Surname 13

Hockney’s Art Work suggesting Ideals of Space
Name:
Institution Affiliation:
Tutor:
Date:

















[bookmark: _Toc3803698]Executive Summary
David Hockney's endeavors in life, places, and people inspired most of his artistic career. He was able to artistically portray the experiences from his endeavors in life in artworks (paintings). His prowess emanated from his ability to develop and integrate new forms into his artistic oeuvre. His work stands out as a masterpiece given his mastery of incorporating time and space in his artistic discourses.
This paper explores some of Hockney’s works which incorporates some of his artistic discourse is in his ongoing explorations of perspective, based on the themes of time and space. The first, artistic work includes the Grand Canyon. The vastness of space and the thrill of standing at the edge of the Grand Canyon and how Hockney reflects it clearly showcases the theme of space and time. The second work of art is Bigger Trees Near Warter.  This landscape painting depicts a scene prior to the advent of spring just before the leaves start to grow. The third artistic work is Double East Yorkshire. This painting is the largest in size and one of only two that have not yet been publicized. It depicts the landscape of his home town. The fourth painting depicted is “The Arrival of Spring.” This painting is unique from the others considering it showcases one example of Hockney’s embrace technology specifically iPad as a drawing instrument. The above works of art are explained below in detail and how they significantly depict the theme of space and time.
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[bookmark: _Toc3803699]Hockney’s Art Work suggesting Ideals of Space
Art is defined as the creative expression of knowledge about the visual world. No one has been at the forefront of creatively expressing knowledge about a visual world other than David Hockney. Hockney stands out as a prolific picture-maker, his prowess stems from his ability to develop and integrate new mediums into his creative work. His exploratory perspective in the artistic discourse centers on the themes of time and space. He has explored these themes throughout his career by embracing a variety of artistic mediums. 
Moreover, Hockney’s artistic works range from digital drawings, photographs, video works, as well as paintings. His numerous artistic works have made him be labeled as the ‘innovator’ and point of reference for and in the contemporary artistic discourses, Hockney, 2006 (26). Hockney achieved this artistic milestone by embracing and engaging with technology. His admiration for technology in artistry influenced its incorporation in our mobile gadgets; iPad and iPhone to enable one draw (Wilson). His first use of technology to draw artworks was back in 1986, where he first drew on a room-sized computer and waited two minutes for the lines to appear. Based on this accomplishment, Hockney went on to embrace any technology that could aid in his work.  He has since then used photocopiers, faxes, Xerox machines, and Polaroid, before adopting the iPhone and the iPad in 2009 and 2010 respectively. With the technology, Hockney has been able to create thousands of artworks, memos, emails and greeting cards. This paper describes some of his artworks that have this idea of suggesting space. 
[bookmark: _Toc3803700]The Grand Cayon
Figure (Hockney, A Closer Grand Canyon)

The direct visual outlook of the Hockney’s Grand Cayon conveys the experience of the light and wide-open space. This extraordinary site was named the Grand Canyon, given how it has symbolized different values and ideas for different generations for centuries. Given its vast scale, only very few major artists have attempted to contend with the Grand Canyon and David Hockney is one of them. His inspiration to work on the Grand Canyon stems from his early visit to America as a young man. 
[bookmark: _Toc3803701]Creation of the Grand Canyon
Hockney took photography of the Grand Canyon in 1982. In reference to the vastness of space and the thrill of standing at the edge of the Grand Canyon, Hockey referred to his action as photographing the un-photographable; space. He took a series of photographs, which with their numerous disappearing points, he compiled them as the collage which he named the Grand Canyon with ledge, Arizona, 1982 (Pyne). These photos later become the baseline in the making of "A Bigger Grand Canyon.” The decision to make photo-collages of the Grand Canyon stemmed from ‘a Cubist idea’ of placing a piece of paper on top of another. This signifies an act of literary putting two pieces of time together, hence, making a space. The outcome of employing a cubist ideology sparked the assumption that time and space are just the same. 
It was in1986; during the exhibition at the International Center for Photography in New York that Hockney revisited his ideal collaged view of the Grand Canyon.  With his preferable choice of photo-collage, he produced large scale photo-collage of 60 photographs, reprinting them using full negatives adjoined to Grand Canyon. In 1997, during the long trip to Santa Fe from Los Angeles, Hockney contemplated a big landscape of the West (Gayford). This sparked claustrophobia and yearn for big spaces. In February 1998, Hockney started working on the 60 canvas ‘A Bigger Grand Canyon.’ It is during this process, he made three drawings; of the right of the foreground, of the center, and of the left, a painting which he later described as “Looking at the Grand Canyon.”
[bookmark: _Toc3803702]Ideals of Space in Grand Canyon
            Hockney, choose to name this painting, “A Bigger Grand Canyon” as a means of depicting space and the experience of being inside space or going through time. The Grand Canyon was created on a 60 canvas, featuring many perspectives and points in time. This artistry portrayed all the elements Hockney perceived about the subject, and those he imagined, Hall (9). The artwork created a feeling of what it is like to be in a landscape or to be traveling around in it, while viewing dramatic scenes, such as changing light, to feel and see the sun setting. Furthermore, the painting suggests a spectacular experience of passing through spiky outcrops, downhill over rocky steps, as well as gazing over dry river beds and looking faraway escarpments, while meeting at close hand bizarre sculptural marvels.  
Subsequently, looking at the Canyon painting from the rim brings about a remarkable experience, whereby you can stare it for a long time without getting bored. The way it is centered, it dictates only for the viewer to move the head, eyes or the whole body; a feeling only experienced by being in-between space, (Hockney, 1999). In a wider perspective, viewing Hockney’s “A Bigger Grand Canyon” places one so compellingly at the Powell Point at the Canyon’s south rim, one of the most remarkable stationary points, this induces a somewhat dizzying delight of standing on the verge of a cliff so deep and extensive that it nearly challenges the imagination.
Hockney created the painting by applying his paint in the style of Vermeer, with the theme built up by the use of shrill and thin layers of oil. He was inspired to use this style upon visiting the exhibition of the paintings of Johannes Vermeer. According to him, the vibrancy of the colors in Vermeer’s paintings made images glow. As such, he emulated the technique by layering and building up of thin layers of colors, one over the other to produce the Grand Canyon masterpiece.  The painting of ‘A Bigger Grand Canyon,’ employs vast space as its principal subject, Weschler (61). As such, the painting is acknowledged as a masterpiece that surpasses the margins of the landscape genre, and also one of the most extraordinary landscape paintings in the history of art.

[bookmark: _Toc3803703]Bigger Trees Near Warter Painting
Figure (Hockney, Bigger Trees Near Warter)
Bigger Trees Near Warter is regarded as David Hockney’s largest artwork. This large landscape painting portraying a row of trees measures 12m by 4.5m and made up of 50 smaller canvasses joined together to form a whole panel. The painting depicts landscape near the East Yorkshire village of Warter, west of Bridlington (Higgins). The landscape scene can be viewed to depict a scene prior to the advent of spring just before the leaves start to grow. The epic beauty of the landscape is overwhelming to the eye.  In the slight forefront space, a coppice of lofty trees and several early daffodils can be seen to be in the somewhat raised ground. The central focus of the artwork is poised by a daunting sycamore. In the background, a denser coppice, painted in rose-pink tones, is visible. At the extreme left, a road can be identified as well as two buildings to the extreme right symbolizing human habitation. The landscape's far-reaching upper zone is subject to complex but stark pattern resulting from the trees’ overlapping branches, which are visibly outlined against the winter sky. 
[bookmark: _Toc3803704]The Creation of Bigger Trees Near Warter Painting
Based on the painting’s massive scale and technical intricacy, Hockney took six weeks to complete it. He started by first producing a sketched grid of the entire composition by using outdoor preliminary drawings as a guideline of the whole process. He worked in stages to bring about this fascinating masterpiece. First, Hockney pursued openness and naturalness by painting ‘in the open air,’ a technique that induces the practice of the pioneers of the 19thC French landscape painters the likes of Impressionists and Barbizon School artists. However, in this stage, Hockney certainly limited the number of canvases he could work on to concentrate particularly on Bigger Trees Near Warter art (Aesthetica). 
Second, Hockney involved a team of artists to assist him in working on this piece of art. They photographed the individual canvases and made the photographs into a computer mosaic.  This aimed at allowing the artist to plan and monitor the progress of the composition as a whole because his small studio in Bridlington only had space to display 6-10 canvases, Weschler, 2008 (118). Thirdly, the pieces of work were separately reworked, carried back and forth from the workplace to the site for elusive adjustments to heighten and strengthen the complete work of art. 
[bookmark: _Toc3803705]The Bigger Trees Near Warter’s Exhibition
The first exhibition of this work of art was in 2007during the Summer Exhibition of the Royal Academy in London. In this exhibition, the painting occupied the end wall of Gallery III, where it remained even after the end of the exhibition and after all other works had been removed (Aesthetica). To bring about splendor and dominance, two digital photographic versions of the work on precisely the matching scale as the original were hung on the two walls neighboring it. It is certain that the scenery presentation of the three paintings created a cloister effect that was overwhelming to the viewer. Hockney employed both the techniques of ‘Sur le motif’; a method of painting out of doors and in front of the subject and digital photography as key to produce this landscape painting in oils on a very large scale (Stangos). This can be regarded as the combination of both digital and traditional techniques to depict both the formal and emotive qualities of the landscape.
[bookmark: _Toc3803706]It is recognized that Hockney’s admiration of the natural environment inspired the creation of this painting. Increasingly, the “Bigger Trees Near Warter” was created through enjoining several panels to make the complete work. This innovativeness evokes some of the disjointed forms of Hockney’s photographic collages featured in landscapes of the 1980s; the Yosemite Valley, the Merced River, among several others.
Double East Yorkshire
Figure (Hockney, Double East Yorkshire) 
Double East Yorkshire is a painting which was painted in oil on canvas and exhibits large dimension, in two parts each: 152.4 by 193 cm. 60 by 76 in. overall: 152.4 by 386 cm. 60 by 152 (nearly four meters wide). The division across the two canvases forestalls the drawings Hockney was to make in the Wolds nearly a decade later. 
The piece of art was painted in 1998. The painting holds a fundamental significance within the account of Hockney’s artistry career to date. This significant and vast work belongs among a group of six works executed between 1997 and 1998, which represent the very first of Hockney’s Yorkshire landscape pictures, Daniels (459). The other five include; The Road Across the Wolds and Salts Mill, Saltaire, Yorkshire (both Salts Mill Collection); The Road to York through Sledmere (Collection of the artist); North Yorkshire (Private Collection, California); and Garrowby Hill (Museum of Fine Arts, Boston).  Among, this group, the Double East Yorkshire painting is the largest in size and one of only two that have not yet been publicized. The painting presents Hockney’s superbly measured and succinct work of art. The painting set the pace for an all-inclusive decade's worth of work depicting the landscape of his home town. The painting specifically prefigures the number of landscapes largely painted between 2005 and 2011 that were to be presented in the artist's 2012 exhibition at the Royal Academy of Arts in London. 
This first Yorkshire painting holds sentimental value to the artist in such a unique way given that it is onereminiscent of Hockney’s amazing artworks of his home county. For instance, Livingstone, 2012 (24) argues that “it is questionable whether the artist would have considered returning to Bridlington to paint that same part of the country with such passion, commitment, and intensity. Other than being exhibited in the Royal Academy show, Double East Yorkshire painting has been exhibited in Guggenheim Bilbao and Museum Ludwig in Cologne, at the Pompidou Centre in 1999 as part of Paysage; alongside his other California landscapes. The painting is a magnificent and emotional paean to the landscape of Yorkshire, “a prolonged love letter to his native land,” Livingstone, 2012 (28).  
[bookmark: _Toc3803707]Depictions of the Double East Yorkshire Painting
Just like Hockney’s the Grand Canyon painting, the Yorkshire landscapes are stylistically seamlessly regarding the theme, spatial depth and the use of color. The painting depicts gently rolling fields sweeping towards the distance. Based on the verdant color tones given to these fields, it's suggestive of a summer verdure and arboreal plethora, whereas dispersed coppices of trees expanse towards the distant horizon, disappearing slowly into a blue haze skyline, Weschler, 2008 (56). At the left of the image, an empty road can be seen twisting placidly through the curves of the landscape. The image is appealing to the viewer that not only can he /she fall in love with the piece of work but also to the landscape. Livingstone, 2009 (184) describes Hockney’s poured love to this work of art as, “These paintings, with their vivid colors and emphatically curvaceous lines of force, constituted Hockney’s first extended declaration of love for East Yorkshire.”  The result of this spectacular image of East Yorkshire scenery is a reflection of Hockney’s truly emotional connection with the surroundings especially personal circumstances with this place. The Double East Yorkshire painting was painted on Hockney’s return to California and was initially based on sketches and his memories of his home county, especially his remainders of his emotional connection to the place; the ties of family and friendship. Notably, there is a certain human dimension to this painting that signifies to be unoccupied depictions of landscape. In a nutshell, in the creation of Double East Yorkshire painting, Hockney employs a ‘space’ technique whereby a viewer seems to stand in the center of the composition; a timeless surrounding, Weschler  2013 (112). 

[bookmark: _Toc3803708]The Arrival of Spring
Figure (Hockney, The Arrival of spring)
Evidently, David Hockney’s practice and urge to challenge and transform the conventions of picture-making, has driven to him to relentless explore the limits of artistic media. The work of art; The Arrival of Spring is one example of Hockney’s embrace technology specifically iPad as a drawing instrument.  Hockney argued that the iPad expanded his artistic realm enhancing him with an unlimited range of color palette, flexibleness in layering and scaling in the drawing. Hockney, 2014 (87), “I don’t know how I see color, but I see it, and I like it. I suppose I exaggerate it a bit of 1". Thus, "The Arrival of Spring” is a work of art depicts drawings, prints and a video of London’s woody lawns and leafy routes done in Woldgate, East Yorkshire. 
This monumental oil painting on 32 canvasses comprises of 25 black-and-white charcoal drawings of woods near Woldgate. The uniqueness about these charcoal drawings is that Hockney dated them by the day, for instance, the earliest and latest was done on 22 January and 27 May 2013 respectively, Livingstone & Hywel (46). Hockney, found it challenging to draw with charcoal given the medium, given that it splotches at the lightest touch. Increasingly, with the use of charcoal, Hockney had to always keep the scale relatively small to ensure precision of execution and the subtlety of detail.  In drawing this subtle work of art, Hockney had change locations during various times of the day. He had to shift and use a unique location in order for him to record the slightest hints of the changes in the season, regarding leafage, light, time of day, and weather, Hockney, 2014 (67). 
Subsequently, the Arrival of Spring painting showcases the stunning range and extent of Hockney’s technical mastery. The image holds a dichotomous effect in the aspect that we are aware of what is represented at the same time we are aware of the material from which the representation is composed. In this work of art Hockney brought out the dichotomous effect this British landscape its native format by composing it only with illuminated pixels on an iPad (CELLOPHANELAND). It is in this aspect that we are able to see something that vibrantly looks like a puddle-filled country lane in spring and yet it is also evident it is a series of marks made with digital ink on a screen. The work of art is given space into time considering the unerring digital brush strokes and the even coloration which work well in lending the landscapes a slightly illusory exposé. Initially, Hockney painted the Arrival of Spring in black and white, however, the new works of this work of art, confirms to his own words, “The Chinese say black and white contains color” Stork (33). It is this perspective that there are five separate views of “the Arrival of Spring in Woldgate," and with each image, Hockney had to wait for the changes to happen.  The technical finesse and the black-and-white color scheme in this painting evoke the memory of Rembrandt. The aspect of space is carefully conceived by the quality of light and the “framing” of the central space, which appears empty, with copious trees and shrubbery in the surrounding.
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