	the	show	in	the	respective	sketchbook	
(2010_03)	(not	included	in	the	assignment	submission).

I	focussed	on	a	few	images	only,	notably	Franz	von	Stuck’s	Evening	
Landscape	1891;	two	by	Edvard	Munch:	Winter	Night,	c1906	and	
Melting	Snow,	Elgersburg,	1906	(see	image	below);	Eugene	Jansson’s	
blue	paintings	of	Stockholm	in	winter	nights	and	lights	had	fascinated	
me	a	few	years	back	but	I	had	never	seen	one	in	actuality	until	the	
Riddarfjarden,	Stockholm	1898	in	this	show.	There	was	Akseli	Gallen-
Kallela’s	Lake	Keitele	1905	(also	see	image	below).

The	catalogue	was	insightful	in	exploring	some	of	the	broader	themes	
around	universality,	the	non-specific	as	well	as	the	mystic.	Also,	that	
painting	from	memory	or	imagination	was	key	(dismissing	earlier	im-

Giovanni Segantini 1 96-7 The evil mothers 2, 
40x74, oil on board

Giovanni Segantini 1 94 The evil mothers, oil on 
board

Giovanni Segantini 1 91 The punishment of  
lust, 9 x171 cm, oil on canvas
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pressionist	explorations	into	observation:
“The	concept	of	time	on	which	[Impressionism]	depended	was	not	so	
much	one	of	historical	temporality	as	of	a	subjective	apprehension	of	
time’s	duration.”		(Rapetti	et	al.	2012,	p.	83)
The	non-historical	aspect	of	such	an	undertaking	was	in	line	with	the	
non-actual	character	of	symbolism.	Instead	of	specificity,	there	ap-
plies	“The	Whisterlian	principle	whereby	a	work	of	art	is	only	com-
plete	when	all	trace	of	the	mean	deployed	to	bring	it	into	material	
existence	has	disappearted.”	(ibid)

Further thoughs and points to take
Very	useful	for	range	of	artworks	and	style	that	exalt,	abstract	and	
mythologise	nature	(as	in	clearly	formed	and	viewed	landscape)	and	
humans	therein.

The	universal	symbol	as	centre	and	impetus:	this	is	distinct	from	
impressionism	and	expressionism.

It	is	also	distinct	to	the	later	surrealism.	(Note	how	Scharf-Gersten-
berg	Collection	places	Redon	as	predecssor	of	surrealism	whereas	
most	surrealists	rejected	him	as	insipid.)

Gallen-Kalkela	and	Munch	on	this	page	as	inspiring	in	composition:	
both	of	them	are	square	and	possess	a	strongly	vertical/horizontal,	
almost	static	composition.	Munch	explores	the	nuances	of	hue	within	
melting	snow:	hues	I	would	expect	to	be	absent	in	snow.	Yet:	inspir-
ing.
Gallen	Kalkela	on	much	more	muted	palette	with	reflections	and	
striations	in	a	lake	surface:	again,	strongly	linear,	more	diagonally,	
reaching	into	the	distance.	Munch’s	lead	is	directly	to	the	back-
ground	and	back	again.

The	exhibition	as	an	insight	in	what	not	to	do:	what	sentiments,	ab-
stractions	and	mystifications	to	avoid.	Learn	from	it!

dvard unch 1906 elting Snow lgersburg, 71x91 cm, oil on canvas

Akseli Gallen-Kallela 1905 Lake Keilele, 53x66 cm, oil on canvas
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Exhibition : dOCUMENTA 13

I	almost	wouldn’t	have	gone	as	time	was	going	to	be	too	short	in	any	
case.	How	do	you	make	use	of	something	that	only	happens	every	five	
years?

Tino Sehgal, This Variation

I	was	wanting	to	go,	not	quite	knowing	what	it	was,	not	finding	the	pag-
es	in	the	guidebook,	not	finding	the	entrance,	but	we	did	find	it	eventu-
ally.	a	narrow	entrance	a	dark	box	with	voices.	I	grab	my	friend’s	hand	
not	to	get	lost	in	the	darkness	which	seems	so	vast	and	so	filled.	Filled	
with	voices,	filled,	by	implication	with	people	too.	What	do	they	do?	
In	this	fully	filled	room.	They	make	sounds,	a	tune,	a	voicebox.	They	
move.	Who	is	them	and	who	is	us?	Or	are	we	them	and	they	are	us?
After	a	while	there	is	a	glimmer	in	the	air	and	there	seem	to	be	bod-
ies	discernible	in	a	circle	in	the	dark.	My	friend	pushes	further	into	the	
room,	to	be	inbetween	the	voices	and	the	movement.	But	first:	we	can	
see.	See	shadows	standing.	Who	are	the	performers?	How	are	we?	
Are	we	the	performers?	We	quite	possibly	are.	Surely	there	are	rules,	
but	they	make	us	perform.

Further	into	the	room,	we	can	see	better:	the	people,	the	movements	
and	the	structures	of	the	rules.	Oh	no:	just	as	well	we	didn’t	make	
sounds:	we	are	clearly	not	performers.	There	are	rules,	a	choreogra-
phy	and	a	group	who	does	more	determinately	than	the	others.	But	not	
all	others	see	this,	so	there	is	a	blurring	of	inside/outside	nonetheless.

This	situation,	in	its	variation,	is	like	the	coaching	course	on	group	un/
belongings:	a	disorientation	undoes	the	rules,	pushes	us	into	an	ad-
venture.	The	first	sense	of	orientations	is	one	of	my	self	to	all	others:	
who	is	in	and	who	is	outside?	Maybe	we	have	become,	unknowingly,	
part	of	the	inside.	But	then	of	course:	we	haven’t.	There	exist	rules	that	
do	organise	and	structure	this	variation.	The	organisation	requires	the	

time	to	get	to	know	the	darkness	and	get	beyond	its	boundary	to	real-
ise	what	the	structures	of	organisations	really	are.

Korbinian Aigner / Mark Lombardi

Apples	in	water	colour	on	index	cards,	framed	and	assembled	to	fill	
several	large	wall	space	top	to	bottom.	The	cards	are	unassuming,	
the	subject	painted	with	atten-
tion	to	detail	in	all	its	object-
hood.	Unassuming	until	the	
context	of	it	becomes	known	
--	or	rather,	the	context	of	it	
was	known	for	me	to	seek	
them	out:	Aigner	was	a	minis-
ter	imprisoned	in	Dachau	by	
the	nazis.	He	looked	after	the	
orchard	and	conducted	the	
experiments	for	new	apple	
varieties	and	recording	them,	
meticulously	in	water	colour	on	
card.

Lombardi’s	main	object	was	as	
presented	on	index	cards:	densely	written	notes	on	pink	index	cards,	
naming	and	tracing	the	key	actors	in	global	business.	His	art	also	
consists	of	a	few	large	drawings	-	organigrams	-	that	trace	these	con-
nections	in	spider	maps.	As	such,	the	art	is	unassuming,	as	is	Aigner’s.	
One	traces	complex	institutional	contexts	on	cards,	producing	the	
mundane,	charged	with	complex	content.	The	other,	traces	the	mun-
dane	in	water	colour,	within	a	highly	charged	context.	Curating	these	
two	bodies	of	works	next	to	each	other	makes	them	stand	out,	relate,	
in	their	mundanity	to	the	complexities	of	our	20c	and	the	power	dynam-
ics	within.
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William Kentridge, The refusal of time

My	number	1	go	to	spot	for	coming	to	Kassel.	Kentridge’s	large	scale	
charcoal	drawings	that	serve	as	base	for	his	animation	films	have	in-
trigued	me	for	a	while.
I	join	the	queue,	hear	sounds	from	inside,	and	wait	close	enough	to	the	
25	minutes.	On	entering	the	room	it	is	noisy,	hectic	even	with	time-
makers	ticking	on	five	screen,	in	pairs.	There	is	a	wooden	mechanism	
lit	in	the	centre	of	the	room	that	does	make	some	noise	too.	I’m	im-
mediately	overwhelmed	and	excited.	I	look	forward	to	and	relish	what	
I	perceive.	The	
films	start,	I	
cannot	recall	to	
much	of	what	
they	are	other	
than	their	noise,	
virtuosity,	slap-
stick	humour,	
Kentridge	him-
self	as	doing	
silly	things,	in	
time	delay,	over	
5	screens	(the	
man	has	some	
good	humour	
about	himself),	
the	time	delay,	
the	flooding	of	
five	screens,	many	of	them	in	peripheral	vision,	joy	and	excitement.

He	walks	through	books	and	across	some	chairs,	walks	some	more.	
Then	there’s	drawings:	they	look	as	if	on	blackboard,	they	extend	and	
contract.	The	filmed	sequences	are	somewhat	odd:	overdressed	black	
people	doing	silly	things.	It	seems	rather	orientalist,	viewing	this	in	
Kassel.	I	think	of	the	Boer	Wars	and	post-war	Germany.	It	marches	on,	
everyone	marches	on,	while	inventing	some	silly	things,	while	imitat-

ing	early	film	conventions,	while	time-delaying.	All	at	once,	and	still	in	
delay.	It	is	loud,	noisy,	rythmic.	The	same	kind	of	energy	as	Sehgal’s	
piece,	the	same	unfolding	and	disorientation.	Where	am	I	in	all	this?	
Kentridge’s	piece	is	far	grander,	slicker	and	becoming	of	an	elder	
statesman.	The	effort	and	complexity	of	the	production	is	evident.	The	
content	seems	to	recede	because	of	it	somewhat.

The	closing	sequence	switches:	it	starts	with	joyful	procession,	be-
comes	more	and	more	crowded	-	are	the	shadow	figures	walking	
around	in	circles?	They	appear	more	and	more	burdened,	sad	and	
heavy.	This	is	how	it	ends.	Anti-climax.

To	undo,	to	unsay,	to	unhappen.

Cardiff	&	Miller

Nanni	Balestrini
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http://www.kellyrichardson.net

The	sublime	in	photography:	appearance	of	vast	landscapes	that	
have	been	manipulated	how?

dreamy,	childlike....	images	that	couldn’t	be	painted	because	they	
would	have	been	kitsch.	but	here	they	are	even	more	kitsch....

drawn	and	repelled	at	same	time.	why	is	that?

http://www.a-n.co.uk/knowledge_bank/article/2336167/75002

“Kelly	Richardson’s	practice	explores	the	bounds	of	reality	through	
her	exploitation	and	manipulation	of	digital	technologies.	Working	
with	photographic	and	video	images	Richardson’s	work	re-renders	
the	world	through	a	series	of	highly	charged	landscapes.	The	works	
themselves	create	an	uncanny	blend	of	real	experienced	places	
and	imaged	situations.	Often	realised	as	large-scale	installations,	
these	barren,	peopleless	panoramic	expanses	become	stage-sets	
into	which	we,	the	viewer	are	encouraged	to	enter.	As	Richardson	
notes,	“I	want	to	offer	a	place	for	reflection”.	Referencing	a	range	of	
imagery	from	the	manufactured	utopian	visions	of	landscape	paint-
ing,	to	the	high-tech	futuristic	ideals	projected	through	science-fiction	
cinema,	Richardson	offers	a	blurring	of	reality	executed	with	a	patina	
of	authenticity:	a	hyper-real	aspect	on	the	world	to	come	where	one	
is	both	compelled	to	suspend	disbelief	and	yet	is	left	asking,	“what	is	
it	that	I	am	looking	at?”	(Hearn,	a-n)
...
For	example,	as	she	notes	“where	in	blockbusters	each	shot	tends	
to	last	for	just	a	few	seconds,	the	scenes	in	my	videos	tend	to	
last	for	20	minutes	or	more”;	the	believability	of	the	overall	dura-
tional	effect	(rather	than	the	short-term	high-impact	stunt-scene	or	
equivalent)	is	vital	to	one’s	ability	to	surrender	imagination	to	the	

environment	conjured	
through	the	work.	
Furthermore,	unlike	
cinema,	as	David	
Jager	has	previously	
noted,	“the	feature	
that	distinguishes	
Richardson’s	videos	
from	contemporary	
commercial	media	is	
their	refusal	to	deliver	
the	punchline	or	the	
pablum	we	crave,	
exposing	our	pre-
programmed	needs	in	the	process.”1	The	lack	of	narrative	or	fixed	
structured	moments	 	of	a	defined	beginning	and	end	 	make	the	
installations	episodes	that	can	consumed	at	will.

The Erudition
2010	 	HD	3-screen	video	installation	 	48’	x	9’	(variable)

“Mining	the	aesthetics	of	cinema	and	science	fiction,	The	Erudition	
presents	a	lunar-esque	looking	landscape	with	what	appears	to	be	

an	unlikely	monument	
or	proposal,	consist-
ing	of	holographic	
trees	blowing	in	
fictional	wind.	Is	this	
slightly	malfunction-
ing	display	a	forgotten	
site	for	proposed	colo-
nization?	Better	yet,	is	
this	some	kind	of	alien	
artwork?”	--	from	her	
website

Artist : Kelly Richardson,	b.	1972,	Canada

urntisland ridge, 200 , 67 x 103 cm
ink, gouache & watercolour on arches paper

urntisland ridge, 200 , 67 x 103 cm
ink, gouache & watercolour on arches paper
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Twilight Avenger
Installation	view:	Northern	Gallery	for	Contemporary	Art
2008	 	photograph	and	HD	video	installation,	16:9

“Equal	parts	sci-fi	myth	and	forest	fable,	dreamy	nocturne	and	daz-
zling	special	effect Kelly	Richardson’s	Twilight	Avenger	begins	with	
a	fairytale-worthy	image	of	a	misty,	moonlit	forest	clearing	inhabited	
by	a	majestic	stag	who	emanates	a	luminous	green	vapour.	 uietly	
grazing	amidst	the	ambient	chatter	of	other	forest	dwellers	(the	hoot	
of	an	owl	may	portend	an	imminent	threat)	our	protagonist	occasion-
ally	rears	his	head,	shifting	his	gaze	towards	us.”	(http://www.kellyri-
chardson.net/work.htm)

I’ve	only	read	about	this	work,	I	haven’t	seen	it	installed	but	only	
on	vimeo.	It	draws	me	in	its	coloured	exaltedness,	the	playfulness	
of	adding	high	chroma	to	subvert	ordinariness	into	to	Hollywood	
dreamworld	-	but	more	sci-fi	than	romance.

The itrus House, 2011, 100 x 151cm
watercolour and ink

The	HD	perfection	does	something	to	me,	though	I	don’t	know	yet	
what	it	is:	it	is	photography	perfection...	something	suggests	to	me	
that	that	may	be	a	way	to	deal	with	landscape	today.	Yet,	the	strat-
egy	has	shortcomings:

-	what	happens	in	the	viewer	with	the	rift	between	dreamland	and	
actual	experience?	Am	I	drawn	in	or	remain	distanced?
-	where	does	dreamland	reside:	is	this	a	merely	poetic	strategy?	
Does	it	relate	to	here	and	now?
-	what	can	this	mean	for	low-tech	and	drawing	media?	Is	there	a	
way	to	move	within	such	strategy	in	drawing	means?	I	am	again,	
thinking	of	op	art:	the	need	for	technological	perfection	to	create	
illusion	in	chroma:	not	something	that	can	translate	into	analog	and	
drawing.	But:	maybe	that	is	precisely	the	exploration	to	be	had.



22

Research Point : challenges of landscape
Or,	more	indulgently:	challenges	of	landscape	work	that	I	have	en
For	the	past	six	years	I’ve	gathered	much	inspiration	and	material	from	
outdoor	work.	Preferably	in	pastels,	more	often	in	watersoluble	graph-
ite,	I	often	collected	‘sketchnotes’	when	in	the	presence	of	others.

Key	points	to	consider:
-	Light	and	shadows	change	quickly;	getting	shadows	down	initially	
without	reworking	them	as	they	keep	moving
-	for	colour	work,	a	small	selection	of	hues	for	mixing	are	essential	for	
not	carrying	too	much	material
-	wind	and	rain	need	consideration:	both	in	terms	of	yourself	and	the	

artwork	staying	dry,	or	using	
media	that	can	withstand	some	
raindrops.
-	the	same	place	changes	sub-
stantively	throughout	the	sea-
sons	but	also	during	the	day:	
the	fields	around	where	I	grew	
up,	but	also,	more	recently,	
Drumhill	in	Aberdeenshire	took	
on	such	different	‘character’	
depending	on	weather	and	
seasonality,	that	my	response	
to	these	varied	considerably.	

Most	of	my	earlier	outdoor	
work	was	hastily	sketched:	it	
seemed	like	moments	almost	
stolen	from	my	company	and	
nature;	I	tended	to	keep	them	
as	such	and	valuing	them	akin	
to	diary	notes	as	aide	mem-
oire.	The	two	images	used	for	
illustration	here,	were	however	

done	when	on	my	
own	and	with	more	
time.	So,	time	was	
stolen	more	clearly	
from	my	company	
rather	than	from	
nature.	The	submit-
ted	A3	sketchbook	
with	its	majority	of	
outdoor	sketches	
done	in	Drumhill	
also	speaks	to	hav-
ing	had	more	time	to	
consider	what	I	was	
seeing	but	also	what	
interested	me	in	the	
sight:	in	almost	al	cases	the	play	between	light	and	darkness,	the	con-
trast	either	on	conifers	or	fern	leaves.

More	recently,	in	particular	in	Drumhill	I	ended	up	spending	a	couple	of	
days,	on	my	own,	in	succession	on	site;	developing	a	series	of	ques-
tions	or	tasks	to	explore	and	respond	to.	These	were	then	considerably	
worked	with	in	the	studio:	translated,	transferred	and	turned	into	some	
considerably	removed	from	the	actual	site.

Boggy	water,	pastel	on	board,	2009

Pine	tree,	on	tree	walkway	at	Kew	
Gardens,	during	rain,	2010
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Section 2 : Perspective

I	developed	one	piece,	initially	for	the	assignment	piece.	Earlier	deci-
sions	involved	concerns	over	perspetive,	including:	

a.	view	across	Partick	from	3rd	floor	tenement	close	window
b.	orange	patio	digital	print	with	180degree	view	and	the	patio	doors	as	
entry
c.	overlaying	the	inside	dining	room	onto	the	outside	patio	view

I	wanted	to	pursue	a	view	from	a	location	I	have	done	a	lot	of	work	
from	before:	my	parents	patio,	its	chestnut	tree	and	assorted	shrub-
bery.	The	task	seemed	so	clearly	set,	again,	that	I	was	hoping	the	loca-
tion	-	full	of	its	connotations	-	would	add	an	extra	dimension	of	interest	
for	me	to	work	on.

From	the	patio	there	is	
a	view	across	the	back-
ground	to	fields,	woods	
and	radio	transmitter.	Most	
of	the	garden	constitutes	
really	only	a	middle	ground	
in	the	context	of	traditional	
landscape.

There	are	some	strong	
earthy	colours	due	to	lots	of	clay:	bricks,	rooftiles	as	well	as	clay	pots	
dotted	around.	There	are	also	lush	greens,	despite	it	being	mid-Sep-
tember	-	a	lot	of	summer	rain	seemingly	moved	my	parents’	house	to	
somewhere	wetter,	not	quite	West	Coast	Scotland	but	not	that	much	
further	south.	Only	give-away	of	time	of	year	are	the	dried	grasses,	
wild	carrot	seedheads,	the	grapes	and	the	late-summer	margarita’s	
with	their	distinctive	white/orange	flowers.

The	sky	is	slightly	hazy	but	only	thinly-veiled	in	white	clouds.	For	the	

time	of	the	sketches	it	is	late	morning,	the	view	is	due	South,	with	the	
sun	still	kept	(just)	behind	the	barn’s	roof	top.

I	move	a	little	
westwards,	into	the	
living	room.	There	it	
is:	a	traditional	win-
dow	view,	framed	
with	vine	leaves	
and	grapes.	The	far	
distance	has	disap-
peared,	as	the	view	
shifts	to	focus	on	
water	butts,	clay	
pots	and	includes	
now	on	its	further-
est	left	the	barn	door,	slightly	ajar.	
Settling	in,	I	settle	on	the	view.	It’s	
pretty	conventional	in	its	framing;	it	
possibly	has	too	little	far	distance	
but	including	the	window,	radiator	
and	grapes	amplifies	the	foreground	
so	that	I	feel	enough	distance	be-
tween	the	frame	and	the	beech	
hedge	and	far-right	fence	should	
work	both	for	linear	perspective,	
scale	recession	and	a	bit	of	atmos-
pheric	perspective.	I	start	studying.

My	usual	weak	spots	are	catching	
me	out:	what	is	the	actual	ratio	of	
length	and	width	of	the	window?	
only	on	attempt	3	I	realise	that	it	
isn’t	square	by	4:3	(and	while	I	
leave	the	wooden	dividers	for	the	
window	out	of	the	composition,	they	have	been	there	all	the	time	for	
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me	too	count!);	the	dimensions	of	the	barn	roof	keeps	changing	from	
study	to	study	while	I’m	feeling	my	way	towards	it	(and	it	is	actually	
there	in	the	final	piece).

My	attention	is	grabbed	by	the	centre:	waterbutts	and	clay	pots,	the	
texture	of	the	walnut	trunk,	the	doors	ajar.	And	above	all	the	light	play-
ing	with	shadows.	So	strong	and	so	clearly	demarcated	.
There	is	a	rythm	of	orange	across	the	view	which	emphasises	beautiful	
and	the	grassy	green.	I	am	looking	for	markings	and	lines.	The	latter	
are	far	more	easily	found:	a	ruler	helps	construct	dimensions,	eye	level	
and	receding	lines.	The	Riverside	studies	have	shown	a	way	to	re-do	
lots	of	ruled	lines	so	that	they	are	regular	but	handdrawn.	Still,	I	am	
concerned	that	it	is	too	square	(despite	a	4:3	window).

More	studies	help	me	work	out	different	weightings,	tracing	the	light	
across	the	walnut	leaves	and	the	grasses,	also	pointing	to	the	empty	
spaces:	the	far	right	background	is	a	thicket	of	bushes	and	trees,	it	will	
only	be	a	darks	spot	with	some	cross	hatching;	also:	the	jungled	dried	
grasses	in	the	foreground	disappear	to	make	way	for	more	even	green	
lawn	and	some	of	the	most	intriguing	seeded	grassheads.

Lawn	and	tree	are	the	most	obvious	ones	for	mark,	the	former	is	easier	
to	translate,	the	latter	one	remains	puzzling.	The	pot	with	sedum	is	
included,	despite	its	pinkness	to	emphasis	scale	and	link	the	medium	
of	wash	and	pencil	to	the	foreground	leaves	of	oil	pastels.	The	pink	is	
also	applied	as	only	hint	of	colour	outside	the	window	view	as	a	bit	of	
shading	on	the	corner	of	the	window.

Where	the	shadows	dominate,	the	marks	recede,	similar:	the	rooftop	
has	only	slight	hints	of	pencil	to	indicate	some	lines	of	tiles.	All	studies	
had	much	stronger	markings,	all	to	dominant.	For	a	similar	reason	I	
abandoned	my	earlier	idea	of	pen	and	ink.	Again,	the	marks	seemed	to	
dominant	for	what	I	was	seeing.

The	view	has	some	clear	forms,	some	strong	colours	and	distinct	tex-
tures	and	marks.	The	latter,	however,	except	for	the	walnut	tree	trunk	

are	far	more	subtle,	than	
what	I	explore	previ-
ously.	The	watercolour	
washes	and	the	pencil	
line	combine	to	mould	
these.	The	oil	pastels	
add	boldness	and	marks	
that	are	scratchy	and	
narrow.	In	a	palette	
that	picks	up	on	the	w/c	
washes,	these	sit	in	the	
foreground,	more	obvi-
ous	but	not	jarring	to	the	
softness	of	the	middle/
background.

Criti ue
This	piece	with	it’s	clear	
perspective	develop-
ment	was	initially	to	be	
the	assignment	piece.	
[complete	with	distortion	
of	thus	perspective	in	
the	radiator].

Considering	it	with	some	distance,	it	again	is	unfinished	in	a	number	
of	ways;	naive	in	others:	the	media	don’t	hold	well	enough	together.	
The	hues	look	like	separate	entities,	with	only	the	lawn	linking	through.	
They	are	disjointed	elements	(and	rather	than	deliberately	posed	thus,	
they	appear	not	well	enough	considered).	The	forms	are	too	stylised	
(see	symbolism	critique	above).
The	white	framing	on	all	four	sides	makes	for	an	interesting	effect:	the	
outside	as	caged.	
I	have	taken	source	notes	from	this	house	and	gardens	for	a	long	time,	
this	is	the	most	peculiar	one	I’ve	ever	constructed.	How	strange.
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Landscape / perspective : Egon Schiele

Rudolf	Leopold	(2004)	Egon	
Schiele.	Landscapes.	Prestel:	Mu-
nich.

Introduction: some pointers on 
(Schiele s) Expressionism
“With	the	achievement	of	his	artistic	
individuality	at	the	age	of	twenty,	
Schiele	considerably	transformed	
the	landscape	motifs,	left	parts	of	
them	out,	or	fused	together	into	one	
item,	locations,	houses	and	land-
marks	which	did	not	belong	togeth-
er,	in	order	to	achieve	the	desired	
effect.	Similar	to	his	figural	works,	
Schiele	desired	also	in	his	‘land-
scapes’	to	show	us	the	essence,	
the	‘soul’	of	the	matter.	Thus,	
houses	and	trees	often	receive	an	
anthropomorphic	look,	turned	into	metaphors	of	human	fate.”	(p.	6)

Leopold	seems	to	be	quite	liberal,	however,	in	identifying	death	and	
deathliness	in	the	paintings.	E.g.	Landscape	with	Raven	is	reminding	
us,	like	many	others	of	Schiele’s	autumnal	landscape	of	decay	and	the	
futility	of	the	seasons.	In	contrast,	when	looking	at	it	I	find	it	intensely	
stimulating,	tender	and	uplifting.	The	sky	is	light,	the	birds	are	circling	
playfully.	.	What	is	there	that	is	perilous	about	the	garden,	as	in	my	
view	it	sits	so	comfortably	on	all	this	brown,	fertile	soil.

“Expressive	art	is	essentially	characterized	by	the	way	in	which	emo-
tional	reactions	takes	precedence	to	visual	impression.	Schiele’s	ma-
ture	townscapes	provide	abundant	examples	of	this,	precisely	because	
it	is	so	often	possible	to	compare	them	with	the	original	motifs...	the	

Expressionist	Schiele	adhered	to	the	specific	traits	of	the	motifs	that	
inspired	him.	Although	they	were	altered	and	heightened	in	an	Expres-
sionist	manner,	the	idiosyncracies	of	the	motifs	remained	recognizable.
This	link	with	objective	preception	was	one	of	the	most	striking	features	
of	early	Viennese	Expressionism.	Even	though	Schiele	attempted	a	
portrait	of	a	building	in	each	depiction	of	an	individual	house,	he	repre-
sented	many	of	their	real	details	quite	literally.”	(p.12)

One	of	the	approaches	of	Schiele,	as	indicated	by	Leopold	was	to	
change	and	alter	the	given	motif	features	frequently:	change	to	existing	
form	and	colours,	or	omitting	parts	of	the	view;	also	to	transpose	existing	
motifs	into	imaginary	landscapes	and	rearrangements:	“House	group-
ings	were	spirited	out	of	their	original	context,	modified,	and	blended	into	
unfamiliar	surroundings	that	lent	them	a	symbolic	meaning.”	(p.	9)

In	many	ways,	again,	this	is	‘artistic	freedom’,	the	OCA	course	instruc-
tions	also	instruct	clearly	to	decide	what	to	leave	and	what	to	omit	from	
a	view	in	aid	of	compositional	strength.	What	struck	me	as	insightful	in	
Schiele’s	paintings	however,	was	how	frequently	his	town	views	of	Kru-
mau	had	the	river	Moldau	flood	parts	
of	the	town:	the	town	is	submerged	
by	large	areas	of	dark,	even	hue,	the	
river	presents	a	formal	tool	to	employ	
negative	space.	How	ingenious.

Distance, perspective and nega-
tive space

Strong	foreshortening	of	the	tour-
ist	hotel	in	Krumau.	He	also	omitted	
whole	streets	and	instead	let	the	
Moldau	engulf	the	build	from	two	
sides.	The	river	acts	as	negative	
space	to	the	composition.
The	view	is	from	above	but	foreshort-
ened	and	not	in	perspective.

gon Schiel Dead ity III - 1911, 37x30cm
pencil, opaque colour, oil on wood

gon Schiele 1911 Landscape with Raven, 
96x 9 cm, oil on canvas,
see also sketchbook analysis
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The	varied	houses,	
again	viewed	from	
above	and	engulfed	
by	darkness	(again	
the	river?	Materially	
probably	the	dark	
underground	of	the	
painting).

“The	artist	Albert	
Paris	Guetersloh	
once	said	that	the	
invention	of	this	title	
could	be	valued	as	
highly	as	the	creation	
of	the	painting	itself.”	
(p.	76)

In	many	of	his	town-
scapes	his	observes	
from	an	elevated	
viewpoint:	he	looks	
down,	but	also	fore-
shortens	the	base	of	
buildings	frequently	
and	let’s	be	back-

ground	rise	upwards,	thus	giving	the	impression	of	it	folding	forward.	

It	is	not	a	traditional	perspective	that	he	is	concerned	with	but	with	the	
experience	of	space,	depth	and	distance.	His	paintings,	such	as	Land-
scape	with	Ravens	thus	give	a	clear	sense	of	distance	but	neither	in	
linear	nor	aerial	perspective:	the	receding	elements	decrease	in	scale	
(such	as	the	fence)	but	hue,	tone	and	chroma	don’t	change;	there	is	no	
sense	of	increasing	blue	or	grey	in	the	distance.

Similarly,	in	an	earlier	painting,	Meadows	with	flowers,	there	exists	a	
strong	sense	of	recession	into	left	background.	Picture	plane	structured	
through	arrangement	of	pure	hues	from	green	to	yellow	to	red.	And	yet,	
in	conventional	colour	theory,	all	these	three	hues	signify	proximity	and	
not	distance	(blue/greys).

Later	experience	of	folding	forward	the	picture	plane.	(view	with	washing	
lines)gon Schiele, ity and the lue River II - 1911, 1911 , p. 72

Pencil, opaque colours and oil on wood, 37.2x29. cm

gon Schiele, eadow with Flowers and Trees, 1909, Pencil, watercolour 
and opaque colours with spray technique on paper, 29x40cm
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Re ections for my own practice

The	landscapes	have	long	touched	me,	and	the	book	has	lived	on	my	
shelf	for	a	number	of	years.	There	is	an	intensity	of	expression	(similar	
to	Joan	Eardley)	that	really	appeals	to	me.	

Having	explored	for	considerable	time	the	dimensions	of	antrophomor-
phising	landscape	and	nature	and	transposing	human	form,	character-
istic	and	traits	into	the	landscape,	a	more	formal	analysis	how	Schiele	
undertakes	this	has	been	useful;	notably	in	relation	to

-	construction	of	negative	space
-	infusing	energy	into	near	symmetric	compositions	(see	Assig	3	on	Lu-
cian	Freud	for	similar	observations).
-	the	palette	of	strong	primary	hues	with	liberal	earth	tones	is	one	that	
appeals	to	me	and	which	I	used	to	employ	for	painting	palettes	(more	
so	in	pastel	than	in	oils,	which	features	more	blues	and	yellows).
-	Schiele	employs	many	linear	elements,	both	in	the	Autumn	tree	in	
turbulent	air	as	well	as	in	Landscape	with	raven	(see	sketchbook).	In	

many	ways,	both	paintings	feel	drawn	in	a	sense	that	is	exciting.

Attention	to	natural	phenomena	such	as	the	‘snow	lights’	is	insightful	
for	the	attentiveness	to	specificity	and	observation,	rather	than	abstrac-
tion	and	generality.	I	wonder	if	this	can	be	harnessed	for	my	own	work?

Both	paintings	explored	in	the	sketchbook	are	narrative:	they	tell	sto-
ries	that	are	contained	in	landscape.	In	some	way	it	is	intriguing	that	
it	is	not	clear	whose	stories	these	are:	of	nature,	of	society,	Schiele’s,	
my	own,	the	art	critics?	The	stories	that	can	be	gleaned	from	Schiele’s	
paintings	(and	probably	many	other	expressionist	artists)	are	loud,	if	
not	obvious,	they	are	nonetheless	confident	in	their	proclamation	that	
they	have	something	to	say,	want	to	engage	me	as	viewer,	fellow-
human	being.

gon Schiele ountain by River 1910, 30x44cm, oil on board gon Schiele (no year) Thunderstorm ountain, 35x6  cm, oil on board
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Landscape / Perspective : David Hockney
Seeing from within and movement

Two	elements	of	Hockney’s	work	have	fascinated	me	for	a	while	in	
relation	to	perspective:

(a)	the Polaroid collages developed	during	the	1970s	and	1980s:		
concerned	with	a	human	viewpoint	(of	seeing	every	part	of	vision	in	
clear	detail,	the	eye	constantly	moving,	it	took	him	to	realise	that	a	set	
of	assembled	still	photographs	could	provide	such	‘human	viewpoint’,	
rather	than	that	of	a	“paralysed	cyclops”	(Weschler	3008,	p.	6).

While	many	of	these	are	about	portraiture,	or	rather:	exploring	the	
relationship	between	sitter	(or	severals)	and	Hockney	himself,	and	thus	
more	suitably	are	explored	in	
other	section	of	the	course;	a	
couple	of	image	taken	in	1987	
while	in	Japan	pose	a	question	
of	positioning	with	a	landscape,	
even	a	fixed	and	centred	one:

A	highly	formalised	Japanese	
en	Garden	with	its	rocks	is	

explored	on	how	‘you	have	
to	open	it	up,	put	holes	in	the	
middle,	and	stretch	bands	off	to	
the	side	to	get	away	from	the	
window	aesthetics’	(Weschler	
2008,	p.	40).

A	second	collage	takes	this	
question	further	by	using	a	
strong	and	static	centred	com-

position,	yet	this	time	
including	Hockney’s	
footsteps	around	
the	garden,	We-
schler	writes	‘Now	
he	was	beginning	
to	wonder	how	he	
might	account	for	
his	own	movement	
in	the	world,	as	well	
as	that	of	his	sub-
jects...	Every	couple	
of	steps,	he’d	stop,	
face	the	garden,	and	

tae	a	row	of	shots	extending	from	the	space	at	his	feet	all	the	way	back	
to	the	yellow		wall’	(ibid,	p.	42).

The	image	thus	arrived	at	was	almost	perfectly	rectangular	but	‘had	
nothing	whatsoever	to	do	with	the	window	aesthetic’	(ibid).

(b)	the paintings that denote journeying:	an	early	one,		Mul-
holland	Drive	(1980),	and	the	mid-1990s	series	of	Yorkshire	paintings.

About	Mulholland	Drive,	Hockney	said	“When	you	look	at	Mulholland	
Drive	-	and	Drive	is	not	the	name	of	the	road,	but	the	act	of	driving	-	
your	eye	moves	around	the	painting	at	about	the	same	speed	as	a	car	
drives	along	the	road’.	(Hockney	2011,	p.	99)

Garroby	Hill	(1998)	provides	a	view	from	the	road	towards	the	downhill	
plain	that	extends	across	to	the	city	of	York.

When	exploring	Hockney’s	later	paintings,	in	particular	the	landscapes,	
I	always	feel	that	I	first	have	to	overcome	their	chroma:	they	shout	at	
me	so	loud	that	I	can	listen	to	myself	in	terms	of	what	interests	me	in	
them.	Looking	these	two	out	again	now,	provides	the	same	problem:	
what	specifically	interests	me?

David Hockney 19 7 Walking in the en Garden

David Hockney 19 7 Sitting in the en Garden
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of	visual	delight	and	
physical	movement:	
the	colour,	curves	
as	well	as	the	var-
ied	and	integrated	
textured	move	me	
through	the	composi-
tion,	again	and	again.	
It	almost	feels	like	a	
rollercoaster.	(Maybe	

the	saturated	chroma	are	just	a	hint	of	nausea	along	with	it?).

Hockney	wants	me	to	see	his	painting	as	I	would	see	a	landscape:	
conveyed	in	a	myriad	of	eye	blinks.	There	and	there	and	over	there.	
Again	and	again.	The	movement	takes	that	surveying	a	step	further:	it	
moves	me	alongside	and	through.

This	collapsing	of	viewer	and	those	viewed	is	exciting	and	affective	in	
a	way	that	traditional	landscapes	aren’t.

Looking	at	the	artists	explored	here	throughout,	that	is	a	commonality	
many	of	them	share.	And	an	insight	that	I	hope	to	explore	more	fully	
in	future.	Various	attempts	of	sketching	what	my	eyes	see	(notably	the	
trees	in	Drumhill),	has	proven	very	difficult:	the	conventions	of	per-
spective	and	representation	are	rather	ingrained.	But	maybe	these	are	
points	for	studio	development:	for	Mulholland,	Hockney	drew	on	a	daily	
experience:	driving	to	the	studio.	It	wasn’t	as	such	an	outdoor	observa-
tion	but	a	condensation	of	experience	into	form/expression.

-	the	use	of	
curves	in	
composition:	
the	roads	
are	curved	
right	to	left	
(Garrowby)	
and	up	and	
down	(Mul-
holland),	this	
seems	to	
be	the	main	
movement.	
Yes:	we	
are	driving,	
following	
the	road	as	embodied	beings	(in	a	car):	so,	up/down,	left/right.	Seeing	
them	first	excited	me	in	their	disregard	from	mathematical	perspective.	
And	with	that	they	were	so	visceral:	so	expressive	of	bodily	sensation	

David Hockney 19 0 
ulholland Drive: the Road 

to the Studio, Acrylics on 
anvas, 21 x617 cm

David Hockney 199  Garrowby Hill, Oil on anvas, 152x193 cm
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Landscape / perspective : Peter Lanyon 
viewing something known by being within

Causey’s	argument	resonates	e.g.	with	some	of	the	discussions	I	had	
with	fellow	artists	when	visiting	the	Royal	Scottish	Academy’s	exhibi-
tion	on	Post-Impressionism,	where	again,	the	Scottish	proponents	of	
post-impressionism	explored	the	past-time	of	emerging	middle-classes	
and	other	potential	buyers:	tennis	players	as	subjects	rather	than	pros-
titutes	drunk	with	absinth	as	in	Toulouse-Lautrec’s	paintings.

Peter	Lanyon’s	role	is	then	explored	as	the	insider:	one	of	the	few	art-
ists	in	Newlyn/	St	Ives	with	strong	family	connections	to	the	area	and	
its	industries	(as	families	to	have	benefitted	from	mining	industries).

The	argument	over	whether	insider	can	only	get	to	the	essence	of	a	
place	is	a	contentious	one.	Nonetheless,	the	point	over	searching	the	
other	to	extract	and	present	elsewhere	-	landscape	and	its	rural	toils	as	
the	picturesque	-	is	valid	and	remains	salient	today.

In	visual	terms,	the	argument	over	insider/outsider	is	significant	for	the	

There’s	much	more	in	Lanyon	than	I	can	address.	So:	let’s	pull	out	
some	of	the	key	issues	in	relation	to	this	assignment,	notably:	land-
scape	and	perspective

1.	What	do	artists	see	when	they	look	at	landscape?	Viewing	from	a	
distance

Obviously:	what	is	there.	How	it’s	ordered	and	arranged.	Causey	
explores	in	the	beginning	of	how	artists	-	often	coming	from	elsewhere	
to	an	artist	colony	[possibly	explain]	-	assumed	to	experience	nature:	
directly	and	unmediated.

‘filled	with	the	idea	of	a	fresh	unarranged	nature	to	be	studies	in	her	
fields,	and	by	her	streams,	and	on	the	margin	of	her	great	seas	--	in	
these	things	they	[Newlyn	and	St	Ives	artists]	were	to	find	the	motives	
of	their	art’	(artist	Norman	Garstin,	1902)

or:

‘it	was	part	of	our	artistic	creed	to	paint	our	pictures	directly	from	na-
ture’	(artist	Stanhope	Forbes,	1898)	(both	cited	in	Causey	2006,	p.	14)

Causey	goes	on	to	explore	the	world	of	St	Ives	and	Newlyn	that	they	
saw:	while	certainly	working	from	observation	and	valuing	the	experi-
ence	of	painting	en	plein	air,	‘[w]hat	artists	saw	in	reality,	far	from	being	
in	Garstin’s	description	“unarranged”.	was	particular	both	in	terms	of	
what	they	looked	at	and	how	they	saw	it...	Emissaries	from	a	larger	
world,	they	presented	the	town,	village	or	landscape	as	‘other’	and	in	
terms	of	its	image’s		appeal	to	potential	buyers,	members	of	an	urban	
middle	class	who	would	see	the	paintings	on	the	walls	of	the	Royal	
Academy	summer	exhibition,	anxious	themselves	about	the	declining	
quality	of	city	life	and	keen	to	share	the	experience	of	artist	colonies.’	
(ibid.)

Peter Lanyon 194  Headland, oil on canvas, 52x77 cm
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following	reason:

‘Forbes	and	other	Newlyn	artists	are	commonly	regarded	as	realists	but	it	is	realism	of	a	par-
ticular	kind.	The	subtle	theatricality	in	their	work	sustains	a	psychological	gap	between	viewer	
and	viewed’	(p.	15,	my	emphasis)	Or,	put	differently:	the	paintings	are	made	to	be	enjoyed	for	
spectators.	This	is	possibly	a	key	issue	in	relation	to	effectiveness,	audience,	appeal	of	visual	
art.	It	is	significant	in	understanding	Lanyon’s	approach	to	experience,	spectatorship	and	thus	
also	perspective.

Classical	conceptions	of	landscape	assume	not	accidental,	unmediated	nature	but	a	carefully	
arrange	view	from	the	outside,	Causey	refers	to	the	cultural	geographer	Denis	Cosgrove	when	
stating	that	landscape	was	‘a	way	of	seeing	which	separates	subject	and	object,	giving	lordship	
of	the	eye	to	a	single	observer’		(cited	in	Causey,	p.	19).

Lanyon,	instead,	moved	in	the	late	1940s	early	1950s	beyond	that,	by	perceiving	figure	and	
landscape	or	community	and	landscape	as	a	single	entity.	Rather	than	taking	possession	by	
the	‘eye	that	sees	and	commands	everything	it	surveys’.	Instead,	he	employs	a	method	of	
sublimation	‘where	the	figure	disappears	within	landscape	in	what	is	not	now	a	process	of	“tak-
ing”	possession’	(ibid.).	Instead	possession	become	and	expression	of	belonging.	More	signifi-
cantly,	in	this	mature	work,	Lanyon	‘rejects	the	single	viewpoint,	[and]	excludes	the	possibility	
of	landscape	as	a	scenic	backdrop.’	(p.	20)

Being	physically	drawn	into	a	picture	as	if	by	undertow	(Miro	on	Courbet,	p.	151)

There	are	further	points	to	explore	for	the	final	assignment:
(a)	“The	figure/landscape	equation	was	commonly	made	in	1951.”	(p.	99)
(b)	“at	least	posed	the	problem	of	landscape	painting:	how	to	represent	spatially	such	temporal	
issues	as	the	endless	beating	of	waves	against	rocks.”	(p.	42)

Afocalism	(p.	101)	:	
space-time	and	sense	of	touch	-- 	leading	towards	centrality	of	motion
sensation	of	nature	on	modernist	shallow	space	(p.	102)
tactility	of	landscape

(c)	The	use	of	constructions	for	paintings	(p.	92ff)
Peter Lanyon 1951 Porthleven, oil on canvas, 246x122 cm
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Section 4 : Trees

These	studies	weren’t	done	in	succession	as	laid	out	per	exercises.	
Instead,	many	are	the	fieldnotes	of	2x	2	days	(once	in	January,	once	in	
June)	in	one	location	(Drumhill,	Aberdeenshire).	The	first	sheets	were	
covered	in	charcoal:	it	seemed	expressive	and	fast	enough	to	record	
the	emotional	response	to	the	hill	top	covered	in	conifers.	
A	few	were	detailed	close	ups	of	trunks	or	views	into	the	canope.
A	later	visit	employed	some	colour,	and	more	detailed	work	on	indi-
vidual	trees.	

Most	of	the	trees	are	not	
recorded	in	their	entirety;	
all	tree	(exc	the	coppiced	
horse	chestnut)	are	coni-
fers:	mostly	pine	or	firs.

The	difficulty	of	depiction	
of	light	and	shade	(and	
thereby	form)	continued	to	
inform	my	drawings:	the	
single	fir	with	green	pastel	
is	an	attempt	to	convey	the	
dark	surrounding:	rather	
than	the	simplistic	charcoal/
ground/charcoal/ground	of	
the	first	set	of	drawings	on	
the	hilltop.

The	adjacent	group	of	coni-
fers	is	less	successful	in	its	

attempt	to	convey	light:	partly	by	not	being	able	to	work	subtractively.	
Using	an	eraser	here	would	have	probably	yielded	better	results	(as	
well	as	working	on	the	piece	for	longer.

The	most	recent	drawings	are	the	ones	using	a	limited	palette	of	ink	on	
top	of	graphite,	depicting	the	fruit	and	pollen	of	pine	trees.	The	same	
hue	was	used	to	trace	light	(this	time	direct	sunshine	rather	than	the	
lightly	coloured	pollen),	these	were	exploring	the	similarities	of	form	
across	very	different	scales	(small	fern	bush	and	pine	tree).

Most	of	the	drawings	are	line	based.	The	dark	masses	of	conifers	on	
the	hillside	are	fairly	simple	lines	with	massing	in	of	the	canopes,	the	
more	detailed	ones	(to	the	left	and	top	left	here)	are	based	on	contour	
lines,	the	pencil	drawings	are	predominantely	line	based,	the	one	of	
the	chestnut	using	some	water-soluble	graphite	for	tonality.

Exercise 1 : Drawing an individual tree
Exercise 2 : Larger study of individual tree
Exercise 3 : Study of several trees
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The	foliage	was	handled	in	either	massing	it	in	in	simplified	form)	for	the	charcoal	studies,	the	more	de-
tailed	ones	of	the	pine	trees	use	shorter,	grouped	markes	to	build	up	mass,	some	overlaying	to	create	
form.

In	difference	to	the	earlier	problems	with	simplification	and	selection	in	the	360	degree	study,	here	the	
selection	was	successful	in	my	view.	Means	of	selection	and	simplification	were:

-	selection	of	main	branches	and	direction	of	foliage;
-	focus	on	tone	(or	even	just	light	and	dark)	to	increase	effect	of	light	and	repetition;	many	of	the	studies	
are	possibly	more	accurately	tree	trunks	rather	than	trees;
-	exploration	of	most	suitable	marks	and	using	a	relatively	small	range	of	these	(see	chestnut,	as	well	as	
first	tree	trunk)
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Trees : David Hockney
Mark, hue and experiencing within?
I	saw	Bigger	Trees	at	the	Tate	in	2010,	possibly	the	first	of	Hockney’s	
paintings	that	I	saw	in	actuality.	Both	scale	and	simplicity	left	a	mark.	
The	accompanying	documentary	by	Bruno	Wollheim	David	Hockney:	A	
Bigger	Picture,	2009,	showed	much	about	the	production	of	the	larger	
and	frequent	Yorkshire	landscape	paintings.

The	scale	of	the	paintings	
(composed	of	several	can-
vasses)	mean	that	painting	
becomes	a	‘whole	body	affair’,	
as	Hockney	said	(Weschler	
2008,	p.	212)	in	relation	to	the	
season	painting	of	Woldgate:	
“’And	see,	look,...	You	can	
see	the	marks,	and	you	can	
see	how,	whereas	with	the	
watercolours	I	was	using	my	
hand,	and	with	the	earlier	oils	
I	was	using	my	arm,	here	I	am	
painting	from	my	shoulders.	
I	am	painting	with	my	whole	
body.	And	the	painting	itself	is	
addressing	you	in	your	entire	
body:	it	is	big	enough	to	be	
doing	so.	You	can	feel	it.	And	
that’s	the	point:	out	there	in	the	
world	but	here	as	well	space	is	
a	feeling.’”

Part	of	that	feeling	of	space	
is	the	sense	of	the	peripheral	
that	is	contained	in	the	paintings,	as	Weschler	continues	to	describe.	
Surface	marks	are	denoting	spaciousness	and	one’s	bodily	turning	
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from	one	side	to	the	other	within	the	space	that	is	the	wood-with-me-
as-viewer.

As	I	wrote	earlier	in	relation	to	his	markmaking	and	use	of	hue/chroma,	
rereading	these	passages	and	looking	again	at	the	video,	it	points	me	
towards	a	more	systematic	exploration	of	the	range	of	marks	and	hues	
he	uses.	Even	if	only	to	explore	what	pushes	me	away	from	them.

There	is	something	in	this	review	
of	2012	Bigger	Picture	show	
(Cumming	2012)	at	the	RSA	that	
may	get	to	some	of	my	distancia-
tions:

“Yet	what	is	at	stake	is	always	
making	and	medium,	not	the	
plein-air	experience	itself.	Hock-
ney	doesn’t	have	his	nose	deep	
in	the	hedgerows	or	his	eye	on	
the	ephemeral	dewdrop.	He	is	not	
primarily	interested	in	the	ever-
changing	rhetoric	of	weather,	light	
or	nature.	He	is	thinking	about	
picture-making	and	so,	perforce,	
is	the	viewer.

How	they	are	made	 	this	kind	
of	mark,	that	variation	on	Van	
Gogh,	those	Fauve-bright	col-
ours	or	stylised	cut-outs	or	vast,	
multi-panel	grids	 	these	are	the	
constant	focus,	much	more	than	
the	landscape	itself.	Every	work	
compares	with	another	and	each	
has	its	alibi	in	the	whole.	It	is	one	
enormous	study	in	comparative	
methods.

So	it	feels	pointless,	after	a	while,	to	look	for	an	ominous	pressure	of	
heat	or	even	a	particular	kind	of	tree.	There	is	no	underlying	metaphor	
or	building	emotion,	no	sense	of	awe	or	melancholy	or	even	much	
amazement.	It	is	all	things	bright	and	beautiful	all	the	time,	with	the	
possible	exception	of	solitary	stumps	in	winter	clearings.”	

David Hockney 2007 igger Trees Near Warter, oil on canvas, installation
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So,	rather	than	the	experience	of	being	there,	something	Hockney	
claims	to	convey,	Cumming	sees	technicality	and	graphic	nature	of	the	
image-making	process	as	central	for	a	viewers	enquiry	into	the	piece.	
Experience	or	emotional	response	are	delegated.

Indeed:	my	question	over	systematic	study	of	marks	and	hue	just	ear-
lier	is	precisely	such	question	over	technicality,	less	about	experience	
conveyed.

So,	rather	than	the	experience	of	being	there,	something	Hockney	
claims	to	convey,	Cumming	sees	technicality	and	graphic	nature	of	the	
image-making	process	as	central	for	a	viewers	enquiry	into	the	piece.	
Experience	or	emotional	response	are	delegated.

Indeed:	my	question	over	systematic	study	of	marks	and	hue	just	ear-
lier	is	precisely	such	question	over	technicality,	less	about	experience	
conveyed.phor	or	building	emotion,	no	sense	of	awe	or	melancholy	or	
even	much	amazement.	It	is	all	things	bright	and	beautiful	all	the	time,	
with	the	possible	exception	of	solitary	stumps	in	winter	clearings.”	

David Hockney 2006, Woldgate Woods, 21, 23 & 29 November 2006, oil on canvas

David Hockney, 
2006, ollection of  
Woldgate paintings

David Hockney 2006, Woldgate Woods, 21, 23 & 29 November 2006, oil on canvas, detail
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Trees : Miranda Boulton
Slightness in tone and bare 
canvas

I	saw	her	conifers	against	night	skies	first,	then	discovered	some	of	her	figures	within	a	
landscape.	The	work	largely	consists	of	washes	or	stains	and	tonality	rather	than	line.
Her	landscapes	also	have	areas	where	the	canvas	shines	through.
In	all	this,	the	work	is	radically	different	to	Hockney’s	in	terms	of	palette,	mark	and	ex-
pression.

Clearly,	her	work	is	finished	as	
such,	and	still	it	seems	slight	and	
fleeting.	It	is	misty,	foggy	and	
vague.	--	The	visual	opposite	of	
Hockney’s	marks	and	expression.

In	her	images	she	arranges	female	
lying	figures	in	the	landscape	--	
taken	on	the	earlier	noted	collaps-
ing	of	figure/landscape	that	Causey	
(2008)	identifies	for	a	mid-20c	
concern	shared	by	Lanyon,	and	
Adrian	Stokes	and	Donald	Suther-
land	before	him.

However:	female	figures	in	Boul-
ton’s	case	not	as	the	other	but	as	
‘me/her’?

The	night	skies	are	strangely	remi-
niscent	of	Symbolism.	The	light	
within	the	tree’s	canope	forms	the	
centre	point.	The	trees	a	separate	
but	not	unique	as	such.	To	what	
extent	are	they	observed?
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Trees : Paul Cezanne

Paul ezanne, 1 90-95, The big pine tree, oil on canvas



39

Section 3 : Urban landscapes

All	the	drawings	originate	from	one	site:	the	newly	opened	Riverside	
Museum	on	Glasgow’s	River	Clyde.	The	museum	is	designed	by	 aha	
Hadid:	a	tall	steel	sheeted	shed	with	various	angles,	reflective	windows	
and	grey	surfaces	with	lines.

The	drawings	explored	some	of	the	reflections,	the	landscaped	sur-
roundings	and	views	across	to	Govan’s	social	housing.

For	the	longer	drawing,	I	moved	inside	to	look	out,	taking	in	the	sheet-
ing	along	with	some	coloured	marks	as	well	as	the	other	side	of	the	
river.

The	drawings	have	some	interesting	elements,	their	weakness	being	
mainly	the	use	of	colour:	it’s	coloured	in,	the	colour,	while	limited	is	
applied	in	the	isolated	spots	so	as	to	separate	out	objects,	rather	than	
link	throughout	the	composition.	Thus,	the	colour	isn’t	really	used	to	
create	a	sense	of	depth.

I	spend	two	days	on	the	site,	taking	it	in	or	being	drawn	into	it.	So,	
some	elements	such	as	the	reflection	and	repetition	of	the	sheeting	
were	recorded	in	detail.	As	such,	the	pieces	were	strongly	constructed	
and	linear	(but	a	linerarity	that	seemed	to	fail	in	capturing	the	evenness	
of	the	sheeting	---	which	had	been	a	major	draw).	Looking	through	the	
sketches	when	writing	up,	they	provide	a	memory	or	sense	of	what	
was	there	for	me;	but	in	capturing	it,	there	is	a	sense	of	failure:	they	
didn’t	get	it	as	a	way	of	showing	this	to	others.	This	may	be	due	to	my	
limitations	of	producing	tightly	constructed	drawings,	but	it	may	also	be	

Exercise 1 : Study of townscape using line
Exercise 2 : a sketchbook of townscape 
drawings
Exercise 3 : A limited palette study
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due	to	the	wrong	medium:	The	photos	seem	far	more	success-
ful	in	capturing	that	what	intrigued	me:	strongly	repetitive	with	
fields	of	same	colours:	greys,	greens	and	blues.	

In	construction,	these	drawings	are	definitely	worse	than	the	
natural	landscape	ones:	they	require	a	different	approach	and	
selection	of	subject	matter.	Also:	what	is	it	that	interests	me	and	
how	can	I	represent	this	in	a	way	that	is	competent	and	satis-
factory?

The	sense	of	scale	is	generally	right:	they	show	the	massive-
ness	of	the	shed,	the	tiny	reflecitons	of	myself	and	the	opposite	
buildings	as	well	as	the	extensiveness	of	the	Clyde.

Having	largely	worked	with	pencil,	the	mutedness	of	the	grey	
captures	both	the	sombreness	of	the	building	(or:	oppressive-
ness)	as	well	as	a	dull	and	‘just	about	to	rain’	day	in	Glasgow.
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Arte	Povera	at	the	Tate	Modern	a	few	years	back	seemed	abstracted,	
assembled	in	a	large	room	without	much	resonance.	This	here:	com-
pletely	different	story.	The	materials	are	simple	and	selected:	burlap	
sacks,	steel	girders,	wool	coats	repeat	themselves	across	the	room	
and	in	different	arrangements.	
Nonetheless,	their	arrangement	affects	me	as	viewer,	onlooker,	inter-
preter	more	than	many	others	I’ve	seen	this	year.
Most	of	them	exude	profound	sadness;	they	provide	in	all	their	large-
scale	simplicity	so	much	ambiguity	that	I	have	hardly	experienced	in	a	

painting;	or	maybe	in	Twombly’s	Nini’s	Paintings?

The	questions	for	me:

How	can	Tramway	claim	that	these	two	pieces,	are	site-specific	instal-
lations,	in	response	to	the	industrial	working-class	heritage	speak	to	
this	site	and	location?
Railway	tracks,	empty	coats	hung	on	meat	hooks	or	wrapped	around	
girders	laid	out	as	railway	tracks	read	differently	across	Continental	
Europe	and	across	time.	They	resonate	with	the	railways	leading	to	
concentration	camps,	the	coats	of	partisans	fighting	the	nazis.
As	such	they	are	imbued	with	histories	and	resonances.	Cultural	mark-
ers	that	read	beyond	Central	or	Eastern	or	Southern	Europe.	That	the	
Tramway	site	provides	railway	lines	then	turns	it	to	a	resonance	body	
for	those	cultural	markers.	But	does	it	do	much	more	to	make	these	
pieces	about	the	tram	workers	from	that	site.
What	strategies	of	ambiguity/simplicity	exist	in	drawing?annis Kounellis, Untitled, 2012

Pass Notes : Jannis Kounellis, Artist 
Rooms, Tramway

annis Kounellis, Iron Panels, eat Hooks, Wool oats, 2012
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They	arrived	in	my	inbox	a	few	days	ago.	
The	gallery	website	says	fairly	little	about	him:

“Fridfinnsson’s	(b.	1943)	work	is	a	poetic	and	philosophical	exploration	
of	every	day	human	experience.	Transcending	the	mundane	materials	
of	which	they	are	made,	his	simple,	almost	ethereal	pieces	paradoxi-
cally	evoke	the	strongest	of	emotions.”

They	are	fairly	simple	juxtapositions	of	polarities	or	opposites.	How	is	
Attending	produced?	One	mirror	faces	upwards	the	other	downwards.	
Is	it	the	same	cloud	and	grass	that	is	mirroed?	The	left	hand	is	blurred,	
as	if	in	movement,	the	right	hand	steady.

House	Project	:	what	is	the	actual	scale?	It	could	be	tiny	or	huge?	
What	is	the	project?	It	alludes	to	more	than	the	actual	image	and	also	
to	more	than	this	photograph	as	a	record.	I	am	intrigued?	What	is	in-
volved?	What	is	the	relationship	between	the	box	house	and	the	vol-
canic	rock	in	its	surrounding?	It’s	far	more	than	simply	juxtaposed	and	
this	‘far	more’	keeps	me	intrigued	and	draws	me	into	the	photograph.

copyright © i8.is 2012

i8 Gallery
Tryggvagata 16

101 Reykjavík
Tel: +354 551 3666

info@i8.is

House Project HREINN FRIDFINNSSON 1974

i8 - artists / HREINN FRIDFINNSSON http://www.i8.is/?s=8&aID=15&ID=421

1 of 1 10/10/2012 11:28

Pass Notes : Hreinn Fridfinnsson, i8 Gal-
lery, Reykjavik (b  1943, Iceland)

Hreinn Fridfinnsson, 1970, Attending, Gicl e prints - diptiych, each: 33.5 x 50.5 cm
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Drawing Projects 2 : Getting in touch  A 
tactile object

Aseries	of	drawings,	blind-folded,	touching	an	object	(suspended	in	
the	air)	and	responding	with	marks	on	an	A4	sized	paper	(A4	marked	
off	with	masking	tape	to	provide	tactile	response).	Each	drawing	about	
10	minutes.	Most	done	with	3	pencils	of	different	grade	stuck	together;	
one	with	compressed	charcoal.	Drawing	4:	looking	at	object	and	previ-
ous	drawings;	Drawing	5:	combining,	again	without	blindfold	all	previ-
ous	marks.
Each	stage	included	the	selection	of	most	successful	marks	and	atten-

tion	to	what	has	been	missed	in	the	previous	ones.	
The	object	was	a	suspended	piece	of	coated	wiremesh	with	an	at-
tached	rag.	It	had	a	presence	in	space	through	the	suspension,	as	well	
as	movement,	airiness	and	responsiveness	to	touch.	For	drawing	3	the	
object	was	placed	on	the	table	instead.

The	exercise	is	described	in	detail	in	Maslen	and	Southern	2011,	pp	
76ff.
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Study 1: River-
side meets Fern-
ery
Ideas	around	
combining	views	
by	looking	through	
one	onto	another:	
using	structures	
not	as	closures	but	
as	openings.

Explored	some	of	
this	before	with	the	cutout	study	of	Botanics	building	(sketchbook)	but	
also	in	the	actual	reflections	on	Riverside	structure

Collaged	and	combined	Riverside	with	some	photos	from	Benmore	
Gardens.	

Interest:	depth/proximity	but	more	importantly:	what	happens	if	two	
separate	views	are	placed	into	each	other?

Media:	it’s	the	luminosity	of	the	yellow/greens	that	interest	me;	so:	cal-
ligraphy	ink	again	and	possibly	graphite	(charcoal	may	be	too	dark);	
the	media	experiments	from	Assig	3	point	to	ink	ontop	of	graphite.

Explore:
-	simple	strips	of	two	images,	cut	up	and	placed	into	each	other
-	working	across	photos	and	drawing:	how	can	they	combine	without	
being	too	faux?
-	landscape	and	the	building	becomes	the	cutout:	what	structures	
could	be	used	for	that?	Is	that	too	simple	as	composition	tool?

Assignment 4 : Landscape Study 2: The infernery
Process:
a.	graphite	drawing	with	plastic	eraser,	building	up	the	main	areas	and	
textures	over	3/4	iterations.	The	composition	is	fairly	straightforward:	a	
flipped	view	of	the	Fernery	with	some	empty	space	to	the	left.
b.	Susan	Turcot’s	process	drawing	atop.	Using	tracing	paper	rather	
than	actual	drawing	as	unsure	of	impact.	She	draws	with	her	eyes	
closed,	mindful	of	surrealist’s	automatism.	I	am	thinking	of	my	twisted	
ankle	inside	the	infernery	and	the	way	back.	I	make	a	series	of	marks	
with	the	9b	graphite	stick.	the	location	doesn’t	work	compositionally,	I	
try	various	locations,	
flip	it	and	find	a	way	
that	resonates:	a	
line	from	the	build-
ing	down	and	then	a	
circular	mark	along	
the	path	back.
c.	Next	step:	explora-
tion	the	lime	green	
luminosity:	
c.1:	dots	across	the	
image	(idea	from	the	
posterised	print	out	
on	which	I	was	doo-
dling
c.2:		covering	areas
d:	ideas	of	distance	
and	perspective:	
placing	one	of	the	
fern	line	drawings	
horizontally	in	the	left	
hand	empty	area.	Ex-
ceeding	the	picture	
plane;	drawing	the	
left	conifer’s	branch-
es	ontop	of	the	line	
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drawing;	extending	the	yellow	plane	into	the	line	drawing.	Some	ink	
dotted	marks	along	the	lines	to	provide	some	integration	between	the	
two	sections.
e:	slightly	trimmed	graphite	drawing	is	stuck	to	a1	sheet	and	the	line	
drawing	placed	on	top,	with	yellow	areas	glued	in	place.

Findings:
a.	explore	luminosity	in	area	(not	necessarily	tied	to	subject	but	almost	
independent	of	it)
b.	graphite	and	plastic	eraser	work	well,	and	the	raised	ink	dots	are	a	
useful	(for	what)	mark
c.	process	marks	and	all	other	elements	are	probably	overload.	The	
process	marks	are	a	good	concept	but	need	a	simpler	surface	to	work	
with.	Also:	further	exploration	of	what	their	purpose	is:	here,	the	mem-
ory	of	the	injury	worked	fairly	well.	Does	that	affective	memory	work	in	
different	place	too?	Bokel	or	Drumhill?
d.	As	well	as	the	luminosity,	the	partiality	of	the	negative	white	space	is	
crucial:	it	is	a	composed	image:	different	elements	(and	different	view-
points,	ways	of	representation,	and	scale)	are	key	to	constructing	this	
‘landscape’
e.	the	tracing	paper	is	a	good	tool,	but	not	for	the	process	marks:	these	
should	be	placed	directly	on	the	image	rather	than	floating	on	(and	
partially	blurring/hiding)	the	main	image
f.	relatively	late	I	realised	that	FERN	is	common	to	all	actual	sources:	
the	line	drippings	from	Drumhill	and	the	Fernery	and	Benmore.
g.	the	scale	of	the	graphite	piece	is	sufficient	for	the	overall	image:	it	
sits	well	within	A1	sheet
h.	Sources:	It	was	surprisingly	easy	to	work	with	a	fairly	straight	photo.	
Yet,	for	a	more	developed	piece,	more	textural	details	are	needed:	
what	are	the	marks	on	the	ground,	the	meadows	and	the	tree	trunks:	
these	would	require	recording	(not	necessarily	from	the	actual	site,	but	
from	actual	location,	rather	than	invention)

Study 3 : Forest in Fog (revealed)
Intention:
a.	to	focus	on	dark	tones	while	maintaining	clarity	and	detail.
b.	explore	eraser	as		drawing	tool	and	working	back	into	the	light

uestions:
a.	how	much	detail	can	I	apply	in	this	process?
b.	how	can	different	textures	and	marks	be	achieved	by	eraser	as	pri-
mary	tool?

I	used	the	shiny	side	of	one-sided	card,	approx.	75x50	cm	in	size	and	
covered	it	in	thick	graphite	stick.	First	I	used	2b,	found	it	was	rather	
grey	and	then	tried	9b	--	surprised	how	different	in	black	the	latter	
is.	It	is	also	much	more	greasy:	leaving	an	opaque	rather	than	shiny	
surface.	Proceeded	to	cover	surface	in	a	variety	of	marks	(most	were	
linear,	hatching-like;	attempt	to	vary	with	more	swirling	marks).

The	source	images	were	of	foggy,	autumnal	pine	forests	in	northern	
Germany.	I	had	taken	quite	a	few	of	these	last	autumn,	assembled	
them	in	panoramas,	increased	the	sense	of	fog.

Variation	1:	applied	flat	surfaces	in	PS	to	ground	of	photos	to	explore	
a	bit	further	the	colour	space	idea	
from	study	2.

After	1	hours	of	covering	I	pro-
ceeded	to	erase.	It	took	a	long	time:	
moving	the	greasy	graphite	around	
before	lifting	it	clean	off.	The	ground	
was	almost	pure	white	when	lifted	-	
clearly	the	gloss	surface	helped	in	
that.	But	the	effort	to	get	there	was	
substantial.	I	worked	on	line	marks	
for	inbetween	the	trees	first,	then	
proceeded	to	develop	some	trees	in	
foreground,	then	some	foreground	
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then	the	upper	half.

Variation	2:	a	square	sheet	
of	the	dull	side	of	one-sided	
card	served	as	repository	for	
wiping	the	eraser	clean	to	
proceed.

For	the	upper	half	I	simpli-
fied	light	and	shade	shapes	
of	the	branches	above.	 uite	
quickly	proceeded	to	change	
in	approach:	I	applied,	mainly	
with	2b,	but	also	pencil	and	
thin	stick	more	swirly,	shorter	
marks	to	build	up	more	tex-
ture	for	branch/leaf	structures	
before	erasing	them	almost	
entirely	back	again.	Did	this	4	
times	all	over	the	top	half,	all	
the	while	assessing	light/dark	
for	its	compositional	effective-
ness.	

The	ground	received	linear	as	
well	as	dotted	marks,	erased	
back	a	few	times	with	a	sense	
of	depth	towards	the	mid-
left	and	right.	I	deliberately	
left	the	thick	graphite	lines	in	
the	foreground	as	marker	to	
process	as	well	as	composi-
tional	element	to	lead	into	the	
picture...	almost	like	a	string	
to	start	unravelling.

With	the	eraser	it	is	possible	to	gradate	from	dark	to	white	quite	finely.	
Initially,	a	lot	of	the	background	trees	were	offset	to	bright	white,	I	dark-
ened	this	a	bit	again	to	leave	the	brightest	light	(but	still	somewhat	sub-
dued)	to	top	and	far	left	of	image.	The	far	left	is	an	arbitrary	white	space	
for	compositional	purposes.

The	complete	process	took	about	4-5	hours	and	two	small	erasers.

Findings:
a.	on	large	enough	scale,	the	eraser	can	produce	a	good	range	of	marks	
and	textures
b.	as	to	detail:	there	is	a	lot	going	on	in	the	image,	and	many	marks	are	
suggestive	of	leaves,	branches,	variations	in	trunks,	some	grasses	and	
surface	structures/textures.	In	my	mind,	this	includes	a	lot	of	detail.	I	
don’t	think	I’m	after	much	more	representational	detail	in	an	approach	
like	this.	But	keep	wondering	if	it,	yet	again,	merely	indicates	sketchi-
ness.
c.	experience	of	working	with	variety	of	different	graphite	tool	(softness	
and	thickness)	
d.	the	history	of	cycles	of	building	up	and	revealing	is	important	to	give	
solidity	to	image.
e.	the	physicality	of	the	process	is	different	to	the	rubbing	of	Barriball	
(see	Assignment	3)	but	similarly	intense.	Here,	however	the	is	no	direct	
contact	but	a	searching	for	representational	marks	rather	than	indexical-
ity	--	it	makes	this	process	quite	different	and	closer	to	traditional	draw-
ing.
f.	the	glossy	surface	is	distinct	to	what	I	used	before	and	was	useful.	I	
need	to	be	careful	though	as	to	how	this	works	on	matt,	more	open	pa-
per	--	potential	to	destroy	it	more	easily,	but	also	to	not	have	the	gloss/
grease	of	graphite	nor	the	ability	to	rub	back	to	shiny	white.
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A	group	of	larches,	Scots	pine	
and	firs	with	distant	hills,	look-
ing	up	to	it,	seemed	to	resonate	
with	what	I	had	planned	for	a	
viewpoint	(one	that	also	possibly	
lends	itself	to	collage/assemblage	
or	mixing	with	an	urban	view).
I	did	a	rough	sketch	and	noted	
the	prominent	foreground	as	I	
was	looking	up	to	the	group	and	
the	horizon	line;	I	explored	add-
ing	linear	marks	as	‘isolines’;
Then	crisis	struck:	I	started	feel-
ing	confused	as	what	to	do	in	the	
remaining	time:	too	many	enquir-
ies	for	the	remaining	2	hours,	the	
view	(and	some	repositioning	of	
composition)	really	intrigued	me	
but	I	couldn’t		seem	to	get	it	to	
work	beyond	a	very	conventional	
(or	with	isolines	overly	laboured)	
arrangements.
So,	here,	I’ve	been	focussing	on	
the	base	of	the	tree,	up	to	about	
1/2	of	the	tallest	trees.

We	moved	location	and	over-
looked	a	range	of	conifers	(abies	
and	larches)	that	stood	beneath	
us	but	fairly	closeby,	sea	and	hills	
in	distance.

5.	Sudden	drop	/	no	foreground.
Again	focusing	on	the	larch,	I	
realised	that	the	initial	hinderance	
of	no	base	visible	of	the	trees	

Fieldwork sketches and development / Benmore Gar-
dens (visit 2, 18 August)

0.	Preparation	of
(a)	series	of	A3	surfaces	with	oilbar	and	graphite	linear	marks;
(b)	print	out	of	various	photographs	from	waterfront	to	use	as	collage.

1.	Started	the	day	with	a	series	of	studies	from	one	viewpoint	in	differ-
ent	directions	(see	earlier	360	degree	study)
(a)	fernery	and	distance
(b)	Leigh	and	close-up	fern	etc
(c)	Larch	tree	and	other	conifers	relatively	nearby	and	below	my	view-
point

The	third	was	the	most	inspired	ones;	all	done	in	compressed	char-
coal,	some	erasing.	For	the	conifers,	the	angular	marks	of	the	com-
pressed	charcoal	work	very	well.	Also:	excellent	view	on	the	different	
tree	forms	and	branch	structures.	The	(b)	close-up	by	far	the	weakest:	
perhaps	the	medium	not	suited;	needing	more	time	to	develop	depth	
and	detail;	couldn’t	get	interested	in	it.

2.	Decided	to	focus	on	groups	of	conifers,	notably	larch	trees	with	
hanging	secondary	branches	and	light	green	colouring.	
(a)	composite	drawing	of	placing	two	next	to	each	other	on	prepared	
oilbar	ground.	In	terms	of	ground/drawing,	this	is	one	of	the	best	draw-
ings	of	the	day;	compositionally,	the	pair	works	very	well.
Drawn	from	ground	up	to	about	2/3	of	height

Observation	1:	different	viewpoint	high	up	from	ground	very	useful;	the	
various	sketches	explore	which	part	of	the	trees	to	focus	on:	top,	mid-
dle	or	base;	various	experiments	throughout	the	day,	as	follows.

3.	After	realising	that	one	of	my	motivations	for	coming	was	to	discover	
suitable	views,	and	yet,	I	was,	again,	focusing	on	botanical	detail	(i.e.	
larch	tree	structure)	and	effect	of	light;	I	searched	for	suitable	group-
ings	in	addition	to	the	already	explored	views	(notably	in	1.).:
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was	actually	allowing	for	a	more	radical	composition:	focusing	on	the	
tree	structure,	the	wispiness	of	the	larch	and	the	upward	extension	
while	providing	distance	‘downwards’	--	with	swathes	of	coniferous	
plantations	marking	the	mid-	and	background,	with	visible	hill	line.
For	1.5	hours	I	focussed	on	three	issues
(a)	tree	characters	of	the	three	types	of	conifers
(b)	composition:	questions	of	what	scale,	height	and	width	--	which	
ones	to	include
(c)	light	and	shade	as	they	model	the	branches	and	leaves.

First	working	with	graphite	on	the	oilbar	paper	(as	charcoal	marks	un-
evenly,	which	I	discovered	in	earlier	sketch);	then	adding	some	marker	
pen	for	shadow,	then	doing	some	studies	of	only	adding	light	and	dark	
with	marker	pen	for	two	different	tree	forms;	then	deliberately	going	
back	to	charcoal	to	make	use	of	the	incongruous	marks	to	accentuate	
the	unevenness	of	the	tree	branches	and	leaves.
The	fours	studies	on	the	oilbar	paper	are	all	done	reasonably	quick-
ly	(10-15	mins)	as	I	was	conscious	of	time;	the	paper	as	surface	

worked	well	in	terms	of	existing	marks	and	lines,	I	felt	that	even	the	
dark	ones	were	successfully	integrated	into	the	drawing.	Some	of	the	
graphite	marks	(tree	group	on	left)	are	rather	stylised,	but	in	the	con-
text	of	heavily	worked/marked	background	are	making	sense	to	me.

Next development steps are:
(a)	compositional	decision	of	which	trees	to	include,	what	scale	(per-
haps	even	off-landscape	A	format	-	double	high	or	slightly	wider,	which	
tree	tops	to	include	if	any
(b)	development	of	midground	below	--	this	may	have	the	greatest	
scope	for	development:	how	can	I	there	suggest	distance,	e.g.,	tone	
but	also	linear	marks?
-- 	can	the	fern	lines	be	adapted	to	work	as	middle	ground?
(c)	the	marker	pen	worked	great	for	light	and	the	character	of	the	
branches;	the	mix	of	graphite	and	charcoal	is	an	awkward	one	but	in	
these	sketches	has	definitely	potential:	smooth/greasy	and	dry/dusty/
opaque
(d)		the	thin	graphite	background	works	very	well	for	the	larch	in	all	
sketches	--	what	are	other	marks	and	media	can	be	concentrated	on?
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Studio development 1: Background
On	site	I	didn’t	take	notes	of	the	background	(land	and	sky)	other	
than	photographs	and	marking	the	horizon	line	of	the	hill.
Back	at	home,	I	realised	that	the	background	treatment	would	be	
crucial:	the	largest	area	as	such.
Here,	the	linear	marks	from	the	ferns	that	had	become	part	of	
Study	2	The	Infernery	came	into	consideration:	laying	them	hori-
zontally	they	had	become	indicators	of	distance.	What	if	these	
could	also	become	indicators	of	surface	topography?	[also	taking	
forward	one	brief	field	sketch	that	marked	out	the	ground	surface	in	
isometric	lines
Sequentially,	this	question	was	explored	and	developed:
a.	in	different	scale	(Sketchbook,	then	A1	paper)
b.	with	different	marks

Upscaling	was	easy	enough,	even	with	the	fairly	thing	coloured	
pencil.	The	marks	were	more	complex:

How	to	denote	near/far	but	
also	light/shade?
How	to	denote	surface	
form?
How	to	denote	surface	
texture	of	mostly	dense	
forestation?

Successively,	I	arrived	at:

a.	gridded	marks	in	a	
range	of	hues	of	c/p	(ap-
prox	3	for	each	light,	
shade,	near,	distance)
b.	erased	with	putty	rubber	
[very	limited	use	of	plastic	
eraser]
c.	overlaid	with	9b	graphite	
stick
d.	erase	with	putty	rubber
e.	more	application	of	c/p	
and	graphite	for	finer	ad-
justments

This	accounted	for	subtlety	
of	background	-	something	
the	initial	linear	marks	
could	not	achieve.	The	use	
of	erasing	also	pushed	the	
material	into	the	surface	
so	that	these	melded	to-
gether	better	than	without.
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Studio development 3: Conifers
The	positioning	of	the	conifers	ini-
tially	was	based	on	the	actual	view	
of	the	later	field	sketches.	The	three	
trees	contained	were	rather	distinct	
in	their	grow	habits:	a	Japanese	or	
hybrid	larch,	a	fir	and	a	pine	(?)	of	
which	only	the	trunk	was	visible.

At	the	same	time,	the	trees	that	were	
most	successful	in	the	sketches	were	
the	two	larches	with	their	drooping,	
feathery	branches	and	leaves.	In	
fact,	the	second	location	was	chosen	
so	as	to	have	one	prominent	larch	in	
view.

From	these	considerations,	I	chose	
to	include	only	larches	-	two	-	and	
position	them	at	the	location	of	the	
one	observed	larch	in	the	actual	view	
(i.e.	on	the	right	hand	side);	one	to	
be	closer	(with	no	visible	top)	and	
one	slightly	smaller,	or	rather:	further	
down	the	slope	with	top	visible.

The	marks	for	the	trees	required	
experimentation:

I	enjoyed	the	mix	of	compressed	
charcoal	and	graphite	for	the	first	
sketch:	a	mix	of	gloss/opaqueness,	
combining	two	media	I	before	was	
told	to	keep	them	apart	(grease	and	
chalk).	

Studio development 2: Dimen-
sions and off
To	give	a	sense	of	height	I	intended	
to	use	a	portrait	format:	to	place	the	
viewer	nearer	to	the	height	of	the	
trees	than	the	width	of	any	vista.	Yes,	
a	true	DIN	A	portrait	format	struggled	
to	fit	in	enough	sense	of	planting	and	
proximity	of	the	nearer	trees.	Adjust-
ing	for	that,	I	move	the	format	closer	
to	a	square	format	(leaving	some	of	
the	width	while	widening	the	near-
ness	of	a	larger	number	of	trees.

Doing	so	in	the	sketchbook,	I	marked	
off	the	lower	section	of	a	page.	After	
working	the	image	I	wondered	what	
that	section	would	look	like	dark	
rather	than	blank;	I	set	to	fill	it	in	emulating	the	marks	in	soft	graphite	
that	I	had	just	earlier	used	to	denote	the	tree	tops	and	trunks	(loosely	
worked	grids):	Suddenly,	the	image	had	acquired	a	clear	foreground:	
a	ledge	that	repeated	(in	larger	scale	and	near	the	viewer)	the	marks	
that	constituted	the	background.

I	developed	this	idea	further	and	upscaled	it.	It	was	also	further	devel-
oped	by	the	decision	to	leave	the	sky	white	(in	some	studies	I	experi-
mented	with	wiped	down	oilbar	(in	yellow/buff)	and	medium	to	give	a	
consistent	hue,	but	decided	the	white	worked	best	compositionally:	
the	bottom/foreground	being	a	black	graphite	grid,	the	middleground	
constituted	of	worked	in	c/p	marks	and	the	sky	left	to	show	the	acrylic	
ground	of	the	paper	(titanium	white).
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The	whispiness	of	feathery,	light	branches	and	leaves	was	denoted	
with	very	light	vertical	marks	(intermingling	with	the	earlier	made	
graphite	lines	that	formed	the	background	of	the	prepared	paper).

Charcoal	and	graphite	held	at	their	end,	loosely	and	moving	upwards	
and	downwards.	The	control	of	the	hand	was	not	strong,	the	quality	of	
line	variable.	--	This	worked	well	on	location	and	on	A3	paper.

At	home,	I	went	back	to	some	of	the	control	exercises	from	the	Draw-
ing	Projects	book	-	attaching	graphite	and	charcoal	to	a	60cm	stick	and	
working	closer	in.	The	marks	were	longer	and	more	extensive,	seemed	
suited	to	the	scale	of	paper.	I	then	worked	closer	in	and	kept	moving	
between	different	graphite	sticks	and	softness.

On	reviewing	these	marks	as	they	had	build	up	on	the	main	piece	(af-
ter	trying	on	plain	paper	and	an	earlier	study),	they	seemed	to	control-
led	and	didn’t	contain	the	energy	of	the	fieldwork	marks	which	inspired	

the	piece.	

I	used	the	plastic	eraser	and	set	to	rub	out	the	tree	
marks	to	try	again.	While	the	eraser	rubs	out	well,	it	also	
adds	a	shadow	(similar	to	Forest	in	Fog)	behind	the	
trunks	and	leaves	traces	of	earlier	branches	and	leaves.	
I	then	worked	on	top	of	these	with	similar	marks	and	
movements	(end	of	graphite/charcoal	but	no	extended	
sticks)	as	from	the	field	site,	remembering	that	site	and	
how	its	was	(temperature,	wind,	smell,	sun	etc)	helped	
me	in	getting	back	to	the	marks.

Studio development 4: Foreground
What	remained	after	this	was	the	foreground	and	the	
lefthand	side	of	the	image:	the	view	was	positioned	on	a	
hill	slope	that	was	not	densely	planted	but	nonetheless,	
conifers	were	all	around	and	notably,	some	stood	close	
to	my	view	point.	These	were	still	missing,	and	while	

I	like	the	composition	with	only	background,	two	larches	on	right	and	
dark	base,	its	openness	was	distinctly	different	to	my	memory	of	the	
site.

The	field	sketches	show	broken	off	branches	coming	out	the	trunk	in	
its	lower	parts.	In	fact,	these	excited	me	as	part	of	the	view.	However,	
I	was	conscious	not	too	create	something	too	small,	ordered	or	neat:	
the	development	of	both	background	and	trees	on	the	right	was	about	
achieving	a	patterning	and	rhythm	that	was	drawing	one	in	but	also	
that	remained	ambiguous	at	to	media,	means	and	representational	
potential.	With	these	considerations,	I	explored	adding	a	similar	grid	as	
in	the	base	into	a	vertical	field	-	not	to	broad	but	fairly	uniform.	I	folded	
a	separate	piece	of	gridded	paper	into	the	space,	testing	for	position	
and	width	but	disturbed	by	the	straight	edge.	In	the	end	I	made	two	
‘stencils’	from	torn	strips	of	paper,	lightly	attaching	with	masking	tape	
and	gridding	the	space	between	them	in:	so	as	to	give	a	slightly	vari-
able	edge,	with	some	of	the	curved	unevenness	towards	the	base	on	
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each	side,	there	
are	allusions	to	
a	trunk,	as	are	
with	the	slightly	
lighter	edges	
towards	the	top	
of	the	‘column’	
alluding	to	some	
light	hitting	it.	

Once	this	was	
done,	I	adjusted	
the	transitions	
between	column	
and	base	and	
tree	trunks	and	
base,	adjusted	
some	of	the	
rubbing	marks	
amidst	the	
branches	(add-
ing/subtracting	
graphite	and	c/p)	
and	cropping	
the	image	where	
necessary.

Criti ue/ re ection
What	does	the	drawing	achieve?

a.	it	explores	the	interplay	between	dark	tone	and	detail.	All	dark	
areas	are	worked	in	detail	(gridded)	but	not	overworked.	There	is	
careful	attention	to	the	edges	of	the	dark	tones	as	well	as	contrast	
and	transition	between	mid-tonal	values

b.	it	explores	mark	and	movement:	both	in	textures	in	background	and	in	
trees	as	well	as	in	the	grid	itself.	Here,	I	feel	that	for	the	first	time	in	the	
course	I	have	made	successfully	use	of	subtractive	methods	rather	than	
just	adding,	here	I	worked	in	a	series	of	knocking	back	and	building	up;	
some,	as	with	the	background	deliberately	planned,	others,	as	among	
the	larches	as	a	necessary	result	of	previous	unsuccessful	attempts.

c.	the	drawing	explicitly	explore	perspective	in	three	ways:	(a)	atmos-
pheric	as	the	recession	by	tone	and	value	towards	the	background;	(b)	
in	scale	as	to	the	tree	trunks	and	(c)	in	something	such	as	experiential	
perspective:	my	intention	for	the	piece	was	to	convey	and	explore	a	mo-
ment	of	experience	and	how	to	let	the	viewer	be	part	of	this,	rather	than	
just	looking	on	to	it.	The	treatment	of	foreground	(gridded	base	and	ver-
tical	column)	exceed	the	picture	plane	include	me	as	I	watch	into	it.	The	
texture	of	grid,	trees	and	background	forest	also	add	a	tactility:	of	whispy	
larch	branches	and	dense	forestation	that	alludes	to	that	experience.

d.	in	terms	of	composition:	it	is	again	a	fairly	static,	geometric	composi-
tion:	firmly	held	between	horizontals	and	verticals	(possibly	the	most	ex-
plicit	so	far:	seeing	that	crosshatching	is	such	dominant	mark)	with	a	few	
diagonals	mediating	between	them.	As	composition	is	seems	at	once	
realistic:	a	view,	clearly;	but	also	fragmented	as	in	pulling	experience	
apart	as	well	as	into	the	picture	plane.	As	such,	it’s	rather	different	to	the	
Assignment	3	composition	which	far	more	strongly	pulled	the	composi-
tion	apart.

e.	Possible	corrections:	towards	the	top	right	of	the	hill	shape,	behind	
the	trees,	there	are	some	muddy,	yellowish	parts	that	catch	my	sight;	
also,	are	there	enough	finely	drawing	marks	in	that	area?	The	section	
was	bothering	me	a	number	of	times	but	so	far	I’ve	been	hesitant	to	cor-
rect:	feeling	I	was	going	to	rush	it,	and	that	fiddling	with	it	would	make	it	
worse.
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Plans	for	the	final	assignment	are	as	follows:

-	develop	further	the	exploration	of	Jim	Dine	and	Terry	Winters:	in	rela-
tion	to	mark-making,	tonality	but	also:	tactility,	depth/void	in	their	com-
positions.

-	continue	with	the	Drawing	Projects	exercises	to	widen	range	of	
responses	to	observation	and	range	of	marks	available	for	such	re-
sponse

-	early	on,	I	settled	on	the	Figure	drawing	option:	wanting	to	explore	
self-portraiture.	The	two	ensuing	assignments	have	widened	that	ap-
proach:	how	do	significnat	objects	relate	to	my	self?	How	does	experi-
ence	of	nature/landscape	relate	to	my	self?

-	Having	gone	through	in	more	detail	the	tasks	set	for	the	options,	I	
have	now	settled	for	option	1:	mark	making	and	tone.	There	are	two	
considerations	that	led	me	to	it:
	 a.	tone	and	mark	has	been	a	consistent	focus	for	myself	but	
also	for	tutor	feedback	and	is	worth	to	explore	in	more	depth	again

	 b.	the	assignment	task	as	to	find	a	composition	in	my	home	
appeals	for	it’s	focus	on	everyday,	ordinary	objects	that	are	meaning-
ful,	but	also	straddles	across	concerns	over	‘interior	landscape’,	‘self-
portraiture’	and	still	life	to	allow	for	a	wide	range	of	responses.
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Dear Gesa, 
Thank you for your fourth Assignment 
Overall Comments: 
My overall comments are not dissimilar to those of the previous 
Assignment. There continues to be some steady improvement in 
your observation, perception and experimentation. However the 
tendency to overdraw and the very dark, mark-making outcomes 
are still there and the density of this overdrawing tends to flatten 
and mask the evidence that the Assessors will be looking for. 
Remember that this is a Level 1 course and that the Assessors are 
looking for evidence of visual skills that must include materials, 
techniques, observational skills, visual awareness, design and 
compositional skills. If you establish a style that masks or 
compromises this evidence, then you may lose marks. I applaud 
the experimentation in your work, the level of research, self-
analysis and reflection but do not let your obsessions and style 
distract from showing what you can do. As in all forms of 
examination it is a matter of sticking to the structure and discipline 
of the course, which can sometimes prove to be restricting and 
frustrating when you want to “fly” and do what you do! Do not 
create an imbalance in the work you present ensure that you cover 
the requirements dictated by the course structure and the 
assessment criteria. 
Assessment Potential: 
From the work you have shown in this assignment, and providing 
you commit yourself to the course, I suggest that you are very 
likely to be successful in the assessment. Please bear in mind 
though the comments above to ensure that you provide the 
evidence to show what you can do. 



 
 
 
Feedback on assignment: 
 
Your logbook clearly takes us through the exercises you have 
completed and the research you are undertaking. It also makes me 
as the spectator aware that you are sometimes neglecting some of 
the essential disciplines in your drawing. The drawing can become 
too sketchy and expressive in exercises where you need to 
demonstrate your observational skills. You have commented on 
this yourself in your 360-degree drawings. I am also aware in 
examples of drawings for the Plotting space project that you are 
not demonstrating observational detail – the structure of the 
landscape is a little weak and the strong form of the spit of land is 
not powerful enough. You plot the space of the land yet forget the 
space of the sky – there is no evidence of light or cloud influence 
on the sea. 
In your large forest and tree drawings the sky is often treated as 
irrelevant and given a yellow ground or left blank – Why is this? 
Will it distract from the stark silhouette image of the trees? 
 
All the light source which helps to identify form, evidence of 
subtlety and tone have been ostracized from your drawing in 
favour of expressive mark, dense cross hatching, silhouette and 
the process of making a drawing – full marks for conceptual idea, 
for experimentation, imagination and risk taking. Little or no marks 
for observation, composition, solidity (or roundness) of form and 
use of spatial illusion.  
 
The above paragraph is an extreme way of putting things but it is 
designed to make you aware that what you are presenting shows 
drawing as a physical 2D process and is not addressing some of 
the requirements of the course. 
 
I would have liked to see more evidence of the townscape 
drawings required in this Assignment. A large townscape drawing 
would have shown how you could handle structure, construction, 
spatial relationships, form, perspective and so on. 
 
Your sketchbook does show that you are capable of depicting 
buildings and some of the above requirements. It is a good enquiry 
with lots of experiments and a good variety of process. I am 



however still looking for evidence of drawings, which show a 
balance between process and observational skills. When I look at 
your sketchbook I see a book that is biased towards process, 
exploration, concept and experimentation. 
 
  
 
Learning Logs/Critical essays 
 

 The log book is excellent in its context, conceptual thinking and 
self –analysis. Please consider including some more academic 
study. Look at the work of Claude Lorraine and Poussin and their 
influence on Turner, Constable and the Impressionists and 
consider how their discipline still has implications for contemporary 
artists who depict landscape. Look at artists who specialize in 
townscapes and unusual viewpoints. Consider Bomberg’s 
townscapes, Wayne Thiebaud’s vertiginous skyscraper 
townscapes. Look at John Virtue’s dark and brooding drawings 
and paintings that use dense mark-making processes but still 
retain observational disciplines. Also consider how Richard 
Diebenkorn marries figurative discipline with abstract concepts in 
his landscapes and in the Ocean Park Series of paintings. 
 

  
 
 
Pointers for the next assignment 
 

 Try to use more tone and contrast and create more three-
dimensional definition in your work.  

  
 A good but rather heavily weighted Assignment. I look forward to 

seeing a more comprehensive approach to your drawing in your 
final Assignment 
 
 
 
 
 
 
 
 
 



 
 
 
 
 
 
Tutor name:  Richard Liley 
Date  27/10/12 
Next assignment 
due 

20/1/13 
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Assignment 5 : Option 1/ 
Mark and Tone
This assignment log is rather brief in comparison to the previous 
one: having focussed on the exercises and the assignment itself, but 
also having backed away from my earlier explorations of interests 
wide and far, it is largely restricted to the exercises as well as a 
range of contextual pointers included in the sketchbook. (In this 
process also not taking Jim Dine and Terry Winters as contextual 
artists any further other than an eye of patterning (the latter, and an 
exploration of tracing paper for the former (see his Hyroglyph 
drawings)).

As option I have selected Option 1/ Mark and tone: It strikes me as 
appropriate as much of the feedback throughout the course has 
focussed on precisely these qualities in my work and the weakness 
within them; similarly, since the figure drawing section I have 
continuously focused on these qualities myself in wanting to explore 
what range and variability, as well as deliberation and spontaneity is 
possible to develop. In addition, I was rather intrigued by the focus 
on finding a composition within my flat. So I went looking.
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Response to tutor report Assignment 4
Thank you for the feedback and pointers for development.

As main point of criticism I consider the lack of exercises that 
demonstrate detailed observation and modelling of form and space.

You are notably observing a lack of townscapes to that effect and a 
continuing weakness of merely sketching exercises that require 
closer attention to detail (e.g. Plotting space and 360 degree 
exercise).

Yes, the townscapes included arenʼt particularly strong, and done at 
a considerable earlier point than the later woodlands parts and 
assignment piece. I will make a point to redo the limited palette study  
and include a piece that demonstrates my ability to handle form and 
perspective for the assessment event in June.

Many thanks too for the pointers towards several artists that work 
with urban landscapes; again, I will include some of these in this 
addition in time for assessment.

You are right to point out the items where my particular interest, or 
as you put it ʻobsessions and styleʼ place the work away from course 
structure and assessment criteria. This has clearly been an issue 
with me that continued throughout the course and resurfaced 
strongly when reading your report: I am aware that assignments 3 
and 4 were from my side pursued ʻwhere my nose took meʼ, taking 
some forum conservations (albeit relating to photography) as 
encouraging students to do precisely that, or at least that is what I 
understood.

To me, that process has been highly beneficial: I have a sense that I 
have learned a considerable amount about mark-making, 

composition as well as technical handling of a range of media I 
previously didnʼt understand well (compressed charcoal, oil pastels 
and coloured pencils notably).

Being reminded of the course criteria then was only a fair point (and 
your task as  tutor). 

Coming to the end of the drawing course I am getting a sense how 
little I am interested in ʻdiscipline-specificʼ responses: I ended up for 
this assignment rejecting several ʻsolutionsʼ as they in my mind didnʼt 
require a contextual perspective or in some cases not even drawing 
in a broad sense.

There is something further in here in relation to ʻobservationʼ as to 
whether this requires a linear perspective or could not involve 
different - subjective/ affective or also gridded - responses, rather 
than realistic representations. But, I understand your caution as to 
the place for all this in the context of this course. - I remember 
something in the first report about the need to employ a whole range 
of marks, tools and strategies in order to be able to respond fully, to 
experiment and explore. 

What that means for future development I will explore further.
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Outline and approach to final assignment

Taking stock : revisiting some starting points

Earlier drawings
- range of marks and depth of tone as constant issue throughout

Assig 1:
-- considerable difficulty to construct form and to keep working on a 
piece
-- to translate 'feeling' into mark was a question mark at that point
-- no range of textures in the natural objects piece

Assig 2:
-- considerable level of prep studies; notably: the sofa
-- construction of form much more deliberate
-- working out composition and viewpoint was considered

Assig 3:
-- all exercises and assignment over a continuous period of time (this 
has only been the case for assigs 1, 3 and 5; and accounts to some 
degree for variability of standard across the other assignments)
-- experimentation with reproducing other artists' work to understand 
the construction; yet: nothing done in the style of.
-- pursuit of Barribal's indexical approach as exciting
-- exploration of personal significance in object and then drawings as 
important; but also as limiting ability to gauge and critically reflect: if 
something is so damn meaningful it becomes difficult to get a handle 
on its weaknesses.
-- construction of negative space and pacing of objects therein as 
explicit focus
-- wider range of materials to use (marker pens, o/pastels) and apply

-- some of the studies in this section as most successful ones: the 
lurcher; the yellow mat and fruit bowl

Assig 4:
-- as subject the one I had been most invested in for all my art until 
this point; hence also more reluctant to cover ground that I felt I 
covered a long time ago;
-- experimented with a series of developments to arrive at 
assignment piece; this was a very productive process for me and 
very enjoyable.
-- the assignment piece as thus is the most developed one: tactility 
of surface and subtlety of perspective: among the larch trees up on 
the hill as 'translation' of experiential observation; I was concerned to 
have strayed too far away from the brief (omitting the window/door 
frame and the request for built environment; limiting perspective only  
to atmospheric one; the report from assig 3 seemed to encourage 
my investigation into depth of tone and mark; the report of 
assignment 4 indicated that I misunderstood.

Initial motivations and points for learning

Going through my old notes I have difficulties to find a detailed note 
on what I was hoping to achieve in this course other than
“I am particularly looking forward to the figure drawing and spending 
more sustained exercises with exploring the possibilities of various 
drawing tools, markmaking and careful observation.” (initial email to 
Richard, 27 November 2009), along with an intention to complete the 
course within 18 months.
More than three years on I am now finally completing the course. 
Thinking back at the start of the course I can identify the following as 
my aims:
- how to observe and capture the observed
- develop skills across a range of drawing tools
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- build on the excitement with which the Printmaking 1 course had 
left me;

In this, I was conscious that the course would test what I do quite 
considerably: observation and detail has been across all my work, 
not just artistic, a weak point: intuition of the big picture one of the 
strongest type preferences. I figured that focusing explicitly on 
detailed observation, and sticking with it, was going to be a 
challenge.

The other challenge related to my change in life circumstances: a 
decision to leave an academic appointment to work freelance in 
order to be able to spend 50%+ of my time pursuing visual arts was 
a necessity that also however needed time to establish.

Where am I at now?

As to the second challenge the ʻwhere am I at now?ʼ is easier to 
answer: a working life as freelance researcher, educator and artist 
exists, and exists very well. It does not involve full-time study at art 
school, as was the immediate plan for departure but both a visual 
and a social practice in relation to arts and culture are taking place.

And, with numerous hick-ups and considerable resistance I stuck 
with observation, perception and response. Here, the course 
structure provided a framework; the distance learning mode often a 
barrier; and the existing focus on individual disciplines (drawing, 
painting, printmaking) a more considerable obstacle to the questions 
I would like to pose and explore in my artistic practice.

Taking a break of a year before submitting assignment 2 provided 
distance to art disciplines as well as qualifications: I spent time in the 
print studio as well as with classes at Edinburgh College of Art. The 
subsequent assignments, notably 3 and 4 provided an exciting and 
invigorating framework to grapple with questions over composition, 
mark and above all: observation/response. 

At this point I appreciate what I have learned in the context of the 
Drawing 1 course; often in a ʻrubbing up againstʼ the course 
instructions; benefitting from the tutor feedback; and discovering that 
many of my ʻresponsesʼ do not easily fall within a discipline: notably 
for this final assignment I felt much of what interested me in the brief 
would have not required a drawing solution. And even more often, a 
linear perspective does not underpin how observe and respond to 
the world around me.

So, while I certainly feel able to “explain the application of linear 
perspective ... in a single drawing or series of drawingsʼ (as per 
course criteria, www.oca-uk.com) I donʼt consider the convention as 

Course Aims

The unit aims to:

! 1.! expand the range of media and methods to produce creative effects
! 2.! develop your understanding and skill in the use of tone and colour
! 3.! develop an understanding of linear perspective and composition
! 4.! develop self reflective skills
Learning Outcomes

On successful completion of the unit you will be able to:

! 1.! experiment with a wide range of drawing media to produce a range of effects
! 2.! demonstrate use of tone and colour to represent three dimensions in creative 

outcomes
! 3.! explain the application of linear perspective and composition in a single 

drawing or series of drawings
! 4.! reflect on your own learning experience

(http://www.oca-uk.com/subjects/fine-art/drawing-skills-course.html, 25 January 2013)

http://www.oca-uk.com
http://www.oca-uk.com
http://www.oca-uk.com/subjects/fine-art/drawing-skills-course.html
http://www.oca-uk.com/subjects/fine-art/drawing-skills-course.html
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one that is helpful for me to make sense of what I observe. The 
continued engagement with David Hockneyʼs experiments in visual 
observation: how is it that we see? alongside other contemporary 
(often not painterly) to subjective experience and forms of 
representing these have been my guiding thread through this, and 
possibly assurance that certain assessment criteria wonʼt be met.

Exercise 1 : Quick sketches
My flat is small: a mere 36 m2, including an outside cupboard. Two 
rooms and a bath room. It is important to me. And so I started 
looking. This exercise took considerable time to complete: and it took 
me a number of tricks to get it done. 

Ideas that started the process were, the familiar, shadows and then 
an inversion of trying to draw the light sources - two drawings, one in 
marker pen, one in pencil drew, if not the light itself than at least the 
lamps. While shadows are easy to draw, 
light itself, at least with drawing tools, is 
far more difficult - certainly when I was 
conscious of not starting with too dark 
tones. 

Part of the difficulties of the flat were its 
narrowness: there are virtually no 
positions with a wide view. And 
secondly, it is full with things: clutter 
seemed the order of the day whenever 
I started to look somewhere. This 
narrowness and visual busyness are 
two characteristics of my home. I value 
them yet for this exercise they really 
irritated me. The colourful marker pen 

sketch bear witness to 
this irritation.

The first coloured pencil 
sketch of part table, part 
chair, part sofa provided 
an opening for what 
became the focal point for 
most of the successive 
exercises: the form and 
position of a beige and a 
dark red Ikea chair, with 
wonky legs and a white 
table.

Their forms are clear, if not simple or symmetric and provided a quite 
focus without clutter but plenty form, shape and rhythm.

Initially I had intended to include bathroom and outside cupboard but 
abandoned these locations out of fear, that the tightness of those 
spaces would be far too restricting. The backyard has some 
interesting structures and views but right throughout December the 
weather was not such as to spend time there.

Other consideration were (a) the series of windows in the tenements 
opposite mine: space as the space of others that live close to me; (b) 
a birdʼs eye view from under the ceiling to survey all that is living 
room/kitchen. - These are for later.
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Exercise 2 : Composition
I focussed on the table and two chairs, drawn from three different 
heights, views and distances. I initially only stuck with portrait or 
landscape format, varying the crop, but eventually also went for a 
panoramic format.

Getting the shapes of the chairs right took considerable time. The 
thumbnail sketches all have slightly varying degrees of closeness 
but also angling of the table, i.e. eye leve; here I am surprised just 
how the cropping affects each composition and then image: small 
differences add considerably to tension, balance as well as a sense 
of a close-up or in contrast distances viewer.

The rhythm of the chair and table legs was very useful to explore: 
the elements within each image are very limited, yet their 
relationship to each other as well as to the picture plane affect the 
final result considerably, The example where I use a series of 
viewfinders to crop and expose the distanced view on to the chairs in 
the sketchbook is an example for this.

Traditional composition in Vuillard, 
Cassatt and Degas
Looking for the requested artist I was firstly struck by how much 
interiors for all of them were the context for individual or group 
portraits: for Mary Cassatt I did not find any interior without mothers 
or children; for Degas there was only one, the other as context for 
people; Vuillard is the one who clearly treated the interiors as 
significant in themselves: - a few are unpeopled (but clearly lived in, 

domestic spaces); the majority features often his mother and sister, 
sometimes other people.

Vuillardʼs compositions are balanced, 
often marked by large spaces with 

similar treatment (e.g. heavily patterns wallpaper, clothing or 
curtains). They seem to be made up of similar sized rectangles, 
often square and centred. Other than heavily patterned they are 
uncluttered with clear and dramatic sources of light and respective 
shadows. Some of the paintings paint the light in captivating manner 
(see Woman at a Window), others, like The Mother leave the figure 
in a haze and out of focus, rather etherial.

Following on from these, I sought out more interiors with windows 
and doors as devices for letting light in.

The extent to which the interiors changed so dramatically if visibly 
inhabited (Vuillard, Degas, Cassatt) or empty (Hopper, Hammershoi) 
concerned me quite a bit and impacted on my decision for the 
assignment piece.
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Exercise 3 : Tone
In exploring the table and two 
chairs I wondered about scaling 
up the chair to life size and in 
order to allow for that view, it 
moved onto the table: 

This arrangement allowed for 
plenty of spatial planes as well 
as a number of different 
surfaces. The light was coming 
from two directions: a weaker 
one to the front left of the chair, 
another, stronger one from 
behind me and the easel.

The drawing, done with 
charcoal on A1 tracing paper 
captures the strong light on the 
metallic legs as well as the 
modelling of room corner and 

reflection on table surface and cast shadow well. There is a case to 
be made for another version with a more dramatic set up of lighting.

The smoothness, and lightly greasy surface texture of the tracing 
paper allowed for detailed modelling of surface tone, which I feel I 
managed to employ well across all surfaces bar the cushion. While 
the chair back and bottom are situated in place and also mark the 
space for the cushion, the latter exists only it its ʻsurfaceʼ but not in 
its actual objecthood: I felt unable to give it bodily weight as such 
and instead chose to mark out a surface not dissimilar to wall and 
table. 

I subsequently explored 
some means of texturing 
the surface of the 
cushion. Another life-
sized study of the 
cushion was however not 
done.

Drawing the chair in life 
size was invigorating: it 
had aspects of the 
previous experiments in 
indexicality: one equals the other with no abstraction or rescaling; 
and to me contained an objecthood or materiality that the smaller 
and more sketchlike 
studies did not contain.

Modelling the planes and 
dealing with the slightly 
skewed angling of the 
chair legs against the 
other planes worked well; 
similarly: the composition 
and cropping is 
successful to provide 
context and some 
tension. While the 
reflection on the chair 
legs is somewhat 
exaggerated and abstract 
it sits well in relation to 
other surfaces (matte 
back of chair, reflective table top and shadowy wall surfaces).
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Exercise 4 : Line 
and wash
I begun with a series of 
watercolour washes to map 
out the view of table and 
chairs from the kitchen 
counter (the farthest 
distance).

I moved objects about and 
combined two separate 
sections of different washes. 
For all these, the watercolour 
almost produced a complete 
image as I was envisaging it. 
So, any other marks in e.g. 
charcoal or pencil seemed 
artificial. I experimented with masked areas, different layers of 
washes as well as different marks. 

In the bottom half section, viewed as from sitting on the red chair of 
the initial view from a distance (top half of the image above), where I 
included my legs, the scope for marks, here in pencil and 
compressed charcoal was more easily identified: modelling the legs, 
shoe as well as the surface texture of the carpet) all could be 
improved/ developed through drawn marks over the initial wash.

Later, I introduced oil pastels as first layer to apply a wax resist, with 
both watercolour as well as diluted (to different degrees) indian ink. I 
tried transparent o/pastels as well as different hues for effect.

For these experiments that clarity of geometric setup that had drawn 
me into this composition proofed a barrier: the space could be quite 
successfully established without any further drawing marks (and thus 
moving any further developments down this path outwith the remits 
of the Drawing 1 course).

Layering wax resist with indian ink and then working on the top 
proofed more open to further marks laid on top - the o/pastel studies 
of this in the sketchbook demonstrate the range of marks that 
become very well integrated into the paper itself as a fruitful route for 
further development.
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Exercise 5 : Mixed media
I took the wash and resist experiments further: by attempting two 
things:

a. an exploration of the kinds of materials that sit on top of o/pastels
b. exploring the extent to which a surface can be created that 

imitates the greasy smoothness of tracing paper and gives an 
effect of ʻshining throughʼ

For the latter, the compositional interests of combining or layering 
different views (and thus giving an experience of being within the 
space and its smallness) was the driving factor.

The experiments for the latter, by 
aid of acrylic gels and tints as well 
as Photoshop didnʼt proof able to 
come up with a satisfying 
composition - integrated, readable 
and not too complicated:

- any watercolour HP paper once 
I laid down washes was too 
roughened up to allow for very 
smooth charcoal marks;

- actual overlaying with tracing 
paper obscured the image 
underneath extensively

- the application of gel medium 
allowed for a surface that could 
deal with a new layer of marks 
but wasnʼt receptive enough for 
detailed marks.

Above all, the compositional 
aspects of the overlayering of 
single chair on table plus 
combined view of table and 
two chairs remained 
unsatisfactory: it was too 
complex to give a sense of the 
experience of being within that 
I was intending; 
compositionally, the table 
planes and chairs (inclusive of 
holes in their back) provided 
some interesting possibilities 
but not enough for me to feel 
able to pursue it further for this 
assignment.

At this point in time, I 
abandoned the view I had 
focussed on for the previous 
few exercises and remembered a blind line drawing that I did from 
the very close up position of my open wardrobe: a line drawing of 
tracing the clothes, almost feeling for the tactile qualities (akin to the 
Drawing Projects Project 3: blind drawings made by touch, see 
logbook for assignment 4).

I pursued this with oil pastels, including some later rubbing of the o/
pastels with cooking oil and more experiments with indian ink (now 
also undiluted and applied with a bamboo quill.

To this effect, there is a series of studies in the sketchbook.
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At quite a late stage I developed more traditional marks for the 
clothing, focussing on the different textures of different garments but 
rather than lines made by touch, these were now firmly visual 
observation, modelling the actual space of the different clothes.

While developing the actual assignment piece I explored a process 
of 

1. marker pen
2. coloured pencil
3. o/pastels
4. indian ink wash

as main sequence for constructing the garments within the wardrobe 
space.
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Contextual influences for assignment 
piece
While developing the assignment piece, a number of artists and 
works fed into the process:

a. Matthew Barney : Cremaster cycle : an overblown epic of ascend 
and descent in foetal sex differentiation, played out in six films, 
and related other artwork; a workshop led by Katharine Aarrestad, 
an Edinburgh-based painter, who specialises in reverse painting 
on glass brought following points:

• embedding images within the material
• concerns over light from the front or back
• questions of 

(gender) identities 
and selfhood: 
about what or 
whom are we 
making artworks 
and to what extent 
is each piece 
auto-biographical

• (more and study in 
sketchbook

b. Kiki Smith : series of 
paper mache installations 
modelled on her body 
(here, Untitled); a series 
of ink drawings on 
japanese paper:

• again, how does 
the image sink into 

the paper
• what visual language is easily discernable
• the body as my body and as vulnerable in its form

c. Njideka Akunyili, Nigerian artist, b 1983 : heavily collaged and 
textured depictions of her life in New York with her white husband; 
the one that struck me was the one with their open wardrobe and 
his  body mirrored on the bed (see here, My Refuge, 2011, also in 
sketchbook)

• vulnerability and whiteness of skin
• what context does a wardrobe need in order to be 

significant?
• exoticism and the other

•biographical layering of time in 
space (here through xerox 
transfers of family photos

d.Lucian Freudʼs self-portraits 
and most notably the more 
narrative pieces. I had already 
mentioned the striking 
Reflection with two Children 
(Self-Portrait) from 1965 in 
Assignment 2; the other that 
came to mind were the studies 
for exploring composition, 
tonality and placement of his 
self in Still Life with Green 
Lemon
• cropping of oneʼs own image 
to look in or to lurk
• what is a still life and what is a 
self-portrait
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•to what extent become oneʼs possessions to 
stand in for oneself? An idea that I also 
explored in Assignment 3

e.David Hockneyʼs interiors and portraits of 
friends: when being concerned with the 
representation of how I perceive my rooms 
rather than in linear perspective, I have been 
keeping to turn to David Hockneyʼs work; yet, 
in the final stages of the assignment piece, it 
was is careful and caring drawings of his 
friends in careful observation and in wax 
crayon that helped me work out some of the 
line drawing marks to signify my own body 

within the context of the wardrobe (and my wider flat.
Notably, it was these two drawings that inspired me:

• Celia in a black slip, Paris, 1973 and
• Dr Eugene Lamb, 1973
• While I decided to stay with a very simple contour drawing 

and to leave the legs bare (white), these drawings helped 
me understand the position of body on mattress and the 
casting of shadow shapes
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Assignment 5 : Wardrobe and legs
Much of the development and selection of final view has already 
been discussed as through the exercises. Similarly, the contextual 
influences that have come to bear have also been mentioned.

A number of decisions were made in relation to the assignment 
piece which are worth spelling out and reflecting upon:

a. A composition that was actual, observable and contextualised:

Various explorations during the previous assignment opened up 
questions over voids, sense of touch as well as other conceptual 
concerns and how these could be represented as experiental (and 
not merely observed). These concerns also arose in relation to other 
artists such as Terry Winters and Cy Twombly. While I have included 
some notes on the latter, I deferred engagement with Winters as I 
felt this would rub up against some this courseʼs remits.

The early drawings of the wardrobe relied on blind contour drawings 
and tried to evoke a sense of touch rather than visual observation. 
These were what excited in the object of study; however, I pursued 
further questioning of the object towards

- markmaking that allowed for greater range of variability
- markmaking that was more closely tied to observational 

experiences
- a composition that allowed the clothes to be 

contextualised within a space

b. A strong focus on drawing as discipline and markmaking and 
texture while avoiding ʻoverdrawingʼ

Some of the early ideas, including two chairs and table werenʼt taken 
forward as the final piece as the solution that seemed most suited to 
me was largely based on watercolour painting and required relatively 
little drawn marks (or indeed much of a variation of marks and 
textures).

c. a series of media that allowed for the desired marks, tonality and 
textures as well as a balance of monochrome and chroma.

For this, I experimented 
further with some of the 
lesser used media (oil pastels 
and marker pens) and 
eventually proceeded with the 
following sequence:

(1) newsprint (blank 
or screen-printing 
proofs)

(2) marker pens (state 
as in image to the 
right)

(3) coloured pencils
(4) oil pastels
(5) indian ink wash
(6) graphite
(7) water-colour wash
(8) oil-pastels

Some white acrylic was used 
to whiten particular areas
I used masking fluid to protect 
some white areas before applying the watercolour wash
I also used cooking oil to rub in/ stain some areas of the oil pastels
Some further adjustments to the collaged surfaces was made
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d. A range of compositional responses to emphasise negative space 
and to develop the shape, position and cropping of key elements:

• up to what height is the wardrobe included?
• one or the actual two drawers?
• what floor area is visible?
• what is the position of bed, legs and drawers?
• what are dark negative spaces within the wardrobe area?

e. The main contextual decision was to include my own body within 
this piece. 

Initially, I had planned to pursue the figure drawing option but 
throughout the assignments 3 
and 4 had felt I was more 
interested in a narrative, 
exploratory image rather than a 
more traditional figure or portrait 
and thus settled on the mark 
and tone option (not intending 
to include myself but instead to 
work with my home and my 
objects).

Several pieces of work and 
artists I had encountered during 
the work on the assignment, 
had brought themselves into the 
painting in what I perceive to be 
an non-objectifying and rather 
vulnerable manner (I just realise 
I forgot to include the John 
Bellany exhibition at RSA, that I 
visited a few times).

Freudʼs and Akunyiliʼs partial inclusions provided a way for this; 
similarly the ʻblankʼ white skin in the latterʼs paintings and Smithʼs 
paper mache body sculptures.

The final work process took through a A1+ sized study (see early 
state in image on the left) that was used to develop the lower part of 
the composition and explore various marks and collage approaches 
as well as a series of smaller studies (in sketchbook) to develop 
sequencing of media, settle on final approach to the treatment of 
garment as well as explore technique for legs, foot and their 
positioning within space. 

Reflection

It was useful to again, and in contrast to the previous assignment, to 
work continuously on an assignment and to let the final piece 
emerge in the process. I am thrilled to have found a way to include 
myself in this and find this inclusion will provide a fruitful next set of 
questions and projects. Trying to avoid what has been observed as 
overdrawing or masking but instead to keep the drawing open, 
varied and integrated has been a challenge and I consider this piece 
to have addressed this successfully. The piece also operates within 
a spatial context of fore-/middle and background and employs a 
varied range of techniques (detail, tone, chroma) to achieve this 
perspective. At the same, it is, as the previous pieces, meaningful to 
me and thus fulfills some of my searching that could not be 
addressed in merely conducting exercises.

So, with these things in mind, this strikes me as a good conclusion to 
the Drawing 1 course and I am looking forward to what is next.

Gesa Helms, Glasgow, 28 January 2013
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Dear Gesa, 
Thank you for your final Assignment. 
Overall Comments: 
 
It is always gratifying for me to see a student ‘change gear’ on a 
course and have what I like to call a Damascus revelation (as in St 
Paul). Looking back on your report for the first Assignment in May 
2010 (I don’t even have a copy on my computer anymore just a 
hard copy), your work in assignment 1 was satisfactory and full of 
the usual difficulties students have at this stage of the course. 
When you restarted the course in January 2012 the figure element 
was giving you a few problems but by Assignment 3 your work was 
really starting to show progress, a progress that has continued to 
pay dividends and culminated with a promising body of work. 
 
I believe you are now in a good position to move on to the new 
level 2 Drawing course if you want to do so. The drawing in this 
Assignment is a much more mature enquiry and you now have the 
foundation to show that you can realize your original desire to 
experiment, explore and improvise (as identified in that first 
assignment report).  
 
Feedback on assignment: 
I think the exploration of the small cluttered space of your flat has 
been very fruitful because you are dealing with both a very 
personal space and one that is very familiar. However things that 
are familiar take on a very different perspective when they are 
subject to intense scrutiny.  This familiarity has allowed you to 



experiment and improvise but also to overcome difficulties with 
clutter through using intense economy of composition. It is rather 
like the process of elimination that an artist like Euan Uglow uses 
where the intense observation and analysis through his use of 
measurement marks creates “mutations” of form – this can be 
clearly seen in his studies of fruit. 
 

 
 
Euan Uglow Fruit pyramid 1988 



Your initial sketches here have worked well but are more important 
because they have acted as a catalyst (and your frustration with 
the clutter) for simplification. The pairing down to the chair and the 
chair and table have forced you to scrutinize but also to improvise. 
The resulting studies and the final drawing on tracing paper are 
therefore some of the most rewarding drawings/painted studies 
you have produced so far. The enquiry is now focusing on 
restricted space but also allowing this space to control and frame 
objects. The objects (chair and table) also take on a physical 
presence that dominates and “mutates” into objects of character so 
they become both totemic and sculptural.  These drawings are 
now not overdrawn or overstated (as I felt some of your tree 
studies were) –they are more natural, fluid and expressive. Well 
done. 
 
The mixed media drawing is less successful but exciting in its 
experimentation. There are incoherence’s here particularly on the 
right hand side of the drawing and I think the complexity of the 
composition has caused this. However in contrast the partial 
handling and the tracery of the chair on the left hand side works 
well and encourage your viewers’ cognitive perception and 
imagination.  
 
The cupboard studies are all colour, energy, and experimentation 
and have a “scrappy charm” about them. Any weaknesses in 
drawing are excused because of the Interesting composition and 
the stripped collage. I am not sure that the tracing paper support 
makes much difference in this case (except where you put it 
against the light) barring the area at the end of the bed where the 
graphite creates depth and interesting textures. On balance, I 
prefer the paper version as a more coherent composition. 
 
Your sketchbooks really show your journey and are providing the 
journal of process and practice required at this stage of the course. 
 
You have said in your log that you have some additions to make 
before Assessment please complete them. I am also pleased to 
see that you are intending to revisit and improve aspects of earlier 
assignments such as the figure work and can see some interesting 
drawing in your sketchbook. Make sure that you do not completely 
cover your journey of progress though. The Assessors will want to 
see the process of change in your work. 
 



 
   

 
 

 It has been encouraging to see this steady improvement in your 
work and I hope you will be successful at Assessment. 

 
 Kind regards 
 
 Richard Liley 

 
 
 
 
 
 
 
 
 
Tutor name:  Richard Liley 
Date  14/2/13 
Next assignment 
due 

N/A 
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