 Painting collections of Wales and their contribution to the coastal heritage 
Perceptions, collections, communities, challenges.
[image: image1.jpg]




   Image:  Egg Rock; by Alfred Worthington (1825-1925) from the Alfred   
      
   Worthington collection Amgueddfa Ceredigion Museum (photo by the

   author 2019).
The Egg Rock, as it was known, on the coast near Aberystwyth, was washed away in a storm in 1930.
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Introduction
This dissertation aims to explore how paintings in the national and regional collections of Wales represent archaeological and natural history and how changes and challenges in the coastal landscape are represented in painting. Therefore adding to the whole concept and matter of Wales’ coastal heritage. 
The main focus, for the purpose of geographic context, is on the North-Mid Wales regions when discussing the collections, but not solely. 
I intend to reference the collections as historical example but will also refer to some of the many ideas and approaches of contemporary curator practice of the wider heritage/collection field, artist approaches to coastal heritage and changing influences such as ideologies and climate issues, thus representations of the physical changes to the landscapes represented. Also how painting exhibitions have become a vehicle for education and community engagement by museums and can be developed with those issues in mind.
I have selected specific collections and exhibitions, throughout the dissertation, to discuss the Welsh perspective of curator approaches and the success of those exhibitions within the communities they appear. Some focus is on the process of what makes a coastal based painting enter the heritage of the nation in the first place.
The artistic and curator process in relation to Wales’ coastal heritage tends to fall broadly into the realms of archaeology, birds and marine landscapes/seascapes, painting is the focus but there are also references to drawing and sculpture.
The recent exhibitions which I have chosen which can be perceived as supporting the coastal heritage through paintings are; Kyffin Williams, ‘Behind the Frame’, a retrospective exhibition National Library of Wales, 2019 and Wales and the Sea, an exhibition of paintings from the National Library of Wales archives (NLW) 2019, and coinciding with the publication and relevant chapters of the book with the same
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name, Wales and the Sea, 10’000 years of Welsh Maritime History,  Rednap, Rees, Aberg (2019).
It is important to mention that a variety of Wales based artists works will be referred to, for the historical relevance to the subject matter, some as single works which appear in important collections and exhibitions such as at Oriel Ynys Mon, Anglesey, in particular the Kyffin Williams and Charles Tunnicliffe collections, Plass Glyn y Weddw, Llanbedrog collection exhibitions, the Museum of Modern Art Wales (MoMA) Machynlleth collection and the Ceredigion Museum displays. The coastal contexts of works within the collections I refer to are either archived works within the collections, or work by nationally known Welsh painters whose works have been exhibited regularly at one or more of the galleries mentioned. 
I will,  in general, be exploring in the following chapters how approaches to particular challenges are developing within the curator realm to represent new landscapes to the visiting public in the future.
Artist, concepts, process.
As humans we have obvious connections to the land and particular emotional responses to our surrounding landscape, as Cosgrove (1998) explores in his essays on environmental and social connections to the land, as well as evocative poetic essence of the land which can be the driving focus of an artists initial motivation. 
A visual artists creative approach is not generally motivated to simply record environmental changes in a scientific way, but there is often a crossover of these approaches, which I explore in more depth later. An artist will more likely represent the science or natural history of the land in an expressive but recognisable way. Painters, such as Tunnicliffe and Philip Snow  with their representations of birds and other fauna, of their local natural regions of Wales which they were obviously familiar with on a daily basis, sometimes border on the
5
anatomy/science genre in illustrative art rather than the expressionistic or conceptual genre. 
Often the transient working practice of the artist as opposed to the more static studio method of working as an artist are in contrast in terms of working methodology of coastal painters and yet there is somehow little evidence that the works differ enormously, perhaps due to a working focus. Plenty has been written about the artistic process and how the artist makes emotional and expressive connections to ‘place’ and the representation of it in material form, Gell (1998).
Whether focusing in on sea-life, in terms of beach stones, seaweeds, or other flora and fauna, artists such as Tunnicliffe and Snow have demonstrated this focus on natural heritage over years by capturing the rugged outlines of coastal rocks at sunset, seabirds skimming across the landscape, and contrasting shapes of rugged rocks night and day,  for example as shown in some of Kyffin Williams works.  
The collections aim to show the variety of painting approaches which are often equated with Wales and it’s coastal landscape. The importance of the artists’ close daily, often tactile relationship to nature cannot be underestimated. In turn the more representative the paintings the more they make direct reference to at least, our immediately visible natural heritage of the coast of Wales.
Both artists incidentally lived very closely, or ‘within’ their subject areas for many years, the birds and flora being outside the front door in North Wales and perceived, 
6
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.A classic view of nature and birds birdlife from Charles Tunnicliffe 1945
Source; unknown, print authors copy. The typical view of the coastline has a nostalgic sense which has lasted into popular visual culture.
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surrounding artist engagement as such and as Gell states ‘of formulating a theory of art which fits naturally into the context of anthropology’ (Gell 1998:5) he describes the creation of art as a series of decisive actions based within a known landscape, for naturally, as the heritage of the region, for example, north Anglesey or north west coastal Wales.
To return briefly to the concept of artistic ‘agency’ in an anthropological context,  that perhaps creativity cannot be driven purely by the aesthetic and must also have cultural context in terms of wider appreciation of it, there are many questions example, and as with coastal landscape to provide a source for numerous paintings from one artist is an interesting introduction towards the finality of the body of work becoming a resultant  ‘heritage’. To understand this in terms of production, from perception and concept, firstly there is an explanation, that there may be perceived ‘geographical edges’ for an artist who relates to a particular land/seascape as Casey (2011: 66) discusses, whether places have edges, in the regional and geographical and in a sense it becomes part of the artists working decision on where and how to represent the landscape of a country, a region or nation, both culturally and geographically. But that the spaces move beyond those obvious factors into a conceptual realm, where boundaries become blurred and merge into other realms. It can be said, that the artist is dealing with those ‘undefined’ concepts in landscapes as well as the very material they are depicting, whether animal or land and taking those concepts into a secondary material stage through sketching, painting and sculpture. There is clearly a personal perspective from each artist, for example, the static artist, within any community, tends to be engaged with their locality with a sense of  working for the longer term, of a ‘depth’ in the engagement of such landscape, whether rural or urban. Walsh (1992: 150) describes as such, that ‘any attempt to develop a sense of place should be considered with an emphasis on the temporal depth of places’, he also explores the idea of mental maps and that people usually
8
 have a sense of how they define their local living/working environment, for whatever part of life they are involved in. This is important for the visual artist, who is often representing their immediate living environ in close context and within a particular cultural sphere. The production of the work and supporting venues such as art centres, museums, galleries are their ‘mental map’ for the support of a functioning career, if their work is taken up repeatedly or as solo exhibitions within that structure of venues then their work can be said to represent the heritage of their region.
To support this concept Walsh also presents the ideas of two geographers Gould and White who ‘attempted to ascertain how people perceived their own localities’,  one part of this perception reflects the role of both artist as ‘maker’ and ultimately a gift giver, in a sense, for the museum visitor, particularly in terms of local engagement with the history of the location and perhaps supported with museum workshops
 It is the ‘emotional’ involvement that local people have with their area and speculation on, ‘how far, in terms of distance from their own locality, did their involvement with, or knowledge of an area extend?’ Walsh (1992:151).
Taking the concept of artist perceptions of the landscape further, Brett (1996: 56-7)  writes about the idea of ‘the sublime’ and how it can be used in a sense as an ‘ideological function’ thus serving a purpose beyond the pictorial, in perhaps renewing the ‘self worth’ of a people or nation, he points to the case of Celtic ‘fringe’ revivals for example. These complex dialogues with regard to perceptions of painting collections and how they develop is open to many contextual questions about how we view ‘landscapes’ within and outside of ‘our’ culture, how are we placing it both as maker and viewer, within histories, known or otherwise. For example, does the viewer or maker use only specific knowledge of certain ideologies, cultural stance and thus a message to convey a particular position? Where a certain cultural perspective may be most prominent within a time-line for example,  or within the geopolitical spectrum. Whether the artist is culturally appropriating from their viewpoint, or simply travelling through and recording visual images of the land as
9
though a ‘picture book’. This approach is evident in historic painting examples of Wales such as Richard Wilson and Joseph Mallord William Turner in Wales,
Clark (1973) and Weelen (1992). In the present day, is the artists view specifically of the ancient land or as a contemporary view which records textures and lines from the past.
Carolyn Trant a contemporary artist who worked with South East Arts and the local County Council to study Earthworks and Downs in 1988 and 1990 produced and 
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Image NLW 2019 J.M.W Turner, Dolbadarn castle, typical of the 
Romantic view of the landscape of Wales and other parts of Britain at the 
time.
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exhibited, Rituals and Relics, explains some of these concepts in relation to her approach, ‘there is a tension between the inner and outer vision, what I know about a place affects my vision, at the same time a stream of information through my eyes makes me reappraise what I know an important aim of the project was, to produce a body of work with wide public appeal’ Trant (1997:13).
Trant clearly had the public expectation in mind while she was working and the public finally saw both art and the local ancient landscape heritage merging together.
There are also examples of how paintings which perhaps were not produced with the public in mind, can still be presented to the public eventually and with quite an engaged level of interest, enough to create very effective museum interactions with the visitor. According to Brett (1996) heritage and the ‘sublime’ are inseparable in some way, ‘the sublime promoted and fed the growing field of antiquarianism and demanded attempts to give it visual form’, we can see this element in Richard Wilson’s romantic style paintings of mist laden mountains with mysterious paths and clearly from a travellers viewpoint, almost of a newly discovered landscape reproduced with reverence (Levey 1992:235) Wilson’s paintings are an intrinsic part of the NLW collection, a style in landscape painting which gradually evolved over time, in the context of art movements and eventually led to Turner’s more abstract depictions of land and seascapes which are well embedded in our collective cultural perception in terms of art history, (Clark 1973:248-252). Therefore the viewer perhaps, would enquire into these painting styles, in a heritage context and accept, reject or ask why the artist had this particular perception of the land. It’s worth noting too that landed gentry changes in estates house design and building and land use commissioned paintings for their properties which reflected the opulence of these places in their prime (Wakelin, Griffiths 2008).
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Cultural appropriation concepts are currently an ongoing dialogue within many cultural forms and exchanges across the world, and paintings are one of the vehicles for the representation of cultures, aside from artefacts in museums, but unless the viewer knows and understands the position of the maker (often explained or not, within gallery contexts) the specific ways in which a painting may be viewed in an exhibition context can also helpfully encourage dialogue within and outside of the gallery space, and further to that, allow for engagement and educative use in museums. Particularly as citizens we learn more of our individual histories, journeys and oppressions of the past, but perhaps a different approach of deconstruction is required for landscape paintings, in terms of recording the impending changes to habitat and climate, as we are entering a different and somewhat dramatic and reflective historical period in which to produce art works. 
The representation of changing landscapes in heritage
In their recent article on ‘Anticipating Loss: Rethinking Endangerment in
Heritage Futures’, De Silvey and Harrison (2019) discuss the many potential challenges for the future within the heritage realm, ‘heritage studies are perhaps uniquely positioned to provide critical perspectives on the current global crisis and the anticipation of widespread attrition and extinction across a range of cultural, social, geographical and ecological contexts’. The fact that the coastal regions have always been changeable in form through evidence of erosions and often the revelation of ancient sites such as fossilized forests, shown in Wales for example in the paintings of Francis Place, (Redknap 2019:21) and more recently the drought conditions which revealed hundreds of ancient earth sites across Britain is a case for that argument.
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These kinds of revelations of the ancient through land changes have had artists engaged resourcefully for centuries, throughout many periods during art movements
and up to the contemporary. But today’s issues are more extreme in the case of
 landscape changes, often catastrophic as we see consistently in news items on glaciers melting and seas rising.
With these major shifts in mind it is also fitting to remind ourselves that visual artists have recorded the relics from the past all along, this has loosely fallen into two areas in terms of approach, Renfrew (2003) Moser and Gamble (1997).  Since the museum and heritage world has clearly used a mass of interpretive images which are normally exacting in their approach, to be able to convey the information which aligns with known or semi-comprehended histories of human development through archaeological excavation. Once the relevant artefacts are exposed, the main discussion being that ‘archaeological landscapes have always been represented in both scientific and unscientific ones’ Moser and Gamble (1997: 209) and both genres have evolved to a high degree in our world, in the sense that conceptual fine art objects which relate to the contemporary art world have become professionalised into the mainstream exhibition realm and into public galleries.  Exacting as possible depictions of archaeological and anthropological histories in museums have developed to represent the maximum amount of information for the public and as close to reality as possible for display on museum interpretation boards which the population are familiar with. 
Nature, or aspects of it, have become redefined in galleries under the public exhibition gaze, Renfrew (2003) and Firth (1996) ‘materials for art are everywhere’ states Firth (1996:18) ‘Coherent forms in snow crystals, the song of birds, the delicate shades of bare soil in a ploughed field, provide what I would call incipient art’. This idea is supported by Lowenthal (1985) concepts of temporal cycles, evident in archaeological relics and landscapes, ‘indeed we would hardly know how to describe temporal change without referring to stages in our own lives’ Lowenthal (1985:128) he explains that, ‘infancy’, ‘youth’. ‘maturity’ and old age are terms continually
13
 applied to nations and neighbourhoods, arts and sciences, rocks and relics.’ 
The art world is often a mirror of our world of challenges, but there is an opposing view; that where an artist is viewed as consciously creating with the public in mind that inevitably these works finish up in the public realm. It can be argued that this is due to the process itself, and however personal and internal the creative approach can be for any individual artist, is ultimately their choice as to how they share the work and who with, it may become a legacy within a family for example by way of gift, or to a private collector through the same method, whether it then makes a journey toward a public heritage venue can be entirely random. An artistic process may have ‘someone’ or an abstract ‘people’ in mind to view the work but not necessarily to an internationally wide audience.  Museums use varying concepts of approach to these disparate forms of ‘giving’ as they collect, display and engage with items which reflect the daily industries of the time, domestic-ware, tools, useful items which can also be decorative, pieces of art which were not particularly meant to be displayed openly perhaps such as sketches. An example of this industrious approach within the art exhibition methodology is the showcasing of the numerous artists sketchbooks which are shown in museum displays, otherwise they are, in general, inaccessible to the public. In the recent Kyffin Williams collection exhibition ‘Behind The Frame’ (NLW 2019) for example, many of his sketches were shown in this way, accumulatively. 
Many public art pieces are commissioned on a regular basis, normally the curatorial process for a local museum involves the selection and use of the existing archive, even if those works are newly collected by the museum, as is evident in the content of the exhibition ‘Collecting Contemporary’ (NLW 2019.).
The fact that collections of art works from the past represent a certain time period can allow for the categorisation of the works, it helps the curatorial process to be able to group together related images for many different reasons, the main aim being to creatively engage the public in various ways.
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A cross section of how the visual arts historically represented the Welsh coastline and how it has evolved is evident in the selected paintings in the presentation of the exhibition ‘Wales and the Sea’ (NLW 2019).
Collectively, artist views of landscapes clearly involve perceptions of many types,  MacDonald (2006:271) discusses Patrick Geddes perception experiments with 'camera obscura', how dark and light expressed notions of how the eye records material object and sense is made of our surrounding environment Casey (2011). as a basis the approach involves perception, vision, in the scientific sense, the development into abstraction and conceptual art has been a long and varied route through many art movements (too many to mention here) draws also vastly on emotional, geopolitical and aesthetic resources. of those visual artists which get close enough to the landscape around the coast there are vast collections of their works across the world. It only takes a moment to think about the phenomenal number of visual artists who have engaged with sea themes and the nature associated with the coastal regions of their choice, it seems though that fewer have historically engaged directly with coastal archaeology and those who have tend to form their work around a sketching and sculpture basis as is shown in many of the accounts of contemporary sculptors, Renfrew (2003).
However, the origin of the visual artist working with archaeology is explored well, (Trant, Moser and Gamble 1997:207) the cultural life of the image, it’s historical context and growth in museums and the use of fine art in relation to archaeology with the demise of the Romantic viewpoint such as Turner or Wilson (in Wales) for example. The same relationship of art and natural history can be applied to the bird drawings and paintings, of for example, ‘Thorburn’s Birds’ (Fisher 1976) and Tunnicliffe’s bird drawings these are the exacting representations of animals to a highly anatomical sense but still remain within the realms of visual art.
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Archaeological artefacts drawn in the field, in some contexts, may provide similar forms of ‘art’ if from borrowed images displayed in a fine art or conceptual context or within the exhibition of a national painting collection. Artists who work with ancient rock art, or with some older or ancient crafts such as weaving as inspiration (Ingold 2000:345) may have a greater sense of their actions being in some way ‘synchronised’ with ancient civilizations, in their process of production, or with the sketching which takes them closer to the ambiance of the original drawings, just as a musician who plays an ancient piece of music may feel the evocation of the times. 
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Illustrations of potsherd samples, source; Lynch. F Prehistoric Anglesey (1970). Detailed depictions of the designs of the pottery are presented in many of these types of archaeological drawings and records.
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Illustrations of ancient Celtic jewellery from Llyn Cerrig Bach, Anglesey. Source; Lynch, F. Prehistoric Anglesey 1970. These types of designs are iconic for the knowledge of visual art of the ancient Celtic lifestyle and culture.
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Illustration of ancient site Anglesey, source. Lynch, F. Prehistoric Anglesey. 1970. Intricate mapping and stylized depiction of burial sites.
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Collections and archaeological ‘finds’ from Wales coastal regions can provide a huge amount of inspiration to working artists, communities and heritage venues beyond the museum. The landscape of shores are flat and tidal some connected to estuary banks, 
bridges and lighthouses but there are also sea caves with ancient relics or paintings and carvings on rocks in Wales i.e the Reindeer cave and Paviland cave artefact collection (Wakelin, Griffiths 2008)  this presents us with different ideas and concepts to think about, certainly with archaeological relics as inspiration. Renfrew (2003) challenges the concept of ‘how slow the visual arts were to make explicit use of pre-existing artefacts as their main subject of contemplation.’ he then considers that the contemporary art field certainly makes up for it, ‘in an age marked by widespread literacy’ Renfrew (2003:146) or at least the archaeological landscape and referring to Richard Long artworks he quotes; ‘everything that Long does is the product of simple human intentionality: it records his presence and his actions. It is the very embodiment of agency’ Renfrew (2003:34).
Renfrew describes his own archaeology excavation experience, in which to explore concepts around the actions of discoveries of the ancient world at the Quanterness, Orkney cairn for example, ‘ then there is the play of light and dark: the feeling of intense activity during excavation in the narrow space’ Renfrew (2003:40) and historical buildings restored or unused and derelict. 
In terms of natural history depiction, Wales is ideal for its variety of natural subjects, to be on a train track along the edge of the sea for many miles, means that elusive seals can be seen and many colonies of larger sea birds are numerous. A closer gaze at the rocks and formations on the shores supplies a multitude of inspirations from lichen to shell life, fossils, seaweeds and sea life. An artist can spend a lifetime in one place sketching a coastal area and its contents in some detail, or capture the transience of the coastal landscape passing by with equal dexterity,
19
 ‘artefacts age in varying ways, reflecting different substances and kinds of use and wear. Biodegradable objects moulder and erode; plastic materials discolour or shatter’ Lowenthal (1998:143).  In relation to ‘coastal’ subjects as inspiration Renfrew points to the works of a David Mach sculpture of a sub-marine (Polaris) made from old rubber tyres (Renfrew 2003.157).
On cave art he notes that ‘The mythic stage of our own species is of course brilliantly illustrated by the cave art of France and Spain’ he also reflects on Bellany’s art works based on the sea, another artist ‘who is preoccupied with the imagery of life’s voyage and with his ancestors’ Renfrew (2003:114-134). It seems from these examples, that familiarity plays a large part in recording the depth of possibilities in the representation of the coastal landscape.
National galleries tend to collect regional artist’s works once they are well known or at least have exhibited in other recognised galleries within and outside of the region over a long period of time, (artists such as Williams and Tunnicliffe for example). Once a painters works have been discovered to be valuable to a public through a national gallery their works are generally arranged into various sizes of shows or as singular works to be displayed in public. There are very many outstanding Welsh/Wales based artists and artworks, and certainly many in relation to the heritage  geography of the coastal landscape. Wales’ marine museums reflect this relationship to painting and coast, mainly they are related to the historical content of local coastal industries such as fishing, shipping and specific finds, which I mention later in relation to such as Ty-Gwen museum in Abermaw, north west Wales, (Barmouth).
There are numerous coastal related subject matters which painters have represented in the various museums and art galleries, this accounts for the large collections of 
20
paintings in Wales. The coastal region, poses challenging questions with regard to the
changing nature of that landscape and how it is represented, often within two or three main groupings of artworks, the most obvious being marine museum collections, quite often, of the more detailed and conventional style of ship paintings and a range of seascapes, although highly important historically, they can sometimes seem technical, compared to, for example, the life and texture of a more contemporary or modern, abstract approach to painting the coast. 
A large part of the geographic nature of the sea as an attractive and productive place to work stems from a sense of ‘escape’ of looking outwards, mythic time and philosophies of geographical exploration both physically and conceptually, which reflects the idea of regions where the activities within ‘belong’ to the landscape, long histories of myth and story telling, island communities as well as solid ongoing sea industries, such as ship building and fishing. There are scores of paintings and sculptures on every angle. 
An interesting development of the artworks in terms of their addition to the coastal heritage of Wales is that when they are drawn from existing archaeology artefacts or landscapes, which are already within the heritage realm, the artworks then naturally become part of the national heritage as well, thus supporting exploration of our
relationship to the land. An example of this natural transition of artworks into heritage collections is paintings such as the Ceredigion Museum collection representing, namely through the collection of Alfred Worthington (1825-1925), who’s works amount to a substantial display within the museum. A painting which reflects perfectly the changing geology of the coastal landscape is ‘Egg Rock’, Aberystwyth, which was washed away during a storm in 1930-1. (see cover image). The artist also captures some of the industry of the Ceredigion coast with ‘Herring Fishing by Night’ which is one other example, it could be categorized perhaps as a ‘lost landscape’ something encompassing activities which the local population and visitors to the area took for granted, and now it is gone.
21
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    A graphic yet decorative ship painting, one of the design type   
paintings 
with a sense of Arts and Crafts. Image courtesy Ceredigion
     
Museum Aberystwyth, photograph by the author 2019 © 
To support this concept of the artist presenting the loss of particular landscapes there are many examples of how artists use artefact ‘finds’ to inspire pieces of work or a series of works, fine art objects and artefacts in general ‘lead very transactional lives’ Gell (1998:24) continues to explain that a piece of art and the way it is produced is ‘indexed’ by degrees from concept to production, the main aim of the work in the sense of having multiple stages of engagement and presentation to the recipient, that ‘artists do not (usually) make art objects for no reason’ they make them in order that they may be seen by the public’ Gell (1998:24) thus it could be said that Worthington’s ‘Egg Rock’ was a conscious effort to show the unusual rock formation to the world with little knowledge perhaps of what the future held for that landscape.
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Just as Turner painted the ‘Colosseum’ and the ‘Roman Forum’ ruins at a time before mass tourism surrounded the sites with busy roads and little foliage, Weelen (1992) we marvel at such images now as our contemporary understanding of how a landscape can be altered considerably from environmental changes, there may now be a more intense shift in how artists represent new works which could be far closer to representations of the past, considering the speed and bulk of climatic information we have about our changing world.
Singular and often very evocative artefacts which reflect the geographical places where they are discovered such as for example the Anglesey lakes collections in particular the Celtic decorative artefacts from for example the Llyn Cerrig Bach, (Lynch 1970) the Gateholm island finds and Paviland cave finds, have also become part of the visual fabric of Wales’s cultural history (Wakelin Griffiths 2008) There is a sense of the ‘iconic’ in these items for Wales and the way they tell important stories about  regional history. A museum artefact example of the singular piece becoming a vehicle for interpretation within the heritage/fine art methodology, is to be found in the use of a single coin from Llandudno’s prehistoric artefacts which inspired an artist video from the Welsh artist Sean Harris (Ebol/Foal) a remarkable artist film which was made in collaboration with local schoolchildren, where the Celtic tribal symbol of the horse from the coin animates and explores the Welsh landscape, through using some special effects the film explores some of the archaeological shamanistic aspects of Celtic history by using the caves on the ‘Great Orme’ as a point of reference and a piece of bone engraved with zig-zags which was found within. These methods of heritage representation through the visual arts means that, in this way, as Gell (1998) argues, ‘artworks are never just singular entities, they are members of categories’ he argues for the culturally, historically recognised groups and that they act as lineage and ‘whole populations, just like people. They have relations with one another as well as with the people who create them’. In relation to collections of paintings, in a 
23
specifically cultural and geographic area such as Wales, or a region within, such as Ceredigion county; ‘Artworks are like manifestations of ‘culture’ as a collective phenomenon, they are, like people, enculturated beings’. Gell (1998). He later discusses ‘style’ and ’harmonic principle’ another factor in relation to collections, for example; the more loose painting style of the Kyffin Williams collection hugely contrasts the much more stylized and almost technical perfection of the collections of specific ‘ship’ paintings seen in most marine museums as mentioned before.
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      Image of horse jaw with zig-zag pattern, artefact. 


      Source © British Museum and Amgueddfa 


      Llandudno Museum. 
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Some landscape scenes in paintings are recognisable to both the tourist and local who frequent these places, in this way the scenes become personally iconic and although sometimes reproduced in number which serves an economic purpose for a museum as well, are displayed in a setting which is an attraction in itself. I mention this later when referring to the National Trust Wales collections.
Apart from using the animal as metaphor, as was evidently used repeatedly in cave art (Bahn 2014) and the many other signifiers of the lifestyle of prehistoric humans alongside coastal natural history and the interaction of human and land forms a kind of ‘heritage key’ in a sense, in the ‘modernist’ sense, Tunnicliffe's works can be associated with South Stack lighthouse on north-west of Anglesey and other collections of the National Trust Wales with their extensive visual archive of Wales’s landscape histories and on the depiction of the wider landscape, paintings can connect together to form a kind of ‘geographical inner sense, or shape’ of the ‘land, often created by the viewer  and creator themselves. And yet they will still edit what they see, depending on their own cultural and/or geographic viewpoint.
Time and the timing of the discovery of changes within the landscape plays an important part in the whole sea coast heritage of Wales, by way of undiscovered archaeology, tidal life cycles in nature, erosions and weather changes, it is unavoidable for the artist to capture the essence of this in their work, particularly if their daily life is within a region, in a sense it is wholly what the artworks are about. That reflective making and dialogue of symbolic exploration, the artist as agent again.
On the wider subject of climate change erosion and landscape changes there are now people recording those changes within the academic realm (who have for numerous years) learnt to challenge their own and others assumptions of how this is likely to lead the planet into the future, (BBC interview Radio 4 PM, Hubbard in Greenland
25
2019) in Wales these are the coastal landscapes of shores, dunes of many shapes and heights, flat shingle, sand and tidal, some connected to estuary banks, under bridges, or around lighthouses that have witnessed much of the history of the sea and it’s past and present occupants.
There are numerous industrial and municipal buildings now unused and derelict along the coastline of Wales. (Wakelin, Griffiths 2008) a visual artist can spend a lifetime sketching within one fraction of a coastal area and at the same time be capturing something of the history of the particular stretch of coast in which they work, or, the artist may capture the transience sense of passing through a historical landscape on a journey, or they may be disrupted from their static resident point from a coastal region along with the rest of a village or town which is threatened by climate change erosion, indeed these kinds of shifts are occurring now in Britain (BBC Radio 4 PM, Fairbourne village interviews 2020).
Considering all of these these rich resources of visual material and angles of perception about ‘coast’, it also explains to an extent why the numbers of artists in areas such as Pembrokeshire and other prominent tourist popular regions are so prolific (thousands of artists in some regions (source; Arts Council of Wales 2013) 
Sometimes the artist demonstrates a linear collective narrative of coastal timelines, returning briefly to Worthington’s ‘Egg Rock’ and his paintings of fishing and other industrial activities, he captured in paint examples of these changing coastal industries perhaps not realising at the time how soon and how quickly these industrial landscapes would change. 
In a sense, some images, conjured from what can be described as ‘a collective organic memory’ Bennett (2004) are at work in maritime museums and some works are perhaps raised to prominence as examples in national and inland regional galleries. Turner’s works for example are viewed as part of a national British collection,  his visions of the sea ports and ships with their tragic or celebratory stories, some based
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 in the realm of his own recent past as with the painting examples shown. Bennett expands on the theory;
’It was as a result of conceptions of this kind that the new pasts that had been fabricated within the recently constructed horizons of prehistory were able to enter into the field of memory. No longer limited to what had been passed down through oral tradition, writing or other storage and retrieval systems, the reach of memory was stretched backwards in time to encompass the much deeper past that had been    written into the body. This entailed that the body, too, was conceived in a new light as itself a storage and retrieval device in which the past was ‘remembered’










(Bennett 2004 104-5)
Organic memory from the body is a concept Renfrew also explores in his examination of artists who work with rural subjects, particularly on water-based (Goldswothy ice sculpture) and archaeological references to the human condition (Renfrew 1998: 21, 109)
The coastline, in terms of ‘ heritage nostalgia’ is an important factor for some artists who try to capture ‘a times past’ feeling, but this in itself has its focus not so much on the actual land, since the coastal landscape was not generally changeable to a large and unrecognisable degree, at least in comparison to agricultural land which has been considerably worked and re-worked by human input through farming and other industry for centuries. The coast is in general represented through local communities and visitors engagement with a myriad of shoreline activities and even associated fashions, changing beach wear, beach huts and deckchairs, donkeys and all the paraphernalia involved. In Wales the transport to the coast from the past is (now re-re-produced) in nostalgic but modern brightly printed ‘Cambrian Coast’ rail posters which seem to reflect a ‘golden age’ of tourism, visitors arriving to seaside towns in
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steam locomotives with large boxes ‘travel trunks’ of belongings, as was the experience during Llandudno and Aberystwyth Victorian eras.
Familiarity also plays an important factor in the visitors mind, as favourite parts of coastal areas are captured on endless collections of photographs, postcards, in sketchbooks and on film (NLW foyer shows a film reel of collected coastal memories from the peoples collection archives and film archives).
How humans physical connection to the land and how this is reflected in artworks is something that both painters and sculptors are familiar but with differing approaches, both artists Anthony Gormley and Richard Long for example explore their medium, (Renfrew 2003) by using the bodily connection in ‘land art’ to express emotions.
The connection between the tactile and the vehicle for art, materially, i.e clays and stone may feel nearer to the reality or source of the land. But perhaps painting is a step into the conceptual with slightly less earth related physical integration?
Is the artist feeling the emotion of the shoreline or the texture or both. There does seem to be representation of both in the palette knife technique and colour use in the works of Williams. His coastal rocks are practically and passionately scored out on the canvas, it is possible to feel the weight of the stones and water as waves crash against the rock. He captures the greys and shifting lights of the Welsh coastal landscape in yellow to orange in winter and summer alike. The paintings are not directly representative of archaeology subjects or even of specific detail, but more of the essence of place and it’s ancient and elusive quality, the swiftness of the sea against the ever constant rocks, the passing birdlife, almost phonetic in a sense that the viewer in general, can imagine the sounds of these places as well, in contrast to the medium is grounded in earth tones and textures.
28
            Kyffin Williams; sunset oil on canvas, source: National Library 

Wales 2019. This one painting in itself shows the vibrancy of Williams  
viewpoint of the Welsh coast.
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National Library of Wales exhibition public leaflet for Kyffin Williams paintings, source NLW 2019. Another style of Williams paintings was to almost carve the mountain landscape from the canvas or paper.
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NLW catalogue showing Collecting Contemporary exhibition 2020.Source NLW. Public information. This references a new exhibition of
Welsh artists recent works as collected by the national Library of Wales and
making a dynamic and colourful show.
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      Rail poster reproduction. Source; British Rail 

      digital 2019. Posters like this have become popular collected 

      artworks in recent times, connected with the more romantic
               view of tourism in Wales.
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But what does all this mean to coastal heritage?  How do these paintings become part 
of the national heritage through the curator process and into Wales’s collections. The initial concepts from the artists mind to the land and thus the presentation of reflections of the inner cultural geography formed as images become a part of the collections in their own right and treasured within the nations heritage, most often retrospectively, but not always.  The recent ‘Collecting Contemporary’ exhibition (NLW 2019-20)  seemed to show this synchronicity in some of the works, the land and mind of the Welsh cultural sphere merged within specific paintings many made from abstract shape or metaphor, but still formed from the mind- land context.
Permanent and/or temporary display of painting collections.
Both approaches to exhibiting collections within museums, and other important collections within galleries require the practical/ public supported space to do so. Some collections are so relevant to a region that in the first development stage of a museum, such as when the collection is later moved to a larger building it may incorporate a review of particular collections which are then fixed into permanent display so that the public can access them at all opening times. One example is the Alfred Worthington collection which is displayed on the stairway on three floors of the Ceredigion museum, Aberystwyth. (see cover image). An interesting concept also is the ability for one artist to have their retrospective works adorn museum walls and positively attract many tourists to a region because they resided and worked there, taking a different stance from abroad for example, (the French painter Henri Le Sidaner date) was resident in a small town in Northern France, his legacy of works  supports that of a symbiotic relationship with his immediate environment in detail. The curation and care of his and local families beloved old town is represented to visitors from all angles in the prolific works produced over his life-time.
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As a similar point of collection interest, National Trust properties in the UK are currently in their prime with their focus of using their painting collections to engage in an educative relationship with local artists, people and visitors as normal practice. To the extent where (at the time of writing) there are resident artists, makers of crafts and all of the historical interpretation beyond and attached to that for countless workshops both year round and seasonal, Taylor (Hems and Blockley) (2006: 98) and that ‘there is a never ending dialogue as each generation discovers fresh meaning and value from the Trust’s properties’.
A coastal National Trust property, Penrhyn castle near Bangor north Wales, houses epic historic paintings of the north regions of Wales and stories abound around the meanings, and is a potent collection in relation to a post-colonial context, since some paintings represent the past sugar plantations and some historical mining quarries which brought in the wealth to the resident family of the estate of the period. There have been more recently numerous art projects to associate the controversial nature of this past with the post-colonial viewpoint, within the imposing walls of the building, to hear a mining community choir for example within this context was very moving for the local community, (Arts Council Wales 2019) as the miners would historically never have been able to enter the huge wooden gates of the ‘castell’ at any time during their working service to the estate due to the class difference and social taboos of the time.
Bringing current affairs into the scene, the ‘Windrush’ issue, in connection with the sugar plantations, was also presented within the building by one artist who used text projected on the walls along with sound. This kind of mixed media art residency and evolving relationship with the community is at its best within the buildings which have changing histories and often controversial pasts, project collaborations of this kind help to really get a message to the visitor that things are evolving at most times artistically, geo-politically and aesthetically alongside the heritage of modern Britain.
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All of this visual activity within museum and other heritage sites brings the curator
 process into some perspective culturally, and the complexity of the role, which is discussed in the next chapter, since it often takes a dynamically thinking team effort to decide on exhibition subjects which are relevant and fitting of all of today’s issues. 
Other permanent displays of paintings within Wales are at National Gallery Cardiff, and select regional museum displays and many national trust properties, Erddig, Wrexham, Bodywellyn and Plas Newydd all have painting displays which they make a theme of. As part of the interiors of the houses, the works tend to stay in familiar position unless a group of rooms are chosen to represent a more contemporary exhibition, this is occurring more frequently in contemporary Wales since the modern collections are often large too, in 2018 Plas Newydd also showed a room of modern paintings from recent collected works, some were from art school graduates in Cardiff in the 1960’s others from rural areas of Wales where their studios became permanent such as Williams, again, the geographic working regions of these artists were visibly formed into a lively exhibition by the curatorial team.
Curator Processes

‘The notion that rural life is somehow unchanging has been used in

many ways, one of the most significant of these being the claim that it is

possible to identify changeless, essential elements within regions which

can be used to delineate distinct 'culture areas'.’ (Bell 2011)
The sea, rurally, historically and artistically is perceived as a place of mystery, romance, storms and shipwrecks and conflicts, a place of quickly changing moods and colours and visual perspectives, curators based at coastal museums across the UK would see much value in the artistic representation of the moods and history of the
35
sea and all it brings to the museum exhibition. The above conceptual changes can also be extended to collective cultural memory, ideas of nation, belonging to industrial groups such as fishing communities, remote villages, beach combers and surfers and many other multiple cultures, for example;
‘changes in landholding, technology and the division of labour shows that
a view of country life as somehow unchanging, can only have meaning at
the level of mysticism. The search for cultural essence proves to be an
endless hall of mirrors, since no culture is fixed.’ 








Popkin (1980)
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Painting by Henri Le Sidaner  1862-1939  source online
                   archive 2016, the prolific artworks of this painter
                   later developed into a vibrant tourist heritage town in 


northern France  (Gerberoy) with regular and enthusiastic


visitors all the year round to witness the seasons that he


painted.
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Section of Rex Whistler classical coastal view painted mural at Plas Newydd, National Trust Wales, North Wales. Source; author photograph (with permission while on premises). 2019. The mural spans a whole room length and is a prominent example of a totally integrated artwork into an estate house, having been painted on the premises over years of the artists lifetime.
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With the word ‘mysticism’ it could also refer in a painterly sense to what is referred to as the sublime, a Ruskin approach to the holistic view of representation of the sea with romantic essence. Whatever the angle of the painters gaze with all the bodily feeling and connection to the coast, collected works will be packaged and presented in an appropriate collective timescale or as a remarkable piece which stands alone within a diverse selection of works in the museum/gallery, although the artworks can be shown under a collective title, ‘Wales and the Sea’ (NLW 2019)  for example, shows that the esteemed painter Claudia Williams, known for her boldly painted coast settings, symbolically fits the scene of the exhibition and as chosen works are archived at the National Library of Wales, her style becomes one of the perfect vehicles for the whole theme (see image).
It is the exposure, often over a period of years, of the artist in particular which drives the move toward the works becoming collected by important institutions, cultural connections and subject also add to the value of a painting to then be archived and cared for in the first instance. 
‘Regional’ also has resonance, in terms of value in heritage, since particularly within Wales the public art galleries form a kind of coalition in the mind’s eye, with connecting factors under the umbrella of state and other support and organisational history, places such as Plas Glynn y Weddw and Oriel Môn are examples I mentioned earlier.
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  Book cover, source Ylofa and NLW 2019. 


  Produced alongside the exhibition of the same name, the book 


  presents the rich diversity of coastal history and culture of


  Wales.
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               Paintings based on coast themes by M E Eldridge, source: 
  
       
 
     exhibition catalogue 2014, courtesy Plas Glyn Y Weddw.
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There have also, in recent developments, been new ideas for a more regional approach to public galleries in Wales and how they show works, so that access for the public to see key treasured works of art from larger museum painting collections is easier geographically. In the Ceredigion Museum art gallery a recent curated show involved the work of revered artists such as Joseph Beuys and Henry Moore amongst others. 
Walsh (1992:176) explains that’ Museums, and the various forms of heritage derivatives, have in fact contributed to a form of institutionalised rationalisation of the past’, when dealing with some subjects, he argues that the method of museum displays being’ hermetically sealed within the display case’ does not fully assist with the local engagement factor for museums and that it removes ‘direct access’ for the public to the past, these and other visitor views are explored in the following sections.
The Visitor experience, perception and viewpoints.
Since Kyffin Williams major retrospective painting exhibition at the National Library of Wales showed his prolific range of works, the exhibition was held in very high esteem particularly in terms of nostalgic appeal to anyone who has ever walked down lanes and over mountains in Wales’ countryside on a regular basis, and importantly for the visitor gaze, with some sense of a daily routine which is deeply connected to the land. It is that resonant sense of familiarity and daily repetition of the tactile experience of the walk as journey which is pushed to the fore in the exhibition as a whole. The Welsh landscape heritage is very visible in the body of work, it may have not been the driving factor perhaps a curator(s) would not necessarily choose to display certain works of a well known national artist with only that concept in mind, it is unlikely, since there are a multitude of reasons why the content and sequence of the works are shown since it spanned the whole of his life. 
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Nevertheless the thread of ‘Wales’ as a nation in terms of a landscape viewpoint, ran through the whole series of works since the artists life was spent ‘recording’ the landscape of north Wales.
The following quote has plenty of resonance with the concept of memory and it’s use in painting and landscapes to the point of curation and exhibition, however oblique the curators reasons for choosing the works may be, it inevitably takes into account the needs of the viewer which has the final choice of reception;

Museum curators must be aware that in fulfilling their central aim of

conveying something about past human experience, they, as well as

their visitors, will bring to the display models of rural society which in

many instances are difficult to distinguish from mythology. Curators

have a duty to deal with these preconceptions. At the same time,

however, curators should avoid neurotic self-scrutiny. We are telling a

story which we know can be no more than a partial story, but it can also

be a true story and interesting as well. What is now known as 'the past'

is not what anyone ever experienced as 'the present'. History is always

an account, a narrative.                                              










 (Bell 1996:49)
Similarly in staying within a Welsh context, from the works of the artistic and literary couple R.S Thomas and his spouse the painter M E Eldridge, the sensitivity which unfolds from their literally examining the environment in close context, often within the minds eye, as do Thomas’s poetic lines and Eldridges ‘ Gwydion’s Treasures’ painting (see image) both embarked on a sense of being present ‘in time’ in their work with the landscape surrounding the village of Eglws Fach in the Dyfi Valley, the changing seasons on the estuary tides, the drama of the mountains and the delicacy of the fauna
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and flora. An inaugural exhibition of Eldridge’s paintings at Plas Glyn Y Weddw Llanbedrog, gathered her works into this stunning location of the gallery (an Edwardian house within landscaped woodland and coastal beauty which has represented hundreds of artists from various periods in Welsh history up to the contemporary. 
The regional and local context of heritage and landscape painting.
This next section discusses, how regional collections across Wales differ when coastal source material such archives, museums, marine themed museums, galleries, alongside communities play a vital role in keeping coastal heritage alive. The context of the above subject groups explores particular group(s) of paintings and the method of artistic conceptual thinking, and why they may have been chosen to represent the coastal landscape.
It is also an exploration of how visitors to the content may relate to the idea of a ‘national landscape’ culturally and politically and  in contemporary terms. The viewer as a local visitor to a collection will be familiar with their own micro-location, their own regional boundaries (loosely), county or hill, mountain, lane, particularly within Williams’ show for example, it was possible to view these familiar landscapes and overhear comments on occasion from other visitors to the gallery space saying how familiar they were with a particular depicted atmosphere, of a well loved hill which they walk each day or a stretch of coast known to them since a child. The importance of this kind of engagement and recognition of place is a connecting factor for the visitor seeing visual art in this personalised way is a connection to the land which becomes valuable to the museum as well, in terms of community inclusion and attachment to the collections and exhibition engagement. 
A new visitor to the regional museum from outside of the area must have enough interpretation, either audio or written to understand what they may be seeing for th
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 first time and to be able to understand that there is a very strong cultural connection
 for local people who see these works. But it does not mean that the ‘outside’ visitor doesn’t make their own emotional connections to the art/artefact, complex perception angles and the fact of the visibly striking works which reflect the region makes the exhibition quality a unique experience for those visitors/tourists.
On the idea of perception of paintings, the sea coast perhaps offers a form of escapism for both the locally residing creative, and the visitor to the gallery from elsewhere. This is perhaps to do with detail and familiarity, especially in terms of the painterly depictions of natural history and its micro-diversity. A sea-coast has its own rhythm of movement of people, flora fauna as a woodland walk perhaps or a mountain range, they are not so different to a vast number of inhabitants in certain continents, for example, northern Europe has similar landscapes within each country with subtle changes.
There are, at first appears, so few examples of, in paintings the tactile aspect of the archaeology artefact or relic, the challenge of discovering how these artefacts have in retrospect been represented in fine art and within a museum context is quite elusive. 
Ingold explores something which may be a clue, he states that the perception of the viewer of rural paintings for example means that very few people ‘see’ a painting in a tactile way, Ingold (2000). The view is that although things like paths, fields, rural content such as crops, coastal flora and fauna cannot feel real because we as viewers rarely step into the painting and look and feel it from the inside, he concludes that if we were to, the experience of the viewer would be much more spherical, with more senses working to make the landscape more real to us. In European culture we are used to perceiving paintings as mainly flat items, and it is debatable how many people feel strong physical inclusion, as opposed to a film set for example. To reflect back onto the lack of found archaeological objects in historic fine art it is perhaps the fact that the priority was to record the item more technically.
There are also questions about how we might perceive and respond to depictions of
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lost landscapes, such as Egg Rock, and as example, J.C Ibbotson’s watercolour paintings, The Lost Castle of Kendrig (examples of copies are in the Ceredigion museum)  for example, they depict a kind of misty viewpoint of a ruin, as though the traveller stumbled across the landscape by chance and wondered at it.
These depictions of changed landscapes relate strongly to our sense of when ‘the past’ was still discoverable by chance, like a childhood discovery of a secret garden or finding a valuable artefact while on a walk, pretty rare now. To return to the perception of the romanticism of landscape depiction, The National Library of Wales holds paintings by Richard Wilson who represented the Welsh landscape in a style and concept in painting which within the wider art movement gradually evolved into styles similar to that of early Turner’s Welsh depictions. Turners later sea paintings which had a famously more abstract approach and became boundary challenging in the sense of breaking away from the more conservative view of landscapes of the time (Clark 1970). Some aspects of this wonder about the real physical world are totally lost in our modern world (apart from some cultures across the world to varying degrees), we have the opposite to our current world situation where everything has been explored multiple times to the extent where no part of the earth seems untouched and the balance of damage even to landscape, is formed to have tipped into threat of dramatic climate change.
(At the time of writing this the ‘Coronavirus’ pandemic was raging in Europe and spreading through global developing countries, the speed of the spread demonstrates the intrinsic ‘connectedness’ of our modern world and how challenging it is to reverse).
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Publicity for ‘Wales and the Sea’ exhibition, 2019, NLW booklet 
showing a painting by Claudia Williams. Source NLW public information.
In local museum collections, creative concepts and the production of arts which emerge from housed items and collections, range from sculpture and paintings, heritage town trails and other events and arts activities such as workshops for the visitor including local schools and colleges (Belcher 1991).
Although relatively smaller than large town or city museums, rural coastal museums can pack in an extremely varied and locally historical collection, examples such as on north Anglesey and Porthmadog marine museums where the naturally eclectic nature of these spaces becomes the attraction for the visitor, curious about nautical heritage 
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and marine industry of the past is often surprised by the extent of these collections and just how rich with artefacts and relevantly they reflect the lives of the previous , and importantly, supported by the present townspeople.
Some of these coastal museums such as the Ceredigion Museum, Aberystwyth have a separate contemporary exhibition gallery which draws on local themes of seaside and other subjects across the county and well beyond. Other art galleries in coastal towns abound, from small high street establishments to independent but publicly supported galleries. They fund their existence in different and varying ways but their permanence also varies depending on income. The public gallery may have a permanent collection of historical works as well as changing exhibition programmes throughout the year and the high street gallery may show more of a variety of local artists works on a selling capacity. Nevertheless it is the familiarity of the coastal regions  in the art works which influence how the scenes and depictions of the local begins to represent these areas of Wales in a heritage context.
The Museum of Modern Art, (MOMA) Machynlleth is a case to consider. Since The Tabernacle building for the arts opened in 1986 the Trust has built up a permanent collection of works by artists from 1900 with the emphasis on artists living or working in Wales. The Trust’s policy has been to acquire works from exhibitions as well within their own venue (for example from the annual Summer shows). Currently there are over 360 works in the collection. (MOMA 2018).
A quite different approach is the collection of paintings connected with historical houses/estates within Wales. The National Trust Wales’ painting collections are normally housed within the premises themselves to be viewed by the visiting public, depending on what is curated and displayed at any particular time from the painting archives. Take for example, two rooms at Castell Bodyllwellan both showing a diverse range of paintings but focused chronologically and in some way geographically, one room presenting 16th-17th C. Italy and in another modern
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paintings Wales c1900-1980. Nature reserves also provide space for exhibition of archived artworks, some have permanent collections as does South Stack lighthouse on North Anglesey, a wonderful setting for some of Tunnicliffe’s black and white seabird prints which perfectly reflect the activities of nesting seabirds, the birds incidentally can be seen nestled in the nearby cliffs when entering and leaving the lighthouse visitor centre along the spectacularly dramatic and narrow suspension bridge. The Tunnicliffe collection is displayed in glass shelved cases mounted on the corridor walls on a walk through to the main stairs to ascend the lighthouse itself, a fitting and uplifting show of works with an evocative historical and specific meaning to the artists record of the natural history of the region.
Across Britain,  ‘The 1920s and 1930s saw the beginning of systematic collection of
rural material, particularly in Scotland, Ireland and Wales ‘ (Bell 50: 1996) many modern galleries developed in the meantime and have huge esteem today, take St Ives for example, once a small to medium fishing village/town and now a highly popular cultural resort attracting millions to view the Barbara Hepworth collections and so on. 
Painting collections can expose, ‘the model of rural life which emphasizes harmony between people, and between people and nature’ (Bell: 1996), Bell also points out that this concept or knowledge of rural societies has gone through many changes to eventually suit the current needs of many contemporary and diverse community groups. Such as ‘leaders of co-operative movements, members of various politically ‘green’ parties and many middle-aged suburban residents, for whom 'Greensleeves'
and Constable's Haywain represent a time when England was England.‘ (Bell 1996)
So specific exhibition places within heritage sites could be one way of adding to the cultural resource of both the region and the site itself. It is interesting to note that a large proportion of visitors already have a particular collection in mind that they wish
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Public Gallery leaflet showing exhibitions at 


The Museum of Modern Art, Machynlleth, source (MoMA) 


2019.
to see, before embarking on their visit. The National Trust now advertise theicollections widely on their online platform in a series of creative ways to draw people to the sites who perhaps would not normally go (NT 2020) Another example of art and heritage integration in terms of considering access to a towns heritage evolving into a living heritage, is the remaining sea related historical buildings which appear on almost every sea-coast town, the Seaman’s missions, rest-rooms and libraries, either still in use or having been developed from the point of existence, some tiny
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structures but with the contents still in place which visitors can pop in and see while
on their holidays and look through pictures, instruments, books, records of shipwrecks and other nautical paraphernalia (Aberdyfi Literary Institute and Abermaw Sailors Rest Room and Library are interesting examples). 
There is some similarity with the multitudes of artists (writers, actors, painters, sculptors and poets) houses or studios which have been left almost in their original state and opened to the public as heritage sites (Dylan Thomas’s Boat House, Laugharne). The representation of the landscape in which the people have always lived is a strong cultural connection in Wales and an ongoing heritage realm in terms of the importance of preserving, not only artworks but the work spaces used by artists and seafarers alike.
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Anglesey Open Studios booklet for public information 2015
Open Studio events such as this abound in the Welsh regions and are an 
important part of Wales’s artistic life.
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Current challenges in landscape heritage depiction and exhibition
In terms of what we perceive as ‘our’ landscape, either locally or globally, we are now faced with current and future unprecedented changes due to climatic factors. To reflect on ‘loss’ De Silvey and Harrison (2019)  state that ‘heritage studies are perhaps uniquely positioned to provide critical perspectives on the current global crisis and the anticipation of widespread attrition and extinction across a range of
cultural, social, geographical and ecological contexts’ . By further research it is interesting to note if there are new or innovative curatorial approaches to archiving and displaying coastal paintings which are driven by these changes and whether as viewers, we are shifting our perspectives quite dramatically, with the help of museums and what they may encourage us to engage with in these changing times. Also how various approaches to engaging visitors to art exhibitions drives this context and can enhance the experience,  Renfrew (2003:49) explains ‘I do accept the notion that, in approaching a painting or sculpture, it pays to be an active viewer, acutely aware of ones own part in the interaction that is taking place’.
To refer back slightly to how Ingold’s theory on being able, or not, to place ourselves within the context of a painting in a sensory tactile context, demonstrates perhaps a precedent for contemporary curatorial approaches toward challenging aspects of change and since the tactile experience of an interaction with a painting is rather limited, as opposed to viewing an image of a piece of pottery or bone artefact, for example. It is not the same as handling that piece, seeing a flat image, but the mind may be more attuned to imagining what the piece feels like. Scent and sound is in general used to enhance collections within the museum about the environment, a particular exhibition on an Arctic science base is described by Kalhil (2018). Images and sounds and objects are manipulated to enhance the tactile interaction for the visitor. If it were a reconstruction of a painting in physical reality then the viewer would naturally become the agent for an immersive experience.
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Perhaps some evidence of similar sensory techniques in painting collection exhibitions is growing too. Already the Prado museum (BBC: 2019) in parallel with the ‘COP25’ (Madrid, Spain: 2019) conference on climate change issues, showed recent images of ‘climate change’ paintings from the known history of art, which were manipulated to portray some intense signifiers for the subject of devastated landscapes and the consequences for inhabitants and wider society, scenes which we can all relate to more each day, particularly with the sense of ‘loss’ and ‘challenge’.
There has been a tradition of audio supplied with painting exhibitions, but mainly of the artist talking about their works. But the viewer is never really far from the experience of using their multiple senses when engaging with, for example, a display of an extinct aspect of wildlife within a natural history museum for example, or in a National Trust property, to see an authentic room interior with a ‘real open fire’ with scent and sound (Aberconwy House, Conwy: 2019) is one of many examples across the country. As heritage visitors we are in a sense saturated with these experiences, but for the same kind of visitor experience to emerge within the fine art painting realm is less often. 
There are lately other examples emerging though, particularly the combined approach of using objects and paintings together for message conveyance. One example in a Welsh context of this approach was a recent exhibition at Storiel, Bangor Museum, Gwynedd  (Storiel 2019) an installation- plus paintings some very large and bold, inspired by the slate mining villages of North Wales and women’s domestic recollections of ‘work’ while residing in the places both past and present. There was a combined collection of paintings shown finally as a result of an inclusive community competition. This approach opens up the public exhibition boundaries to a wider and contemporary producer of art works but still within the heritage context of a public museum. Equally these boundaries can be challenged the other way, when a contemporary public art gallery, for example, displays a painting loaned from the National Gallery Cardiff for example, to display within a contemporary art show 
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along side contemporary pieces in a regional museum elsewhere in Wales. With the success of attracting more viewers, if the aim is clear, local people and visitors far and wide flock to see these paintings, they become an item on their art visit ‘to do list’. An example is the above mentioned appearance of a Josef Beuys painting and a Henry Moore drawing beside contemporary local artists works at the Ceredigion Museum, Aberystwyth in 2019. Artworks which travelled out from their usual archived place to the wider public realm, in some case towards people who may not normally be able to access the larger city collections.
To discover more about how collections may change within curated shows at the established institutions of Wales and to reflect current environmental affairs, it is worth considering the current state of coastal painting and heritage in Wales, current projects and how they are formed and supported. Perhaps there is new conceptual discourse among artists and coastal landscapes approaches. Will curators of collections refer more to landscape paintings of our recent past in an attempt to present a ‘re-discovery’  of lost lands perhaps? There are many references to some of the coastal industries which disappeared during changes after the industrial revolution, see David Cox’s image painted in 1844 of sailing boats around Barmouth and fishing activities around the Mawddach (estuary)  (Redcap, Rees and Aberg 2019: 8) these archived pictures are more than relevant now that we are faced with having to find alternatives with energy use and possible reductions of our impact on food stock. We may be referring retrospectively more to these paintings even for ‘ideas’ for more sustainable ways of life.
In our times the coastal geography shifts and changes the whole time due to erosion and more recently more dramatic climate change issues. As well as archaeologists, climatologists and many others  who mark these changes so do visual artists play a part in acting as the ‘recorders’ of changes in the landscape over periods of years, this is not a new concept, but the context is very different in our times due to the speed of
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such events. A coastline sketch or painting by Turner or Sisely for example appear to us in modern times as a part of our historic environment and also as the present, until we look more closely at the detail of how a depicted coastline has changed beyond recognition, often not noted by the public until on the national news. Today we may well examine more the climactic impact alterations in art retrospectively. A Welsh painting example may be ‘Garden Birds’ by M. E Eldridge, (Thomas, Williams-Ellis et al 2013:18) a painting which captures the past throngs of finches and small garden birds which are so familiar to the British natural history landscape and yet some have been driven to near extinction at times, this is just one painting example for the curator who may choose a number of works to display for this very purpose to draw attention to the ecological point.
To display this sense of environmental loss, just as a museum may present war paintings and photographs, reflects how we have managed to not only record our landscape so lovingly but to equally destroy parts of it and make some flora and fauna extinct, this threat is one of the biggest modern ironies for future museum collection curators and the engaging public to consider. The concept also has some similarity to colonial issues as Davis (2011) refers to; an origination of paintings and drawing in terms of the artist recording a ‘heritage’ and just how deceptive any innocent image can be from the past if viewed at face value.  In her essay ‘Reading Landscapes, Telling Stories’ (Daniels, De Lyser 2011) Davis explores some of the images that were made of the Algerian landscape during French Colonial rule, it was discovered later that in fact what was viewed as the ‘authentic landscape’ had been changed beyond recognition, (it was now completely devoid of woodland) but this was not known at the time through the way that artists sketched the land in that present time. Thus our perceptions can be skewed when viewing such landscape paintings of historical content it also makes the point with regard to images having a second use as cultural history and identity and thus becoming an historical and commercial asset. This can be seen in the way museum galleries produce and sell commercial material items and prints during and after exhibitions of note.
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In terms of curator managing of exhibition content, are viewers still content with the usual views? An interesting question in terms of landscape exhibitions of the future maybe. The viewer of a painting will naturally relate to a landscape they know or have known as almost tactile and emotive, historical paintings of areas which are familiar to them even when they are geographically from another region. They may relish at least recognisable oak trees or palms, sand dunes, flora and fauna from a homestead and it can stir emotion both culturally and geographically in terms of what their particular area region still grows at the moment, certain things not yet extinct are on the edges of time, we may find ourselves comparing landscapes in this way (the recent Australian bush fires devastation of 2019 is a case in point).
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Garden Birds, M. E. Eldridge, exhibition catalogue, 2018, Source; 

Plas Glyn Y Weddw. Garden Birds, a detailed sketch of typical British  
birdlife, which is much the focus of nature care in our changeable times.
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We also have reference to many places of peace and spirituality through the nations paintings collections, see the images of the monastic communities of Lantwit Major for example, Redcap, Rees, Aberg (2019: 9), misplaced landscapes of wartime such as John Warwick Smiths ‘General distant view of Aberystwyth and the Bay of Cardigan’, where the artist has relocated the Welsh town into ‘the Bay of Naples’ in a curious attempt to escape the harsh realities of the day,  Redcap, Rees, Aberg, (2019:15).
The fine art collection exhibitions recently have been developed as ‘blockbusters’ for the public (Lowenthal 1998). With professional heritage development becoming more and more about audio, lighting and technical diorama are we perhaps in danger of losing the concept of the ‘quiet’ painting exhibition where the viewer can really focus and reflect, is this what the public still want in contemporary times? even though the interpreters themselves have foraged out the local stories from social spaces in locations it all evolves into a global tourist attraction ultimately with all the commercial material items for sale in the museum shop and beyond.
As briefly mentioned earlier,  there is an aspect of disassociation while viewing an exhibition, from the visitor who is viewing without having been into the landscape themselves, they cannot perhaps then relate to the tactile experience of that particular place, except on loose terms, as recognisable as simplistic notions; the sea, sand, trees, birds or relics from places they do not know but elements that are familiar to them.. Their view is subjective, but this could just as easily change if they are to be presented with a more emotive exhibition around lost or changing landscapes, an interesting point to reflect. 
Education and interpretation provide many more layers of engagement and museums are well placed to do this since many educative experiences within the museum stem from the study of how humans interact with items in the first place, as Dean (1994)
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explores, often such information assists in explaining observed, but puzzling human behaviours in museums such as the need to touch, avoiding some galleries and being 
intensely drawn to others. Community leaders are usually in the position to gauge the interests of the visitor too, or if not visitors what they may be, in the future, wanting to see and how they would like to engage with in the museum Dean (1994:11) shows a practical list of conceptual phases of an exhibition which is a guide to how curator methods involve changes of approach.
60
[image: image22.png]Areas affected by flooding

20km
0 miles
‘Source: Environment Agency

aaE




Museum leaflet showing public event associated with changing landscapes, source Amgueddfa Ceredigion Museum 2019. Subjects of climate change effects on local life are encouraging groups to form and engage in dialogue.
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One of the present subject of landscape change and the challenges is
        
flooding in the UK which is now widely accepted as a growing problem
        
for communities. This was just one example mapped. Image source; BBC
        
News, Jan 2020.
As viewers we are used to seeing plenty of people orientated history, Dean (1994:19) 
the aesthetics throughout history form the concept of the use of the ‘sublime’ in the definition of a country, as any places mainly rural are in general depicted and viewed, as Brett (1996: 38-39) explains ‘it implies that the power of designation has passed from one nexus of command to another’  exhibitions, why certain images and items are chosen and represent fluidity of changes over time, Brett (1996:38)  changing within paintings of landscapes and coast. We are possibly, I would say in no doubt reaching an age of the re-assessment of our landscape painting collections, with the
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advent of climate changes which have local effect. But we are after all looking at the activity rather than the environmental damage of some of our natural heritage, it can be announced in news articles and journals and photographed endlessly into our future, but sooner or later we will be looking at landscapes we barely recognise in years to follow, not only from loss of flora and fauna but from the reintroduction of it, eagles, wolves, beavers and bears to some parts of the countryside and huge plans for re-planting large areas of deciduous trees and also changes in farming which go well beyond the conventional, not forgetting that those landscapes are a huge par of our visual history too.
Paintings of the ancient landscape sites which are revealed and hidden again is clearly recording a fraction in time, (Cosgrove 1988) a curator may consider this concept to become more important as time and the changing landscape evolves and the artist records the changed landscape or archaeological artefacts across the world. It is also perhaps then that we will begin to uphold paintings exhibited within their collection gallery space both as individual in their own right and in groups to represent and protect the heritage of our natural world in both a historic and contemporary way. Through curator enlivenment alongside the many public art sculpture sites which are already integrated into the outdoors natural heritage.

We fully concede that museums are not intended to resolve climate change or 
other global problems, but they are in a position to invent a new future for 
themselves and their communities, given the assumptions and reasons we have 
laid out above. Museums can at least help create an image of a desirable future 
– the essential first step in its realization. 














 James, Gratton (2019)
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On the subject of landscape painting being perceived as in some way close to the scientific recording of nature and it’s changes, a recent exploration and exhibition occurred at the Science Museum, London, under the curator, Alex Rose (BBC Radio 4, 2019 Art and Science) programme recently explored as follow up the concepts behind the presentation. For example they discussed the British landscape painter John Constable and how his paintings witness a huge variation of cloud formations, indeed Constable himself questioned the motif, classification and recording of the natural world.
The content of the Science Museum exhibition was a presentation of the studious drawings and writing of Luke Howard, as a scientific approach to the study of clouds or cloud types as though a branch of natural history, thus displayed within a science context as meteorological weather types. The drawings represented Cirrus, Strata, Cumulus and even combined mutating forms of clouds i.e Cumulus, Strata and Cirrus= Nimbus.
It is no coincidence that Howard corresponded with Goethe on such matters during this time. Of the exploration and trend for understanding natural history at a deeper level, and sometimes at a spiritual or phenomenological level, and yet still with the objectivity of the scientific viewpoint Goethe’s sketchbooks are a fine example. There is also a more immersive approach to art and nature that artists such as William Blake and Samuel Palmer explored and to whom the natural world provided a rich source spiritual and mystic resource beyond the conventional viewpoint of their peers.
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To look at the engagement with ancient landscape in the heritage museum aspect of societal engagement is to imagine the further practical steps of engaging local communities, which can bring the works almost full circle in an anthropological sense. As recent workshops demonstrated, for example at Ceredigion museum (2018) whereby local groups engaged with the collection to discuss and make active the elements of production of an item to reflect their own interest i.e workshops for wooden artefacts to gather and relearn the techniques of wood crafting involved.
Lowenthal (1998.23) supports his concept of re-engagement, ‘merely to inherit is not enough’ and that ‘to do with the collections what we want to is a freedom in terms of engagement and to decide how to engage in the future, no doubt this is an evolving challenge, after all, each collective heritage attracts the allegiance of heirs whose make up and motives are themselves in perpetual flux’ Lowenthal (1998.248).
One recent example influencing the current museum ethos is the Happy Museum Project  in the UK, and given the amount of worldwide voices and emerging concepts around societal contentment and immersive inclusion ‘it seems now that the conversation is gathering speed and that more people are adding their voices and bringing more and more projects to life. ‘ James, Gratton (2019). 
The working artist in the museum as part of societal engagement can challenge some of the more traditional concepts around collections. In 1999 Tate Gallery (now Tate Britain) commissioned the artist Mark Dion to embark on ‘Tate Thames Dig’, an excavation art project where the finds from the site on the banks of the river Thames would be shown finally in the gallery space, Renfrew (2003:85-87).
The outcome, through the obvious fact that it involved much on and off-site research, ultimately presented the merging of artist-researcher, leading to some fascinating displays and impromptu finds of originality and importance. In a sense this is a reverse of the idea of how collections were normally being used for reaching out to the public and demonstrated a new curatorial approach to fine art and engagement
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with the real material past, this approach can be applied to coastal areas, rich with a past and still being uncovered.
Further to the community engagement aspect of the museum gallery practice as Simpson (2001: 264) explains ‘during the era of post-colonialism, museums and communities have begun to enter into collaborative partnerships in research,
 exhibition presentation, archive acquisition, contemporary collecting and other areas of museaology, and have undertaken projects of primary benefit to the communities’.
It’s true that already we are seeing community groups formed around addressing the impending issues of climate change for example. The Ceredigion museum (2018-20) has developed this concept within it’s educative and exhibition programme and is an evolving working methodology.
But this is about artefacts and the landscape, can paintings form the same relationship with their viewing public? or are they quite immovable and sometimes inaccessible in reality. The Arts Council of Wales (2019) conversed recently on constructive ideas in which to form smaller centres for the painting collections of Wales in a more equally placed geographic regions. The aim being to make the paintings more accessible to those who would, for example be unable to travel from north Wales to Cardiff or from other regions, to view artworks which reflect their own heritage, such as the landscapes of villages and mountains, archaeological images or aspects of the landscape where they may have been born and grew up, or, to be unable to travel far to see any of the nations collection which appear as iconic, the collection of National Gallery paintings which may never leave the gallery space or even in some way the archives. 
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After all;
‘Heritage is a nomadic term which travels easily and puts down roots-or bivouacs- in seemingly quite unpromising terrain’. Samuel (1996: 205) to support the idea, equality is as important across whole nations when it comes to accessibility to heritage of any kind.
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Pg 61…. One of the present subject of landscape change and the challenges is flooding across the UK which is now widely accepted as a growing problem for communities. This was just one example mapped. Image source; BBC
News, Jan 2020.
79
