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Summary of Topic 
In the late 20th century there have been an array of artists to celebrate the Welsh culture and heritage. My case studies have documented how the landscape in wales has moved throughout the last 100 years for better and for worse. Through this they have influenced and continue to inspire artists today.




















List of Illustrations
Fig.1: Bethesda Quarry	
Fig.2: Autumn in Nanmor
Fig.3: A Painting About Myself in a Landscape
Fig.4: Bro
Fig.5: Pollen Path no.4
Fig.6: Untitled
















Throughout this independent inquiry I intend to explore the similarities and differences between certain artists, I have primarily selected the following artists because of their geographical standpoint as they all live within Wales. However, I will investigate a variety of disciplines, processes and aesthetics. Both whom were greatly influenced the radical teachings of David Bomberg. I have decided to pair artists into case studies based on their shared values and their overall perception of site. 
My first case study will be discussing the artists Peter Prendergast and Kyffin Williams. Both artists resided in North Wales and the majority of their work portrays the north wales landscape, during the latter half of the 20th century. The works I have chosen to look at are Bethesda Quarry by Peter Prendergast and Autumn in Nanmor by Kyffin Williams as they are both painted with oil on canvas.
My second case study moves us down to South Wales where the environment was more industrial/ metropolitan. I will discuss the works of Ernest Zobole and Mary Lloyd Jones. These artists also practicing their art in the late 20th century however both portrayed a more surrealist aesthetic as opposed to the first case study. Their surrealist works brought a new wave of colour and understanding to art in wales during this period and documented the human effects on the land. Whilst evaluating A Painting About Myself in a Landscape by Ernest Zobole and Bro by Mary Lloyd Jones they uniquely portray human traces within their work. While Zobole took influence and inspiration from his peers in the Rhondda Group. In contrast Mary Lloyd Jones felt the need to seek her inspiration further afield, as she felt there was a discrepancy between the different forms of art locally and was fundamental in bringing about the changes in how art was seen in wales.
My final and more contemporary case study looks at the work of Peter Finnemore and Lois Williams. Although both Welsh, they both come from different regions of wales and arguably differing cultures and landscapes. While Finnemore works with photography and Williams with sculpture they both share a prominent love for found objects as seen in their works Pollen Path no.4 and Untitled (In Conversation) The use of found objects is in their works represents the narrative of Welshness and tradition. Indeed, this inclusion of welsh heritage is a continuing theme throughout all of my case studies.




Peter Prendergast, a 20th century welsh artist focused on the landscape and its mechanisms, how the landscape moved and the structures within the landscape. Seen by his use of heavy brush strokes and thick paint it almost gives the impression that the shapes in the landscape were his focus point, and it was imperative for him to bring this across to the viewer through his painting. This notion of being connected to the landscape on a more intimate level is further suggested from this quote taken from a Wales art review “driving the paint into the scene, turning the colour as if it’s the earth” (Wales Art Review,2017). He makes physical and emotional connections to his surrounding allowing the landscape to inspire him and portray the site on the canvas. The movement and the energy in the landscape is shown by the highly gestural mark making further using his use of harsh brush strokes and solid lines “giving the impression of the kinetic power that formed the landscape” (Wales Art Review, 2017).
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Fig. 1: Bethesda Quarry
Prendergast’s painting Bethesda Quarry 1980-1, shows all the key motifs that he carried throughout his career as an artist, these being his solid lines and heavy application of paint to the canvas. To view the work and analyse it as it is, one could say that it’s a landscape in an expressionistic style with a strong use of colour. However, to look deeper into the painting to understand Prendergast’s motives, the painting holds a deeper meaning and context of the landscape for both the artist and the audience. Taught under the highly influential artist and teacher David Bomberg. Bomberg taught with a radical approach at the Slade from 1946-1953. He rebelled and was at odds with the more conventional ways of painting the landscape that was then taught at the Slade. Bomberg believed that his response to the landscape should encapsulate not just what he saw and what he felt. Bomberg`s “spirit in the mass” describes that the paint marks are reflecting the emotions he feels in the landscape. It’s a conversation between himself and the landscape (Abbot Hall Art Gallery, 2006). Bomberg inspired a generation of artists such as Dennis Creffield, Miles Richmond and Frank Auerbach. Auerbach once described Bomberg as “the most original, stubborn, radical intelligence that was to be found in art schools” (Edwards, 2015). Prendergast was also taught by Bomberg and it can be said that Prendergast absorbed everything he could from Bomberg and applied it to his own practice. From these teachings, we can understand the deeper connection Prendergast would have had with his subject, further supporting the idea of the artist having a deeper connection to the landscape. His spontaneous and expressionistic style of painting combined with his direct, unsophisticated attitude is preserved in Bethesda Quarry (Rowan, 1995).  A catalogue statement by him reads “I simply try to paint the best pictures I can about Bethesda” (Rowan, 1995). This statement alone suggests that Prendergast was modest in himself and painted for a love of it and for Bethesda itself, where he lived in North Wales. The Slade`s influential methods also had an impact on another North Walian artist Kyffin Williams. Williams a landscape painter predominantly took inspiration from the sites in Anglesey both costal and country. Looking at two artists living in the same region of wales it is possible to question their differing perspectives of the landscapes but also the similarities they have because of this. One of their key similarities is the use of oil paint and their choice of colour, both use an array of earthy tones in their pallete, although Prendergast employs a more vibrant colours range as well as seen in his works and evidence of this can be seen in Bethesda Quarry. However, Kyffin Williams took a more pictorial approach with his landscape which also included a more romantic aesthetic, as opposed to the work of Prendergast. Williams` work predominantly took inspiration from the Welsh landscape and farmlands, His work often depicting cattle, buildings and farmers and their dogs. So not only did Williams have an artistic engagement to the landscape as a point of site but also how the land was fundamental to most people’s ways of life at the time, also committing his whole being into portraying this onto the canvas. His engagement with the canvas can be seen as physical, energetic and exhausting all at once, but springs from an absolute commitment to his subject (Williams, 1998). When discussing both Peter Prendergast and Kyffin Williams their similarities are clear, and perhaps the fact that they’re both from a similar region of North Wales, and they’re both painters. Looking and understanding the deeper connection they both had with the landscape, I feel that there are similarities between myself and both artists not necessarily in our practice but having that sense of belonging to or having a place in the landscape and having that intimate relationship to the land we live in.
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Fig.2: Autumn in Nanmor
Kyffin Williams`s paintings have the capacity to touch and renew a love for the landscape in the human spirit, which at a certain point in history was undernourished and undervalued (Williams, 1998). 20th Century contemporary artists and audiences still resonate with Williams` renewing love of the Welsh landscape. When discussing Autumn in Nanmor It is clear to see the differences between Prendergast and Williams` application of paint. Williams took the approach of using a palette knife whereas Prendergast use brushes. Williams` use of palette knife is clear here with the strong blocks of paint applied to the canvas in earthy tones. Whereas Prendergast prefers an expansive use of colours within his palette.
 Mountain landscapes such as Llyn-y-Cau, Carder Idris, have an almost symbolic quality incorporating the Welsh and Welshness (Kyffin Williams, 2014). I feel that there is a strong similarity between myself and Williams particularly so from a quote by himself which reads
 my Welsh inheritance must always remain a strong force in my work, for it is in Wales that I can paint with the greatest freedom I have worked in Holland, France and Austria, in Italy and Greece, but in none of these countries have I found the mood that touches the seam of melancholy that is in most Welshman a melancholy that derives from the dark hills the heavy clouds and the enveloping sea mist (Kyffin Williams, 2006).
I feel like this freedom that Williams talks about artistically relates to myself in the sense of ease and total absorption whilst being in the moment. It is this sense of being comfortable that allows this intimacy between the artist and the landscape and the freedom to capture it as a sense of sight and place. Melancholy can be very compelling and Williams` finds this melancholy in autumn scenes, especially in Nanmor. However, the colours of the autumn create a much bigger problem for the artists, more so than any other seasons of the year. Williams believed it was because the green and brown paint didn’t go well together and actually cancel each other out, in both the physical process of being mixed in the palette and whilst side by side on the canvas. Turner vaguely incorporated these colours and Constable never attempted them at all (Williams, 1998). Whilst comparing both artists some observations revealing major differences can be seen. A more prominent difference would be that Prendergast took huge inspiration from the worked land and often had his canvases portray human traces in them. As opposed to Kyffin Williams who found his inspiration in the grandeur of the unpeopled landscapes of Snowdonia (with some exceptions). Some would suggest that Prendergast was the more accomplished artist. However, I feel that this statement would be dependent on the commercial success that Prendergast’s work has had. If the accomplishment of either artist was based upon their success as just painters, I feel that their works are both equal in the skills they have for painting and it would be unfair to suggest who is better because their practices differ to such an extent, even though the subject matter, the Welsh landscape is the same. Prendergast also drew inspiration from his idyllic childhood and a deep-rooted culture of Wales` history and the traditions imbedded in his tight knit community in the Northern valleys of Wales whereas he quoted ‘doors were always open’. This sense of community gave Prendergast the depth of his cultural heritage and helped him encapsulate everything that is welsh, this idea was layered onto the canvas like his paint. (Stephens, 2007). Indeed, his paintings could almost be seen as reverential, almost as if he is celebrating god. Which could suggest another influence to him was religion. Kyffin Williams was able to grasp the imagination of the public through his monumental landscapes both in Wales and internationally. His work became iconic with its depictions of Snowdonia created with a dark palette and application with a palette knife, which was a suggestive link to his dark, complex personality. Which is also suggested in his stormy, moody seascapes where a bold use of dark colours can be seen. However, it was his paintings of Snowdonia that determined him on his artistic course, and there was never a question of his subject matter after this and his passion to paint became all consuming. In 1968, Williams received a Winston Churchill fellowship in order to record the welsh community in Patagonia. Although this visit to Patagonia allowed him to expand his practice and explore the use of more vibrant colours, which was unusual for him in his practice. It also reinforced his awareness of his Welsh roots and his strong welsh identity, ultimately leading to his return to Anglesey, North Wales (Evans, 2006). I feel that many welsh artists have a sense of collaboration between themselves and place or site, and this idea of place or site holds a great importance to them, as does the uniqueness of being Welsh and the experiences the have because of it (Curtis, 2000). 

















Ernest Zobole is a welsh painter known for his surreal sense of perspective and even suggested abstract aesthetic in his landscapes. Despite what his surname might suggest he was deeply rooted to the industrial Rhondda Valleys of South Wales. Unlike many other welsh artists of the time who often fled their native patches of Wales to embrace the metropolis such as Cardiff or London, Zobole hardly ever moved more than a few miles from the village of Ystrad where he was born in 1927. He took great pleasure in painting the bustling streets of Rhondda Fawr, with his works often depicting level crossings, buses and lorries, and particularly terraces that lined the narrow streets of the valleys accompanied by the people that lived/worked in them. Many of his works have a dreamlike, phantasmagorical, even lyrical quality to them, further suggesting the idea of surrealism with hints of abstraction within his work. Houses in his works can be seen from several viewpoints and his figures are out of scale often appearing larger than the houses. His works can also be seen frequently adopting the use of a translucent blue which could be suggesting an aesthetic of space that is being encapsulated within the confines of the valleys, which could link with Zobole`s dreamlike even panoramic sense of site and perspective (Stephens, 1999). Zobole never really commented or formally documented his works after they were made as he always considered himself as part of the landscape, therefore suggesting that his paintings were more like freeze frames or memories to him. This feels like he was internalised into the painting, and gives me the impression that he also had a spiritual connection to the landscape in the same way as I do.
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Fig. 3: A Painting about Myself in a Landscape
A Painting About I in a Landscape, is held at the University of Glamorgan where Zobole expert Ceri Thomas discusses his work, and the work of other artists in the Rhondda during this time period. During these discussions A Painting about Myself in the Landscape is talked about and its suggested that because it was painted during the 1990`s when Zobole knew he didn’t have long to live, he portrays himself in the landscape within a rectangle which is commonly assumed to be a coffin. The composition of the landscape depicts the Rhondda with a three-hundred-and-sixty-degree view suggesting a possible sphere. This would further suggest  Zobole`s dreamlike sense of perspective and gesturing that he was on his own planet. (BBC, 2019) I find it ironic that Zobole was born in the Rhondda Valleys and also came to the end of his life there, it suggests to me that his roots where so deep in where he was from that there was just a part of him that could never leave. Form his paintings I also feel that the depictions of himself could almost represent him immortalising himself through his art, so that he would always be in the Rhondda as he saw it. I personally find the composition of his work to be very busy, almost to the point of where the canvas looks too small for everything Zobole wants to put across. His surrealist aesthetic is suggested clearly in this piece of work particularly in the scale difference between the depiction of himself and the ‘v’ shaped street next to him. It suggests to me that he is almost floating above and looking down over the Rhondda, which I believe could be plausible as at the time this painting was made, he knew he was nearing the end of his life. Zobole found an artistic community on train journeys from the Rhondda Valley to Cardiff which during the time took up to two hours. It was on these journeys he would debate about the art of the time with contemporaries such as Robert Thomas, David Mainwaring and Nigel flower, it was this collective of talented welsh artists that would become known as the Rhondda Group. So not only was Zobole integrated within a close-knit community with a strong welsh culture, he was also played a part in a much bigger community, the art community where he could express himself in a way that he might not have been able to within his intimate family community in Ystrad. I also feel that this sense of being able to be a part of two widely different communities would have given him diversity as an artist and as an individual. The 56 group has been established for over 60 years, it is a collective of welsh artists celebrating abstraction and broadly modernist and is a platform for welsh artists to exhibit their works. In the late 70`s Mary Lloyd Jones was elected as the first female member of the 56 group, this arguably could have been due to the rise of feminist consciousness at this time (Lord, 2017). Mary Lloyd Jones shares the same surrealist aesthetic as Ernest Zobole, however she employs a much softer palette of materials unlike Zobole with his use of heavy dark oils. However, she uses the juxtaposing dark and light to bring contrast and structure to her narrative. This light and dark that Jones sees is the vastly changing palette that she sees as nature unravels before her.
“painting is a form of communication and cannot exist without an audience” (Wales art review, 2016) whilst living in Ceredigion in the 60`s Jones` noticed discrepancy between how art was perceived, as opposed to gravitas given to literature and music. Because of this Jones set about changing the way art was acknowledged, and decided to set up a summer school for art. The success of the summer school then led to Jones and her husband purchasing Yr Hen Ysgol in Aberbanc, and the intention of creating an international hub dedicated to the visual arts which lasted for twenty-seven years.
 The old strategies for pinning down visual images-perspective, due proportion, colour is incapable of articulating the complex phenomena with which an artist such as Mary Lloyd Jones might wish to engage (Lloyd-Jones, 2001).
 Jones also expresses her relationship with the land by incorporating a deep knowledge of history, both social and geographical of South Wales, she also portrays an understanding of the literary and oral traditions within her work (Lloyd-Jones, 2001). 
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Fig.4: Bro
The ethereal, side to side immersion of the paint on the canvas invites the audience to engage with Jones’ spiritual, mystery.  Her work allows us as an audience to delve into our own memories through her work. Her depiction of nature employs a use of bold lines and changing forms suggesting how the land is changing continuously which was a big interest to Jones within her practise. Her work is often seen alongside works of poetry which she has selected herself and can be seen to either compliment the work or to bring a conversation between both mediums. Whilst reflecting on her work Jones says, “Looking is a skill, remembering is a skill, but painting is the translation of them both” (Lloyd-Jones, 2001). I feel that what Jones is trying to say here is her paintings are a way of her documenting these fleeting feelings and memories that she has, by the mystical aesthetic jones also allows the audience to engage with their own memories and emotions. Her work incorporates the idea of hauntology, a philosophical idea centred around being and existence. She has recently exhibited in the Smithsonian Festival in Washington DC (2009) cementing her reputation as an established, internationally renowned artist. Although she was very attached to her welsh roots, she developed a love for travel and immersed herself in these foreign cultures she was particularly interested in the women were culturally depicted (Wales art review, 2016). I feel that Jones tries to convey the deep spirituality of a place through her work. It could also be suggested that Jones portrays links between her work and the past and folk myths and legends. I feel that these links are highly suggestive in contributing to the atmosphere she encapsulates within the landscapes she paints. From looking at Jones` work I feel there is a clear sense of her attempting to heighten her audience’s awareness to the land and our understanding of the multi-faceted nature that she sees in the site around her (Lloyd Jones, 2001)









Peter Finnemore, born in 1963 is a welsh artist who predominantly works with a broad language of photographic art, embracing the traditions of his welsh heritage through his digital photography, installations and curations (Contemporary Art Society, 2019). Finnemore`s work is primarily created in his family home and the garden attached. The home has been in his family for generations and he uses this as a link to explore his welsh cultural memory and history. Finnemore`s work suggests heavily ritualistic tendencies, his photographs depict a history of both past and present allowing the audience to witness the ideas and issues that sculpt personal identities, woven into the web of welsh culture, tradition and history (Portrait of Peter Finnemore, 2019).
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Fig. 5: Pollen Path no.4
Pollen Path no.4 is part of The Pollen Path project which delves into the lyrical and transformative qualities of photography. “Is a project which continues to develop 25-year investigation into the family home and garden” (Singulart, 2019). Portraying the complex life force between light and nature, and how pollen is the essence of life.
Finnemore`s photographs in the home place are predominantly of objects and possessions, human presence is implied through association, in particular through the felt sense of contiguity between belongings and their (absent) owners (Finnemore, 2000)
 Colour photography has the capacity to deliver emotional temperature of cool and warm, hot and cold. This could suggest a subconscious interaction with what the audience collects visually through the tones that depict the image, and it could also be suggested that colour photographs have their own intellectual and emotional dynamics. A clear motif in this piece of work and seen in the rest of this project is the magnifying glass, said to be a family heirloom, and not used as an ornament but as an everyday tool to aid the vision of those who use it. I feel that there is a deeper connection between The Pollen Project and the magnifying glass, through its patina of time and wear. It displays the beauty of wabi (the transience) of an ordinary object, this being the magnifying glass which has its own unique imperfections. The magnifying glass is an optical instrument that is able to bend the light, magnify and transform, suggesting the visual playfulness and investigation throughout the project (Singulart, 2019). As we can see form Pollen Path no.4 as Finnemore moves into the garden his “preoccupation with more universal symbols and archetypes” (Finnemore, 2000) are in complete contrast to the more intimate and private documentations of his family home. Many of Finnemore`s photographs could be seen as choreographed as items are placed to enhance the narrative of the image and to also acknowledge the human presence. These items imply more indirect information about the subject, however they are not implicit. Finnemore almost commands the audience to take its time to absorb the image and unpick the narrative. Although not seen in Pollen Path no.4 Finnemore employs the use of shadows and silhouettes suggesting that what was once there is no longer, again encouraging the audience to bring their own imagination and perspective into understanding the image.
Finnemore`s use of floral-patterned fabric and botanicals suggest the renewing of life and hope when so many of his works imply absence and loss, maybe showing the rich cycle of life. Finnemore`s work suggests the notion of life cycles as “something new wearing in as things wear out” (Finnemore, 2000) which is clearly suggested in some of his earlier works. He evaluated what he saw around him and he visually commented on the need for reconstruction of welsh identity. This again informs us of how the relationship between art, politics/culture are intertwined, and all influence each other. During the 1990`s his photographs could be seen as a metaphor of welsh history/ welsh culture, depicted in his immediate landscape and surrounding areas. During this time his works also employed a vignette aesthetic, whether it was done digitally or in post-processing is unknown, however it is used to bring the audience’s attention to the centre of the image and deters us from possible insignificant distractions. 
There is a similarity between the works of Peter Finnemore and the artist Lois Williams, although their practices differ vastly with Finnemore being a photographer and Williams being a sculptor of found objects. They both show depictions of quintessentially welsh memorabilia. 
There is a constant development and change, a combination of new with old, current issues with hard won practice, multifarious tasks. Beginning and end, regeneration. There is appropriate use of materials, seasonal repetition, an awareness of time, colour, touch, smell, movement, sound, relationships. There is an undetected clay, method linked with task, no one way of making or seeing, a sense of order (often arising from apparent disorder) and selection (Alston, 2000).
Lois Williams unlike her counterparts works from a studio in Sheffield, although her roots lye in North Wales. This was due to the seemingly lack of job opportunities available to her. She felt at the time that her work wasn’t being seen to its full potential. Similarly, to Jones she might have embraced the emerging culture of feminism. I believe that Williams might have embraced to opportunities available to women at this time. Indeed, she exhibited with many other female artists and continues to do so today. As seen in the figure below Williams can be seen as a multi medium artist, working with a range of materials such as wool, ceramics, fabrics and found objects. Including installation, sculpture, wall pieces and also drawing (bayart, 2015). Certain materials she uses within her practice have similar properties and are used to show the similarities between the synthetic and natural substances, an example of which is the use of wire to portray horsehair (Curtis, 2000).
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Fig. 6: Untitled
This piece Untitled was created in collaboration with another artist Mary Husted. This was for an in-conversation exhibition with Lois Williams and Mary Husted, in 2018 in Cardiff Bay. Although it can be suggested that both artists have a differing method to their practice, they do both have a strong emotional affinity, a love for their landscape, and a belief that visuality and perception are highly influenced by memory. Unlike Husted`s work, which is mainly represented through drawings, Williams` work is explored through wall pieces and can be seen in this piece Untitled (Bayart, 2015). This piece it is a clear depiction of Williams` use of found objects and the appreciation she has for traditional welsh objects and materials which is implied from close inspection of the objects and the overall condition they are in. Williams does have parallels with Peter Finnemore, from their shared use of found objects, often containing links from their personal lives or through their deeply rooted connection to the welsh history/ welsh culture which has such a prominent influence both of their individual works.
It is from this such apparent disorder that ideas for work grow, the appearance or feel of texture against texture, the accidental laying of one material on another which evokes the imaginative leaps necessary to creating a new work (Bala, 1999).                                             
Although Williams` practice often ends in some form of sculpture and becomes an installation in a gallery, her thought process almost always begins with either small sketches, a thought or title. This then slowly evolves into three dimensional objects for which she is known. She makes multiples of these small objects that come from the initial sketch or idea and then through the process of elimination selects one of the small objects which will then further evolve into what would be considered a finished piece of work (Curtis, 2000). This is a very methodical way to produce work, where Williams can take the time to analyse every small detail at each stage of her process, making sure that she is content with every decision she makes. The process of elimination that Williams employs to her practice has strong similarities to my own work, as I too like to look at all of my options and explore what could come out of an idea before choosing my preferred final piece.
One could question as to why Lois Williams hasn’t made the leap into installing her work outdoors, however she feels that spaces are important, that her work is better represented within the confines of a room, and this would make sense as her work is made in her studio it would seem natural that her work would then be displayed within a gallery installation (Curtis, 2000).                                                                                                                       
It could be suggested that the best art often transcends from a series of feelings and intuitions, as the viewer attempts to understand or acknowledge the true meaning behind one individual piece. Lois Williams work comes into this category, however I believe that it is impossible for one piece of work to have just one meaning. Indeed, each individual viewer will bring their own unique perspective and find new feelings or understandings in each piece. Individual influences will mean that we all appreciate art in different ways. These influences may include how the work has been curated, where the gallery is situated and the larger cultural environment.
In conclusion I have found that the artists` discussed all have clear similarities, as both artists` and as individuals. The geographical location I chose to look at was Wales and welsh artists` who capture the places they lived. I find it ironic that the artists I selected to look at were all from wales, but that they are equally spilt between the North and the South. Although some of the artists share the geographical regions between North and South, they all suggest a deep-rooted love and understanding of the country which is clearly portrayed in both the works and each individual artist and their practices. I wanted to investigate artists that I was aware of but, was unfamiliar to their practice and general lives, giving me a fresh perspective on each artist. I also find it interesting that from looking at all the artists, it could be suggested that Kyffin Williams is the only artist to portray the site he was in, in a pictorial aesthetic. It could be suggested that Kyffin Williams was the only artist discussed that used oil paints that depicted the closest colours to what he saw whilst painting, again suggesting this pictorial quality to his work. Other than Peter Finnemore and Lois Williams whose practices comprise to create photography and sculptures made from found objects. They have profound connections to both the history and culture of Wales and welsh society, this is similar to Peter Finnemore, however the objects seen in his photographs are family heirlooms. From discussing these artists, I also find it intriguing that out of the six artists I have discussed, only three ever left wales to expand on their practice and the understandings of differing cultures outside of Wales, these artists being Kyffin Williams, Mary Lloyd Jones and Lois Williams. Although moving out of Wales might have been influential to them and their careers as artists`, ultimately all three returned to carry on making art in the site that they are clearly so connected too. As opposed to the other three artists discussed these being Peter Prendergast, Ernest Zobole and Peter Finnemore, who continued to practice in their regions of Wales, and this could have been for a number of reasons. They might have been unable financially to travel, or that they had other commitments in their personal lives that meant they didn’t get the opportunity to engage with other locations outside of Wales or globally. I however, feel that from the research I have gathered for this independent inquiry that, it is highly possible that the reason some of the artists disused didn’t leave Wales purely because they felt that they had everything they needed where they were and continuously found new things in their site which constantly brought new inspiration to them. Overall, I feel that the similarities outweigh the differences between these artists, not because of their heritage or their career choice as artists`, but because of their overwhelming need to be at one with the place they call home, a place where they feel they belong. The grandeur of their current locations gave them the opportunities to depict what they see and feel through their art. 
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