	
	
	




Timothy Jones
P152089
Contemporary Glass
Tutor: Julia Lockheart
Submitted in partial fulfilment of the requirements for the degree of BA (Hons) University of Wales Trinity Saint David, Swansea
Question: How does the space in which art is displayed affect the way in which that art is viewed and perceived and how do these principles differ when art is displayed within the natural landscape?
The purpose of this work is to examine and attempt to answer the above question by exploring various aspects of this subject in the following order:
Chapter One:  Define art in the natural landscape for the purpose of this study. 
Chapter Two:  Explore how the surroundings in which art is displayed can affect how the art is perceived.
Chapter Three:  Show and discuss the work of artists who use different settings to display their art.
Chapter Four:  Discuss the benefits of engagement with the natural world including artworks displayed therein.
Chapter Five:  Conclusion
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Chapter one
This investigation is to examine not just art or artworks but specifically the space in which that art is displayed and to determine whether or not this space effects the art and if so in what ways. Does the space change the way in which the art is appreciated by the viewer and is this change prevalent with all viewers or only some? Is the location of the artwork important and can this too effect the way it is seen and perceived?
For the purpose of this study I will classify art in the natural landscape as artworks which are located within a natural outdoor setting such as a park or large public garden for example. The type of artwork or the materials used to create such work is not of any great importance for this study although the work needs to be designed to be viewed outdoors within the natural elements. What is important is the place it inhabits,, it must be situated within part of the natural world even if that is a simple patch of grass in a busy city. The reason for this specific detail is that the observer of the artwork needs to be directly linked to or immersed in the natural world in order to interact with the art whether that interaction be visual or by touch as in the case of a blind person. 
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Chapter two
All art is displayed in a space and such space can have a profound effect upon the way in which that art is viewed and appreciated. Firstly, the immediate space in which the artwork is displayed. For example, a painting can be displayed in numerous ways, a physical painting without a frame such as a simple canvas, in a plain frame or an elaborately carved gilded gold frame or conversely a photograph or digital copy of the painting displayed on a screen. Each of these various methods of display can have an effect upon the viewers perception of the painting.
The painting without a frame, the canvas, could be viewed in two ways. Firstly, the viewer may feel that the painting is strong enough in its own right to not need a frame, in fact the addition of a frame may even detract from the painting as it could dilute the viewers concentration which should be solely on the painting itself. Conversely the viewer may feel that the painting is inferior as it doesn’t have a frame, perhaps not considered sufficiently important to necessitate the use of a frame. Even if the painting does have a frame then the same viewpoints could be applied. If the frame is a plain and simple one this frame could be construed to be simply a housing or container for the painting, simply utilitarian without affecting the viewers gaze. On the other hand, the use of a highly decorative gilded frame could imply the importance of the painting, it deserves to be displayed in such an ornate frame, the frame itself could elevate the painting. Such an ornate frame could also have the opposite effect causing the viewer to think ‘what a beautiful frame, don’t think much of the painting though.’ 
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Taking this even further, after the Mona Lisa was stolen from The Louvre in Paris on August 22nd, 1911 it was reported how visitors queued for hours just to see the vacant space where the painting once hung. Terence McArdle wrote in The Washington Post  ‘’The Louvre kept an empty space open for the vanished painting. Crowds of curious onlookers came to gaze at the vacant wall — among them, absurdist writer Franz Kafka and his close friend, Max Brod.’’ (Stars and Stripes, 2019) So even the space that an important artwork used to inhabit takes on a special importance as a result of what used to occupy that space and people will be prepared to queue just to see that empty space as if some of the essence of the missing work still permeates the now empty space.
Viewing the painting as a photographic or digital copy can have a totally different effect on the viewer. As John Berger stated: 
 The uniqueness of every painting was once part of the uniqueness of the place    where it resided….But it could never be in two places at the same time. When the camera reproduces a painting, it destroys the uniqueness of the image. As a result, its meaning changes. Or, more exactly, its meaning multiplies and fragments into many meanings. (Berger, 1973, p19)
The meaning of the painting changes because we are now seeing a copy of the painting, the original artwork could be situated at the other side of the world, we the viewer are seeing an exact representation of the artwork but not in the same way as if we were looking at the original. Many old paintings as Berger said were painted specifically either in or for the building in which they were placed, so when viewing the painting the viewer would see that painting in its original surroundings, the 
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painting and the place were part of each other, one contributed to the meaning of the other. A myriad number of photographic copies of the artwork could be made and distributed around the globe, everyone can now own the Mona Lisa, or at least a copy of the image which diminishes its uniqueness as Berger observed further when he continued:
 The painting enters each viewer’s house….It enters the atmosphere of his family……At the same time it enters a million other houses and, in each of them, is seen in a different context. (Berger, 1973 p19,20)
The way such a painting is viewed is therefore very much affected by the surroundings in which that painting is viewed especially if photographic or digital copies are viewed in the viewers own new surroundings. Art historian and novelist Andre Malraux described a further effect that viewing a photograph of an artwork can have when he wrote
 In an album or artbook the illustrations tend to be of much the same size. Thus,       works of art lose their relative proportions; a miniature bulks as large as a full-size picture, a tapestry or a stained-glass window. (André Malraux, 1967 p21,22)
Works of art vary wildly in their size and such dimensions  have an effect on the way in which the work is viewed, admiration for the impressive size of a huge wall sized painting to awe for the intricate details and skill involved in creating a miniature mosaic, the size of each work can create a different response in the eye of the viewer. If all these works are viewed at similar size then much of the impact created by their individual size is lost. Surely standing in front of Niagara Falls will be a much 
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more profound experience than simply looking at a photograph of the Falls, as all other senses are stimulated not just vision, the sound of the water crashing down, the feel of the spray on one’s face, the thunderous reverberations travelling through ones’ body, all these additional factors would enhance the experience.
Much of public art is viewed in specific buildings dedicated to the display of such artworks such as galleries or museums. These surroundings too can have a profound effect on the way that the art is viewed. Valerie Casey in her thesis on this subject entitled The Museum Effect wrote ‘The museum acquires social authority by controlling ways of seeing, and the objects around which museal vision is directed gather meaning from their context within the museum.’ (Valcasey.com, 2019).  The fact that the artwork is displayed in a museum instantly elevates the importance of the artwork, it must be of a sufficient standard to warrant being included as an exhibit in the first place and of course the more influential the museum the greater the perceived importance of the artworks housed therein. 
The internal surroundings of the museum or gallery building itself can also influence the way in which the art therein is viewed and perceived similar to the effect of the type of frame used to encapsulate the painting as discussed earlier. Some exhibit spaces are very stark, plain white walls and ceilings with nothing to detract the eye from the artworks whereas other building interiors may be much more elaborate, the effect of which can either enhance the viewers experience of the art or be viewed as an unnecessary distraction from the art, the surroundings  being considered ‘too busy’ so that the art is almost lost, all depending on the individual viewpoint of each 
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viewer. The space where art is displayed within is therefore a critical element which dictates to a degree the way in which said artworks are viewed and appreciated. Robert Storrs went even further and described the setting where art is displayed in his text Show and tell, published in What makes a great exhibition book as thus
  Space is the medium in which ideas are visually phrased. Installation is both presentation and commentary, documentation and interpretation. Galleries are paragraphs, the walls and formal subdivisions of the floors are sentences, clusters of works are clauses, and individual works, in varying degree, operate as nouns, verbs, adjectives, adverbs, and often as more than one of these functions according to their context. (O’doherty, 1986) 
This suggests that the viewer is guided on a journey, following a prearranged narrative which will prompt the way that they will view the artworks whether they are aware of such or not. On a similar note Brian O’Doherty referred to stark gallery interiors as The White Cube and described them in this manner:
 The outside world must not come in, so windows are usually sealed off. Walls are painted white. The ceiling becomes the source of light. ... The art is free, as the saying used to go, 'to take on its own life’. (O’doherty, 1986)  
The purpose of such a setting ·is not unlike the purpose of religious buildings - the artworks, like religious verities, are to appear "untouched by time and its vicissitudes." Not only does he describe the space in which such art is displayed as 
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being heavily controlled, removed from the outside world with all its influences and distractions but he also likens this space to being akin to a religious building.
 Our normal perception of a religious building would be of a church, cathedral, temple or mosque depending upon the religion in question. However, O’Doherty goes back much further in human history to illustrate his point. He refers to Egyptian tombs as being housed in special chambers which 
were designed to eliminate awareness of the outside world. They too were chambers where an illusion of eternal presence was to be protected from the flow of time. They too held paintings and sculptures that were regarded as magically contiguous with eternity and thus able to provide access to it or contact with it. (O’Doherty, 1986)
The role therefore of these rooms is to not only exhibit beautiful artworks but also to either consciously or subconsciously create a specific mental state within those that witnessed the artworks. Additionally, there is another element introduced into the space, the element of being separated from the ‘normal’ outside world and being placed into another dimension as it were, a dimension which was magical and different to that outside. O’Doherty then travels back much further in time and continues
  Before the Egyptian tomb, functionally comparable spaces were the Palaeolithic painted caves of the Magdalenian and Aurignacian ages in France and Spain. There, too, paintings and sculptures were found in a setting deliberately set off from the outside world and difficult of access- most of the famous cave galleries are nowhere 
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near the entrances, and some of them require exacting climbing and spelunking to get to them. (O’doherty, 1986)
Now an extra element is introduced, the deliberate difficult access to a hidden special place which suggests that the audience would be limited by knowledge of the place and physical ability to access them. This introduces the idea of hierarchy, of knowledge only available to a chosen few, presumably these few coming from the higher levels of society. Obviously in modern museums or galleries easy access to the public is something that is vital and extra efforts would be made to ensure that those for example with wheelchairs would be able to visit and see the art with ease. However, although these artworks can be viewed now by the masses, often the spaces in which they are housed is deliberately designed in order to create a specific atmosphere in which these works are viewed, they are special places which demand a feeling of respect and often hushed reverence. This too strongly suggests control, control of the space which houses the art which in turn controls the viewer and affects the way they view such art.
 I have a friend who is a photographer who specialises in portrait photography in his studio. I was discussing his photography with him one day and asked him why he only photographed his clients in his studio. He replied
 because I have total control of the light in my windowless studio and therefore know exactly how my images will look even before I take them. If I were to take my clients outside where the natural light is forever changing then I would lose that control, I 
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would constantly have to change the settings on my camera to react to that changing light. I like to control the light completely so that I know exactly what effect I will get every time I press the shutter, I can do that in my studio whereas outside I lose that control and  therefore cannot know completely the outcome of each shot. 
Having the ability to be able to have precise control of a space in which art is exhibited can therefore give one the ability to control the way in which the art is viewed very specifically and as discussed above this is a method widely used today. The space in which the art is displayed becomes almost as important as the art itself as the art is viewed and appreciated in the way it is as a direct result of that space, the viewer being led along a somewhat obscure but carefully planned route. But what happens when this control is taken away, when the artworks are exhibited outside, in ever changeable natural light, exposed to the elements, does this loss of control affect the viewers appreciation of the art, and is this loss of control a good thing or a bad thing?
Chapter three
One of the guest speakers I listened to during my second year at university was Rhian Haf, a Welsh glass artist. (Rhianhaf.com, 2014)  Her presentation was given entirely in the Welsh language and for all of the non-Welsh speaking students present including myself a translator was present so that we were able to enjoy her talk. Rhian is an interesting artist as her works utilise both aspects of the control mentioned earlier. Her exhibition entitled Captured Moments consisted of twelve pieces of precision ground glass set into apertures with artificial light shone through them to create specific shadows and patterns onto the floor space as shown in figure 1 below.      
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Figure 1:  Captured Moments Exhibit
Every aspect of this exhibit is controlled to the maximum, the way in which each piece of glass is ground, the exact angle at which each piece of glass is positioned as well as the direction, position and intensity of each light source, the type of light source used (in this case led), all factors which combine to create the specific pattern visible on the floor. The incredibly precise and extremely high level of control of each of these factors is essential in order for the final outcome to be exactly what Rhian the artist envisaged in the first place. Listening to her describing the many hours of experimentation and ultimately the time it took to set up this exhibit made me realise 
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that this piece of work was a perfect example as to how much control was needed in order to create precisely what the artist wanted her audience to see. Despite this incredibly detailed preparation by the artist to create a very specific and carefully planned scene ultimately the reaction of each individual viewer will differ depending upon many factors, their own likes and dislikes, their view on art itself, do they appreciate this kind of exhibit and so on.
In stark contrast to this other works by Haf are exhibited in the great outdoors and therefore relinquish this extreme control. Works such as Red Blind, Blue Blind were described as
 ..the placement of glass objects into environments that are a far cry from the conventional white cube is a method of challenging the traditional occupation of space typically associated with glass artwork. (The Art Monster, 2011)
 If the white cube method is at one end of the spectrum then her site specific work is at the other extreme as this particular work was situated in the empty window spaces of the ruins of a farm called Bron Haul situated on Hiraethog Mountain in North Wales. Interestingly although much of the control that Rhian had over her Captured Moments exhibit was impossible to replicate in the ruins of a building on the side of a mountain, a certain modicum of control was present as the remote location meant that her audience was limited by the location and the terrain and so although the exhibit was available for all to view the location itself precluded some visitors from viewing the work. Also, because the exhibit was fixed in a single location or as 
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Berger said ‘…could never be seen in two places at the same time’ then people who were either unable or unwilling to travel to that location too would not be able to view the work. This ties in partly with the observations of O’Doherty of the Paleolithic painted caves in France and Spain, the exhibit although not deliberately hidden was not as openly accessible as if it were in a museum or gallery.
 A photograph of the work could portray some of the impact of the exhibit, however whereas the photo of her Captured Moments exhibit seen in figure one above captured much of the impact as this exhibit was very controlled and unchanging, in her site specific work the light is forever changing, the main light source, the sun, is in continuous arcing motion throughout the daytime and the trajectory of the sun varies throughout the year. Cloud cover, especially on a mountain in Wales is forever changing throughout each day so the light levels vary enormously often minute by minute. It would be impossible for a single photograph to portray to the viewer the look of this exhibit up on a mountain, in fact a 24-hour video could only replicate how the exhibit looked during that single 24-hour period on which the video was taken.  Another video shot the following day would probably be quite different and so on with every consecutive day. For this particular exhibit Rhian has surrendered control of the light to mother nature with the knowledge that every viewer of this work will probably see a slightly different version dependent upon the light conditions at the precise time that they visited. 
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This varying light is explored in much more detail in another Haf exhibit, this one is entitled Sense of Place and is housed in The Old Salthouse situated on The Gower in South Wales. For this exhibit she once again uses plates of glass in redundant window spaces but this time Rhian is 
..Using time lapse photography with the intention of graduating towards video she has digitally documented this synthesis of glass, brick and the resulting play on light. The transformative nature of the outdoor environment is both literally and emblematically reflected in each clouded pane of glass, forming momentary shadows and patterns that often remain unobserved. Haf Jones’s time lapse photography is a determined attempt to give these moments a greater level of permanence; it is a search challenging whether such transient qualities can be successfully translated into a digital object. (The Art Monster, 2011)
 So here the artist although working with parameters which relinquish ultimate control is attempting to claw back some small level of control which will allow her to present an attempt of creating a permanent record of something perpetually fleeting.  This will to a large degree alter the way in which this digital presentation is perceived by the viewer as it will be planned and prepared by the artist. As well as this added control this will allow the work to be viewed around the globe in a digital format which will ironically to a degree remove the feeling of the sense of place from the viewer.
This idea of using moving pictures such as film of artworks to enable a much larger audience to view the artworks is not a new idea and in some instances was entirely 
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necessary in order for such art to be viewed in the first place. In 1969 German artist and film maker Gerry Schum (1938-1973) shared something entirely new to the art world when he presented his TV film called Land Art on German television. This unique film featuring the work of eight artists, was only shown once at 10:40pm on April 15th, 1969 on German TV channel 1, it featured no commentary just images of various artworks created in fairly remote locations around the world. The artist’s palette was the natural world, the soil, sand etc which meant that they were not in these case permanent exhibits but could be easily destroyed by the natural elements. In this instance the art works were meant to be transient in nature, not to be viewed ‘in the flesh’ but by a specific audience who only had the opportunity to view them once as in 1969 there was no means of recording television by the public. It was what Schum called a ‘Television exhibition’ which took art to a new place, away from static buildings and institutions such as museums or galleries. (Lailach and Uta Grosenick, 2007)  Presumably by the time the film was broadcasted, all of the artworks would no longer be in existence due to their temporary nature, the viewer was therefore seeing moving images of what was but no longer existed. Here therefore we have a combination of differing aspects, artworks which no longer existed were being viewed in individual places and homes, only available to view once, encompassing the natural elements but presented in an artificial environment, the television screen, which would remove much of the atmospherics, the ‘feel’ of the artworks and finally being presented without commentary or explanation but relying entirely upon the reaction of each individual viewer to create their own meaning. As 
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one of the artists Jan Dibbets explained ‘’ the whole thing is specially constructed for tv so on the moment people are looking at this project on tv they have (during that time) an original artwork by Dibbets in their room.’’ (Lailach and Uta Grosenick, 2007) 
Once the programme had finished those artworks would only exist within the memories of those who had viewed them for a short time. This was breaking new ground in the way in which art was viewed and involved the landscape in a way never seen before. However, since this time new artworks have been created which utilise the natural landscape, works which are both much more permanent and therefore accessible for people to view.
One of the most influential British artists in this field is David Nash who works predominantly through the medium of wood and whose works are for display both indoors and outdoors, works being specifically created for either environment. He mentions Land Art in one of his interviews when he said
  The idea of time is very important because for on-site works, I commit to having my work stay around for several years. This is what sets me a little apart from Land Art, namely from the 1970s, that consisted of a gesture performed by artists before they moved onto something else. I like to return to my works. (Widewalls, 2018)
So time and the passage of time is very important to Nash as he wants his work to last for a number of years, his work is made and meant to be permanent to a degree in contrast to the original works created for the tv exhibition by Schum, where the 
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artworks created were created with the acceptance that they would soon be reclaimed by the natural elements. In his home which is an old chapel situated in Blaenau Ffestiniog, North Wales he ‘…houses some of his oldest pieces, which Nash is fond of reworking, attesting to a cyclical approach to time.’ This suggests that although Nash feels that some kind of permanence is important to his works, the fact that he reworks some of them shows us that these works although permanent to a degree are not set in stone as it were because their appearance will be changed by the artist. The appearance of these works therefore will change over the years which means that the opinion of the viewer will probably change when they see the re-worked piece.
Despite having exhibited his work in museums and galleries around the world, those pieces which are able to be transported globally that is, two of his most well-known outdoor works are Ash Dome and Wooden Boulder. (Christies.com, 2016)  Ash Dome consists of 22 Ash trees which Nash planted in a vortex type configuration in a secret location in 1977. Over the decades he used techniques used by hedge layers to shape the trees into different shapes as can be seen below in figure two.
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Figure 2:  Ash Dome
(Anon, 2019)
Interestingly this living exhibit is in a secret location which means that the public are unable to view it in situ but are able to see a digital representation of it as demonstrated above. Unfortunately, these ash trees are now suffering with Ash Dieback disease, Nash although accepting this as a tragedy has decided to leave nature takes its course and not to interfere with the outcome. (Pes, 2018)
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In contrast is his work entitled Wooden Boulder which was created in 1978.
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Figure 3: Wooden Boulder (Wordpress.com, 2019)
 It was originally intended as an indoor piece but was so large weighing around half a ton that the job of transporting it to his studio was attempted by using nature, he pushed it into a waterfall hoping that it would wash downstream and therefore closer to his studio. After long periods of time Nash decided to accept the fact that the meaning of this particular artwork was encapsulated in the journey itself or as he said himself ‘The boulder told me: if you take me back to the studio I’ll dry out and I’ll crack. The story will be over.’ During the decades that followed the boulder became almost a local celebrity and was spotted in the river and eventually the sea so was accessible to the public, some local youths even pushed it back into the pool below 
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the original waterfall after Nash had managed to remove it. Ultimately Nash referred to this work as 
Free-range sculpture……. Wooden Boulder underpins everything I do. It’s where I’ve really got it,’ Nash confesses. ‘It’s probably my most satisfactory statement as an artist.’ He may well be right. It is now recognized around the world as one of the most original and important sculptures of the past half-century. (Christies.com, 2016) 
This piece of art is fairly unique in that it is at the mercy of the elements as were the original Land Art pieces but being much more resilient as it is a large piece of oak it has the ability to be moved around by rivers and eventually the sea. The public had the opportunity to view it and at times to interact with it over the years, it has become well known worldwide even though only a very small percentage of those who know about it will have actually viewed it in person. The places at which it was viewed would change from day to day as it moved around on its journey thus creating the possibilities of a fresh audience. It was last seen in August 2013, Nash believes it is still around, he just hasn’t seen it.
 Nash has an interesting mix of artworks, some of which are created for and exhibited in museums and galleries around the world, others are created in secret locations but can be viewed as images online whereas Wooden Boulder was created in the wild and then allowed to travel around the landscape with the occasional intervention of people. All works by the same artist, all being viewed using different 
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methods and all probably perceived and appreciated in different ways by those who viewed them.
There are many other iconic outdoor works of art available for the public to view in a variety of ways. The Angel of the North by Antony Gormley overlooking the A1 motorway near Gateshead is a huge 20m tall structure seen by most people as they pass in their cars at an average speed of 60mph. I have never viewed the sculpture myself, but I know what it looks like from the many images online and the extensive television coverage it had when first unveiled in 1998. (Antonygormley.com, 2019)   Many thousands will view it on a regular basis as they pass it on their travels whereas a lesser number will actually visit the statue and see it in situ. This sculpture will arouse different reactions from different people, much of which will be based upon the way in which they view it, online, seeing it as they pass or visiting the site itself and I imagine that it will have greater significance to people who live in the North than those from the South. 
Then there are the incredible sculptural works of Henry Moore (1898-1986) which are located in 38 countries worldwide, some pieces being in private collections but a large number available for the public to see. The Henry Moore Foundation based at the former home of the artist in Hertfordshire is exhibiting over twenty of his monumental bronzes this year. 
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Figure 4:  Large Figure in a Shelter
(Anon, 2019)
These outdoor pieces fit into the surrounding countryside so well, they look so natural in their surroundings as if the land has both accepted and embraced the sculptures. I am certain that the people who will view these pieces in these surroundings will have a different reaction to them than if they viewed the same pieces within a gallery, museum or white cube setting. This begs the question, what is it about viewing artworks in natural outdoor surroundings that can create a unique experience in the way in which these pieces are perceived and appreciated?
Chapter Four
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It would certainly be unwise for certain types of artworks to be displayed outdoors in natural surroundings due to the fact that the natural elements could damage or destroy artworks such as paintings or textiles. However, many artworks are created using either natural or manmade durable materials which can withstand the rigours of the weather such as the bronzes by Henry Moore or Wooden Boulder by David Nash mentioned earlier. Seeing these pieces within a natural landscape setting elevates their meaning and significance, the natural setting adds an extra layer of engagement for the viewer by including all of the other senses (unless of course the viewer has lost a sense such as blindness or deafness) resulting in an much enriched experience.
The simple fact of the matter is that being surrounded by the natural world is good for us as humans and for millennia nature was considered sacred. Pliny the Elder claimed that 
..trees and woods were understood as the supreme gift to mankind.This was where food first came from,’ he went even further by stating that ‘..trees were the temples of the divinities…the simple countryside even today dedicates an exceptional tree to a god.’ (Pliny, The Elder, 2012)
Therefore it is reasonable to assume that being in the countryside amongst the trees and vegetation was not just a good place to be but was a sacred place to be, man was intrinsically linked to and felt part of the landscape. These outdoor spaces were the predecessors of religious buildings and being outdoors would probably be 
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available for all in the vicinity to see and visit. This feeling still persists today in many cultures around the globe. In an article in the National Geographic magazine, Simon Warrall interviews author Florence Williams to discuss how a number of studies around the world have found that being around nature lowers stress, can reduce crime and generally has a positive effect on us. Some of these countries have now introduced various measures such as 
…in Finland, public health officials now recommend that citizens get 5 hours a month, minimum, in the woods, in order to stave off depression. This is evidence-based…..In Singapore, they have the City In A Garden concept. You can’t build a skyscraper now without incorporating greenery on to the building itself!.... In Japan, people do something called shinrin yoku, or forest bathing. (Nationalgeographic.com, 2017) 
Often in mankind’s journey the way forward is best advanced by looking to the past and this is plain to see today where modern science is acknowledging that doing 

what humans have done for millennia, becoming closer to the natural world and feeling part of it, interacting with it is advantageous on a number of levels.
It is interesting to note how the pleasurable feelings and effects that being surrounded by nature can produce in individuals is similar to those resulting from 
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viewing art. Psychologist Dr Dacher Keltner, of California University in Berkeley, said:
That awe, wonder and beauty promote healthier levels of cytokines suggests the things we do to experience these emotions – a walk in nature, losing oneself in music, beholding art – has a direct influence upon health and life expectancy. (Agency, 2015) 
 Therefore a cumulative effect could be experienced whilst viewing artworks in a natural environment resulting from the positivity of great art and the experience of being surrounded by nature. Each on their own have been proven to have a positive effect for the viewer so combined, that positive effect should be amplified to a degree. Understandably there will always be a group within society who will appreciate the natural world more than perhaps other groups who have always lived within large cities and who may not have the same desire to visit the countryside. However within all cities there are green spaces ranging from large parklands to small pockets of greenery dotted around so that even ardent city dwellers have the opportunity to visit and interact with nature.
Conclusion 
Throughout this brief examination of the effects of the surroundings on the way that art is viewed and perceived I have come to realise that the space in which art is housed from the simple frame to the large museum or gallery to the great outdoors, 
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each and every space will affect the way in which that artwork is seen and thus appreciated. A certain amount of control can be administered by the artist/museum to guide the viewer in the way in which that art is viewed, however, there will always be that added ingredient, namely personal taste, which will always mean that different individuals’ opinion will always be governed and based upon their own viewpoints and opinions, likes and dislikes. Also it must be accepted that although institutions can try to guide or influence the perceptions of the art housed inside by the way in which the art is displayed and by controlling the space it is set within, due to the fact that different people will be affected in different ways according to their own viewpoints and beliefs, the intended control of viewpoint can never totally be achieved but will fluctuate from individual to individual.
Ultimately though the evidence is overwhelming that exposure to good art is beneficial to the human mind and that being within the natural world surrounded by plants and wildlife is equally beneficial to the human psyche. I therefore conclude that wherever possible the greatest positivity can be derived from a combination of good art in natural surroundings. I accept that certain kinds of artworks cannot be displayed outdoors due to the effects that weather could have on those artworks, but if natural plants or greenery were to be included within the indoor surroundings of museums or galleries or even pictures of such where possible, then these could elevate the experience of viewing that art. Wherever possible I shall combine the art that I produce with the landscape and will concentrate on creating pieces that can be 
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exhibited outdoors, hopefully to enrich the viewers experience as my own is always enriched when surrounded by the beauty that is nature.
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