


INTRODUCTION

‘The hand moving through time reflects the eye moving through
time (and life moving through time).’
David Hockney, speaking to Anne Hoy, 27 June 1986

In a career spanning more than fifty years and engendering thousands of
interviews, reviews and commentaries, it is hard to find a clearer and more
perceptive depiction of David Hockney’s practice than the one he himself gave
to Anne Hoy in 1986 (above). From his earliest work to his most recent, five
intertwined themes consistently underpin both the content and methodology
of Hockney’s artworks: the hand, the eye, time, memory, and movement.
Today, in his seventy-fifth year, Hockney’s evocation of time, vision, and
memory still resonates powerfully and poignantly throughout ‘David Hockney
RA: A Bigger Picture’, the first large-scale exhibition in the United Kingdom
of the artist’s landscapes. Captured in diverse media and technologies, and
ranging from Southern California to Europe, this exhibition features his recent
re-views of, and revisits to, the landscapes of East Yorkshire where he now
resides. 

Hockney received the invitation to stage this exhibition in the autumn of
2007, immediately after the Royal Academy’s Summer Exhibition display of his
freshly-completed towering work, Bigger Trees near Warter, or / ou Peinture sur
le Motif pour le Novel Âge Post-Photographique (fig.1). The artist’s ambition
to make the largest ever plein air painting fuelled the work, which he painted
section-by-section outdoors in the spring of 2007. The final piece comprises
fifty canvases, measures 15  40 feet, and required the use of digital
photography and computer printouts to map its progress as Hockney moved
from canvas to canvas. He saw the work in its entirety for the first time only
after he had rented a warehouse in Yorkshire large enough to accommodate
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Fig.1
Bigger Trees near Warter,
or/ou Peinture sur le Motif
pour le Nouvel Âge
Post-Photographique, 2007
(Installation shot from the Royal
Academy Summer Exhibition)
Oil on 50 canvases
Each 91.4  121.9 cm
Photography: FXP and John Riddy
© Royal Academy of Arts, 2007
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(particularly his ground-breaking depictions of homosexual desire), and
increasing fascination with portraiture. 

Throughout his career, the artist’s portraits have received international
acclaim for the sense of intimacy they impart, and for their psychologically
penetrating representations. Hockney’s sister Margaret once remarked that
‘he can see deeper than the skin, get to know the person and bring that out.’
As many of his portraits feature friends and acquaintances captured repeatedly
through the years, the artist has indeed come to know them in several ways:
in person, in his memories of them stored over time, and in paint. He has
tracked their changes as they have aged, bringing both his memories and the
reality of the person sitting before him to the canvas. In his portraits, close
observation merges with familiarisation. 

Hockney brings these same characteristics to his recent landscapes. He
looks and then looks harder, delineates what he sees as directly as possible,
but paints with the knowledge that the gap between seeing and replicating is
where memory resides. As he himself puts it, he ‘draws with memory’.
Painted, sketched, and filmed in the same geographical locations season after
season, these landscapes emerge from an artist who truly does see beyond
the surface of the East Yorkshire countryside he has come to love. 

RETURNING TO THE WOLDS
David Hockney’s passion for the landscape reveals itself immediately in the
Royal Academy’s theatrical Central Hall, where one encounters four immense
oil portraits of trees painted near the tiny Yorkshire Wold village of Thixendale.
The village lies twenty miles west of Bridlington, the seaside resort where, in
1991, the artist purchased a house for his mother Laura and his sister
Margaret. Hockney, who was then living in California, had for decades been
making an annual Christmas sojourn to East Yorkshire, but after purchasing
the Bridlington house, he returned more regularly. During these visits, mother
and son made frequent trips through the Wolds, the rolling chalk hills where,
like his agricultural labourer grandfather before him, Hockney had worked on
a farm as a teenager, and where he now sketches incessantly. 

Poignantly, the death of his cherished mother in 1999, and that of his
great friend Jonathan Silver two years earlier, sparked Hockney’s personal and
artistic re-engagement with this part of England. Silver ran Salts Mill, an old
textile mill built by Titus Salt in 1853 near the artist’s native Bradford, which
Silver had restored to include a lively café, shops, and the Hockney
artwork-filled 1853 Gallery (1997; cat.19). When Silver, whom Hockney
considered to be his strongest link to England outside of his family, entered
the final stages of cancer, the artist left Los Angeles to be with his friend,
commuting from Bridlington to Silver’s Wetherby home almost daily. Although
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‘… during my travels across
the American West, I was
always painting views, I was
sightseeing. Whereas there,
around Bridlington, I was
painting the land, land that
I myself had worked. I had
dwelt in those fields, so that
out there, seeing, for me,
necessarily came steeped
in memory.’

the assembled painted sections. The canvases, like some of the earlier work
and much of the later work currently on view at the Royal Academy, present
a panoramic view in the tradition of the nineteenth-century American Hudson
River School painters, Alfred Bierstadt (1830–1902), Thomas Moran
(1837–1926) and Frederic Church (1826–1900), whose cinematic works
mimicked the grand landscapes, mountains, deserts, and plains of America.
In so doing, the painting invokes the sublime, awing viewers in the face of
nature through sheer scale. Additionally, its subject matter, methodology
and computer-aided construction presage the three themes into which the
curators have divided this exhibition: motif works, memory and imagination
works, and lens/optical/technological device-inspired works.

EARLY LIFE AND CAREER
Hockney’s current location, Bridlington on the East Yorkshire coast, lies
64 miles from his hometown of Bradford, West Yorkshire, where he was
born on the ninth of July 1937. Determined from childhood to be an artist, he
dedicated himself to his practice, winning a scholarship to Bradford Grammar
School, yet downplaying his academic abilities so that he could take art classes
with the only students who were allowed to study art at that time: those in
the bottom form. He joined the Bradford School of Art in 1953, and showed
in the Royal Academy’s 1957 Summer Exhibition at the age of twenty. The
years 1957 to 1959 brought a brief and unwelcome interruption to his artistic
activity when, as a conscientious objector in the National Service, Hockney
worked in hospitals in Bradford and Hastings, and was given no opportunity
to paint. However, he resumed his studies immediately thereafter at the Royal
College of Art, where he broadened his artistic and personal horizons by
experimenting with printmaking, travelling to New York for the first time,
and exploring Europe. He continually proved himself to be an industrious
and talented young artist: by the time he won a gold medal at his 1962
graduation, Hockney had exhibited three times in the annual ‘Young
Contemporaries’ show, and had gained a London art dealer, John Kasmin. 

Kasmin’s first solo show for the artist sold out, and soon Hockney was
experiencing celebrity and financial security. His initial fame came in part
from being identified within group exhibitions, such as ‘Young
Contemporaries’, as a Pop Artist, a title he rejected despite the appearance
in his early works of consumer products such as Typhoo Tea. But in fact, the
inspirations, sources, and characteristics of Pop Art – which Pop Artist Richard
Hamilton once famously defined as ‘popular (designed for a mass audience),
transient (short-term solution), expendable (easily forgotten), low cost, mass
produced, young (aimed at youth), witty, sexy, gimmicky, glamorous, big
business’ – deviated from Hockney’s naturalistic style, subject matter
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Cat.82
Three Trees Near Thixendale,
Spring 2008
Oil on eight canvases          
183.5  489.6 cm
Würth Collection
© David Hockney 
Photo credit: Richard Schmidt



Monet (1840–1926) devoted his later years to painting approximately
250 Nymphéas (water lilies) from his water garden in Giverny. Monet
recounted to François Thiébault-Sisson: 

‘I have painted these water lilies a great deal, modifying my viewpoint
each time … The effect varies constantly, not only from one season to the
next, but from one minute to the next … So many factors, undetectable to
the uninitiated eye, transform the colouring and distort the planes of the
water ….’

Having expressed in a letter to Roger Marx his desire to ‘decorate a circular
room’ with paintings from the series, nearly twenty years later Monet curated
two oval salles (rooms) in the Musée de l’Orangerie, Paris, installing eight of
his Nymphéas, including the haunting Le Matin clair aux saules (Clear Morning
with Willows) before his death in 1926 (fig.2). The rooms were recently
renovated, and Hockney, who visited them shortly after their reopening
and returns whenever he is in Paris, declared himself inspired by their
environmental space. Fittingly then, the vast scale and placement of the
Thixendale trees around the Central Hall, which dramatically immerse the
viewer in the Wolds, echo the effect of the Orangerie’s salles, which
seemingly place the visitor amidst Monet’s water garden. 

The parallels between the Royal Academy’s Central Hall and the
Orangerie’s salles highlight those between the two artists: a shared drive for
immediacy in works created outdoors; recurring motifs explored over long
periods of time; grand scale achieved via multiple canvases that engulf
the viewer (Monet’s Le Matin clair aux saules is painted across three panels
and measures 7  42 feet, while Three Trees near Thixendale, Spring 2008,
measures 6  16 feet across eight canvases); and a dedication to incisive
observation. In a prescient comment that could equally describe himself,
Hockney told Tim Barringer, ‘Monet looked hard at the world.’

Hockney’s vibrant colours for the Three Trees near Thixendale series may seem
surprising. Why do you think Hockney chose the colours he used for each of the
seasons, and what effect do they have?

Each of the four Thixendale Tree works comprise eight canvases. Why do you think
Hockney composed the work in this way? For an artist who paints outdoors, what
are the advantages to creating a scene across eight canvases rather than one?
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‘There is absolutely constant
change. Superficially,
Bridlington and the country
around haven’t altered much in
fifty years. But when you are
here, you can see how it varies
continuously. The light will be
different; the ground changes
colour.’

Fig.2
CLAUDE-OSCAR MONET
Les Nymphéas: Le Matin clair
aux saules, 1914–1918
197  1277 cm
Paris, Musée de l’Orangerie
© RMN (Musée de l’Orangerie) / Michel Urtado

Silver had begged the artist to paint Yorkshire over the years, it was only
during these late summer journeys across the Wolds, which he illustrates in
The Road across the Wolds (1997; cat.16) and The Road to York through
Sledmere (1997; cat.14) that Hockney realised the thrilling mutability of the
landscape. As he related to Martin Gayford, ‘I started noticing the countryside
and how it changed. Because it’s agricultural land around here, the surface
of the earth itself is constantly altering.’ His keen observation of the
ever-changing scenery and light, coupled with memories of the route that
he accumulated with every trip to and from Wetherby, motivated Hockney
to produce this first series of Yorkshire landscapes. 

THIXENDALE TREES
Cat. 82 Together with its three companion pieces, Three Trees near
Thixendale, Spring 2008 evinces the extent to which Hockney spent the years
that followed his mother’s death immersing himself both in the nuances and
the more obvious transitions that occur in the countryside from season to
season. The series illustrates a view of three trees painted from precisely the
same spot during the winter and summer of 2007, and the spring and
autumn of 2008. The viewer observes the panorama from the artist’s
perspective, as if they were standing in front of the painter’s easel. Hockney
characterises each scene in vivid colours, his spring vista capturing the
season’s abundance of greens and yellows in the fields and budding foliage,
while the winter version (cat.85) is surprisingly infused with blue, orange and
green. At first glance the artist’s choice of hues seems unexpected. For
example, one does not usually associate deep turquoise and orange with an
often bitingly cold Yorkshire winter. Yet when confronted with the series as a
whole, each panorama powerfully evokes the season it represents. Stark
winter trees silhouetted against deep blue convey the day’s chilly air; orange
fields and lush green trees that threaten to take over the canvas conjure up
the height of summer (cat.83). The summer’s plenitude resonates in Three
Trees near Thixendale, Spring 2008. With its emerging wildflowers and foliage
coming into leaf, the scene both recalls the previous summer and hints at the
one to come, reminding us of nature’s cycles and the passage of time.

Nature’s transience had engrossed another painter nearly a century before
David Hockney returned to his native county. The Impressionist artist Claude
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EARLIER LANDSCAPES: LOS ANGELES
David Hockney did not always appreciate the light and landscape of Yorkshire,
nor did he initially ‘look hard’ at it. As a boy, he yearned to flee the England
he perceived as grey and dreary for sun and open spaces. He once told
Lawrence Weschler, ‘Space had been one of the reasons I came to California. I
am a bit claustrophobic and London … seemed to me closed and dark.
California, by contrast, was wide open and, of course, filled with light.’ In
1964, the artist established a studio in the bright sunshine of Southern
California, a place as far removed in visual terms as possible from the ‘very
dark, very Gothic, industrial’ Bradford he remembered from childhood.
Hockney lived in Los Angeles on and off for over four decades. Yet despite the
dissimilar climate and topography of Los Angeles and England, some of the
artworks that Hockney produced in LA augur the landscape works he has
since created in Yorkshire by capturing the sense and appearance of particular
places, expressing movement, and rendering memory both the subject of, and
an object embedded within, each work.

Cat.8 Movement and memory animate Hockney’s 1980 painting Nichols
Canyon, in which he depicts how he saw – both in actuality and in the layers
of memory built up through repeated journeys – the environs he travelled
through day after day by car. Hockney had moved the previous year from
the flats of Los Angeles to its hills, giving him an elevated vantage point, and
altering his perception and experience of the city. His new home sat atop
Nichols Canyon, which winds from Hollywood Boulevard to Mulholland Drive
in the Hollywood Hills, and boasts LA’s only natural waterfalls. But Hockney
does not invite his viewers to engage with the canyon’s environmental
features, nor does he illustrate his newly-acquired view over the cityscape.
Instead, he takes viewers on a journey through Nichols Canyon itself, visually
recreating his daily drive from his home at the top of the canyon to his studio
in Santa Monica Boulevard below it. 

By bringing the spectator into his experience of the canyon, Hockney finds
one solution to the enduring problem of portraying movement and the
passage of time on the inherently static two-dimensional surface of a canvas.
It is a dilemma that the French painter Edgar Degas (1834–1917) also
confronted. Both artists strive to suggest movement in a medium that can
only portray a frozen moment in time. Yet Degas did not wish to escape the
parameters of painting; rather, he persistently tested how far he could push
the medium in order to overcome its static nature and imply time’s passage.
David Hockney, too, pushes the limitations of canvas, but unlike Degas, who
hinted at transition by indicating forms moving through space, Hockney
compels the eye to move. Standing in front of Nichols Canyon, one’s eye
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Cat.8
Nichols Canyon, 1980
Acrylic on canvas
213.4  152.4 cm
Private collection
© David Hockney 

‘Of course, in LA the car plays
a big part in your life. It’s how
you move around; you’re forced to
drive … if you drive, you discover
that a lot of the architecture and
the signs are made to be looked
at at thirty miles per hour … the
architecture is meant to be seen
when you are moving fast.’



varying photos arranged to form a single tableau. The composite piece
appears to employ a one-point perspective (note how the road vanishes into
the crossroads and mountains beyond), yet actually presents numerous
viewpoints, which it encourages the viewer to adopt. 

Although set in the American West, Pearblossom Highway portrays
a British motoring perspective: the driver’s view forms the right-hand side
of the picture, while the passenger’s view covers the left. The implied driver
(presumably the artist) focuses on the road, his attention potentially diverted
by the signs to the right alerting him to his location and the stop ahead.
However, the spectator’s gaze, like that of a passenger, is free to wander in
various directions. Emulating the driver, the viewer could look straight at the
road, or glance at the signs and scenery to the right. Alternatively one could
take the passenger’s position, choosing to look at the detritus that litters the
highway on the left, or to peer out into the distance. Hockney lures his
audience into a shifting pictorial space; they seemingly accompany him
in his unseen car as he traverses the California desert. 

The artist’s use of hundreds of 35-mm prints compounds the sense of
movement that Pearblossom Highway conveys. Whereas a single photograph,
like a painting, freezes a moment in time, a collage of many images denotes
observation over a sustained period. Indeed, the work’s full title – Pearblossom
Highway, 11–18 April 1986 #1 – confirms the passage of a week. Time
elapsing, the implied vehicle travelling through the landscape, areas of the
‘joiner’ catching the viewer’s eye: Hockney’s layering of these elements
express motion. He may play upon photography’s documentary quality by
depicting features specific to the real Pearblossom Highway, such as the clearly
visible road signs, but the collage’s numerous prints and diverse perspectives
compel the viewer’s gaze to roam rather than stare at – or from – a fixed
position. Significantly, the kaleidoscopic landscape, which cannot be
apprehended in a single viewing, refers back to the mixture of close scrutiny
and familiarisation acquired over time that characterises Hockney’s insightful
portraiture. As the artist once said, ‘If you put six pictures together, you
look at them six times. This is more what it’s like to look at someone.’ 

Think about a journey that you take often. If you were to draw that journey
from memory, what visual signposts would you include?

If Pearblossom Highway were a single photographic print, rather than a collage
of hundreds of 35-mm prints, do you think it would draw your eye into and
across it in the same way? Why, or why not?

When you first looked at Pearblossom Highway, did your eye immediately go to
the driver’s side, or the passenger’s side? Now look at the other side of the
photocollage. What new features do you see? Walk away from the collage and
come back to look again: do you notice different angles or details in the landscape?
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cannot help but travel up and down the painting, winding its way along
the curving road as if we too are in the artist’s car. Hockney further
suggests transition by representing his accumulated memories of the
terrain, reconstructing Nichols Canyon through visual signposts – a stop
sign, a two-storey, red-roofed, white house halfway along the road,
foliage, striking hues – that lodged in his mind with each successive trip.
By invoking the act of driving, Hockney implies speed and motion to
the viewer as they journey visually through the pictorial space. 

Cat.11  In addition to their mutual concern with movement, Hockney
shares with Degas a fascination with new technologies, exploring and
exploiting their possibilities as and when he deems them useful for his
practice. Perhaps surprisingly given his prodigious curiosity, Hockney
shunned the camera for many years, considering it little more than a
recording device that was inferior to drawing from life. However, after
a curator left packets of Polaroid film in his Nichols Canyon home, Hockney
began experimenting with the medium. From March to May of 1982,
the artist devoted himself to photography. He began by making Polaroid
portraits of friends, but became dissatisfied with conventional photography
and took up photocollage, for which he created the grids that would later
become features of his recent paintings and video installations. Hockney
produced over 140 Polaroid collages before switching to 35-mm film,
his preferred medium from September 1982 to August 1986. 

The Royal Academy is displaying Hockney’s first version of Pearblossom
Highway, 11–18 April 1986 #1. The second and final, larger, version,
composed of over 700 photographs, resides at the J. Paul Getty Museum
in Los Angeles. Hockney regards both works to be the culmination of his
photographic experiments of that period. The work comprises multiple
photos taken sequentially from diverse perspectives in the desert north
of Los Angeles, then assembled into what the artist terms ‘joiners’:

‘The driver and the passenger
see the road in different ways.
When you drive you read all
the road signs, but when
you’re the passenger, you
don’t; you can decide to look
where you want.’ 

‘Take a look at Pearblossom
and then take a look at a
standard photographic
rendition of the same scene,
and you realise that you’re
beginning to deal with a more
vivid way of depicting space
and rendering the experience
of space.’

Cat.11
Pearblossom Highway, 
11–18 April 1986 #1
Photographic collage
119.4  163.8 cm
The J. Paul Getty Museum, Los Angeles. 
Gift of David Hockney 
© David Hockney 



titles reveals the artists’ shared alertness to precise changes in nature that
are not just seasonal, but monthly, daily, and even hourly. Significantly, the
specificity of their locations also distinguishes both men’s artistic practice
and their contribution to art history. Van Gogh left Paris, the centre of the
art world in the late nineteenth century, to live in and work quietly in the
southern French town of Arles, while Hockney moved from the artistic hubs
of London and Los Angeles to relative seclusion in Bridlington. Just as
Vincent van Gogh put Arles on the artistic map, so too has David Hockney
turned the world’s attention to East Yorkshire. 

What similarities and differences in perspective, composition, and content do
you find in the paintings of wheat fields by Van Gogh and Hockney?

Why do you think both artists ventured straight into the fields for these paintings?
What are the effects of drawing from this position, rather than from the roadside?
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FIRST OILS FROM OBSERVATION
When the Royal Academy staged its exhibition ‘The Real Van Gogh:
The Artist and his Letters’ in 2010, David Hockney could often be found in
the galleries, enthusiastically discussing Van Gogh’s Arles landscapes with
his companions. Hockney esteems Vincent van Gogh (1853–1890) as
one of history’s greatest draughtsmen, whose work embodies the two
qualities he values most and considers wholly entwined: drawing and
rigorous observation. 

Cat.55  Hockney’s Wheat Field Off Woldgate, 2006, a work painted en
plein air shortly after he resettled in Bridlington in 2005, attests to the affinity
between the two artists, especially when considered alongside Van Gogh’s
Wheat Field, June 1888 (fig.3). The point of view of each artist is similar:
Vincent walked into the field to paint; Hockney has waded into the fields
of Woldgate to set up his easel, immersing us in the grasses and wheat.
No longer are we viewing the scenery from the perspective of being on
or alongside the road; instead, we are in the very heart of the landscape.
The field stretches out as far as the eye can see, with the electricity pylons
that mark the distance our only reminder of nearby towns. 

Van Gogh created his Wheat Field in June, working swiftly while the
harvest was being gathered. Hockney’s urge for immediacy matches that
of his predecessor. Furthermore, he too identifies the month – August – in
which he painted some of the works in his wheat field series. The attribution
of dates – and, in Hockney’s recent work, particular days and times – in their
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‘Vincent makes us see a great
deal more than the camera
could.’ 

‘Looking is a positive act …
Teaching drawing is teaching
people to look.’

Fig.3
VINCENT VAN GOGH
Wheat Field, June 1888
Oil on canvas
50  61 cm
Stichting Collectie P. en N. De Boer, Amsterdam

Cat.55
Wheat Field Off Woldgate, 2006
Oil on canvas
91.4  121.9 cm
Courtesy of the artist
© David Hockney 
Photo credit: Richard Schmidt
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‘… Every tree is different.
Every single one. The branches,
the forces in it; they are
marvellously different. You are
thrilled. This is the infinity of
nature.’

Cat.71
Woldgate Woods, 21, 23 and 29
November 2006
Oil on six canvases
182.9  365.8 cm overall
Courtesy of the artist
© David Hockney 
Photo credit: Richard Schmidt 
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them then and there, or to wait until summer. While still deliberating, he
returned one day and found them chopped down. Creating a few sketches
on the spot, then painting them from memory in his studio, he returned a
week later, only to see many more felled trees, this time with logs piled along
the roadside. This chance encounter resulted in Winter Timber, 2009, an
enormous 9  20 feet fifteen-canvas oil painting, in which Hockney pays
tribute to the cycle of nature. The artist strikingly juxtaposes the freshly-cut
logs against the verticality of the purple ‘totem’ suggested by a hewn trunk
and the myriad blue trees that remain upstanding, protectively surrounding
the dead wood. The canvases not only summarise the life cycle of the tree in
one image, but also hint at our own mortality and connection with the earth.

Does Hockney’s use of multiple canvases alter the way you view his paintings?
Describe their effect.

Hockney has stated that he has yet to make ‘a marvellous painting’ of his
experience of ‘The Tunnel’, yet he returns to the motif repeatedly. Why do you
think this is? What do his continual efforts tell you about the act of making art? 

Think about the spatial relationship between the viewer’s body and the towering
trees in paintings like Woldgate Woods, 21, 23 and 29 November 2006 and Winter
Timber, 2009. How does the size of the trees make you feel when you confront
them in the paintings?

Do you agree that Hockney links nature’s life cycle with our own in Winter Timber,
2009? Why, or why not?
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TUNNELS, WOLDGATE WOOD, 
AND WINTER TIMBER
Cat.59  The groups of trees that line Rudston Road near the village of Burton
Agnes in East Yorkshire form one of Hockney’s favourite and most revisited
points of beauty. Referred to as ‘The Tunnel’ by the artist, the tops of the trees
converge to create a canopy over the road, down which he takes the viewer
in A Closer Winter Tunnel, February–March, 2006 (his first multi-canvas
painting). Standing at 6  12 feet, the work sprang from the artist’s growing
belief that ‘to make big statements with paintings, you have to paint them
big.’ However, the logistical difficulty of transporting one giant canvas to
Rudston Road, coupled with the impossibility of being able to see the
landscape from behind it, gave rise to his solution of painting across six
separate canvases. The six canvases enable artist and viewer alike to view
the scene from assorted standpoints: one may apprehend the image in its
entirety, or scrutinise its individual components. As with Pearblossom Highway,
Hockney’s construction of the image alludes to the diversity of available
perspectives in nature, and encourages the eye to wander across the canvases.
However, he recently conceded to Carol Kino that despite frequently filming,
photographing, and painting ‘The Tunnel’, he feels that he has yet to make
‘a marvellous painting of my experience. I haven’t quite figured it out yet,
simply because it’s not one viewpoint. But I will.’

Cat.71  Hockney repeats his use of six canvases in Woldgate Woods, 21, 23
and 29 November 2006, but now intensifies both the array of perspectives
available to the spectator and the grandeur of the landscape. Representing
an area of the woods where three paths meet, the artist challenges the eye to
choose a single view. Whereas the central panels of A Closer Winter Tunnel
induce the eye to travel through the tree-lined ‘tunnel’, following the distinct
tire tracks, the artist delineates the middle path through Woldgate Woods,
21, 23 and 29 November 2006 far more subtly. It competes with the two
other visual avenues available to viewers, who implicitly stand dominated by
the soaring trees that surround them. The artist cannot contain their great
stature; the branches extend beyond the top of his canvas. Their
overwhelming elevation, the dazzling late autumn colours, and the pathways
that draw the eye into the painting all heighten the intensity of being in
nature. By propelling viewers into his woods, Hockney persuades them to
experience the area as he does, and to open their eyes to their surroundings. 

Cat.105  Hockney’s fondness for the trees in the Wolds, which he refers
to as ‘friends’, unexpectedly led him to a new subject matter. Driving in
Woldgate one day, he noticed two dead trees, and debated whether to paint
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‘The difference in East
Yorkshire is that there aren’t
many tourists. They come for
the coast, but the Wolds ... as
far as I know, nobody ever
comes as a tourist to it. The
landscape is a lot more subtle
… whereas West Yorkshire is
often quite wild, far more
dramatic … and why most
people driving through the
Wolds think they are driving
just through a load of fields
and don’t notice it.’

‘What it is I’m going to show
you is an alleyway of trees …
When I moved up here, I
recognised this is really very
rare and beautiful.’

Cat.59
A Closer Winter Tunnel,
February–March, 2006
Oil on six canvases
182.9  365.8 cm overall
Art Gallery of New South Wales, Sydney.
Purchased with funds provided by Geoff and
Vicki Ainsworth, the Florence and William
Crosby Bequest and the Art Gallery of New
South Wales Foundation, 2007
© David Hockney / Collection of Art Gallery of
New South Wales, Sydney
Photo credit: Richard Schmidt
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Cat.105
Winter Timber, 2009
Oil on fifteen canvases
274.3  609.6 cm overall
Private collection
© David Hockney 
Photo credit: Jonathan Wilkinson



THE ARRIVAL OF SPRING
Cat.119.02  David Hockney’s attentiveness to nature’s transience and
continual search for immediacy, coupled with his unceasing interest in new
media, led him to the iPad, an instrument that didn’t exist when he accepted
the Royal Academy’s invitation in 2007 to mount an exhibition. Faster even
than watercolour, the iPad enables the artist to sketch more speedily than with
any other medium in the unpredictable outdoors, capturing both light and
colour in a matter of seconds. In The Arrival of Spring in Woldgate, East
Yorkshire in 2011 (twenty eleven) – 2 January 2011, No. 2, Hockney sketches
the winter day in vibrant pinks and greens accentuated by thawing snow.
The flamboyant colours, particularly those in the foreground suggesting icy
conditions, and swift mark-making draw the eye down the road towards
unmelted snow. The artist uses a stylus and the ‘Brushes’ application on his
iPad. The arc from inspiration to completion occurs rapidly, freeing him to
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‘The iPad is becoming a
fantastic tool for me. What is
really good about it is its
speed. No other medium using
colour is as fast. You can get
things down very fast, meaning
you can capture quick lighting
effects like nothing else. The
spring is just spectacular this
year, and I am getting it down.’

Cat. 77
The Big Hawthorn, 2008
Oil on nine canvases
274.3  365.8 cm overall
Courtesy of the artist
© David Hockney 
Photo credit: Richard Schmidt 

Cat.119.02
The Arrival of Spring in
Woldgate, East Yorkshire
in 2011 (twenty eleven)
– 2 January 2011, No.2 
(one of a 52-part work)
iPad drawing printed on paper  
144.1  108 cm
Courtesy of the artist
© David Hockney 

HAWTHORN BLOSSOM
Cat.77 The artist further develops our connection to nature’s cycles with
The Big Hawthorn, 2008, which expresses the exuberance of blossom and
returns us to spring and rebirth. Each year, he prepares for what he calls
‘action week’, three or four days in late May or early June when the
hawthorn blossom makes its fleeting appearance. Rising at dawn to catch
the light when the blossom is at its best, Hockney quickly depicts the
hawthorn from different viewpoints so as to see and remember it as wholly
and clearly as he can from year to year, fully aware that he augments his
cumulative memories by noticing something different each time. In The Big
Hawthorn, he renders the blossom monumental and places it in the centre
of the grid created by his nine canvases. As with his colossal trees in the
Woldgate Woods series, Hockney emphasises the relationship between the
viewer and the giant hawthorn, the shrub dwarfing the human body that
is absent from, yet implicit within, the painting. Indeed, at a 2009 gallery
exhibition in New York City, which included the painting, he greeted visitors
with the words, ‘I’ve taken to thinking of these recent canvases of mine as
figure painting … you the viewer are the figure in them.’

Hockney often stresses the importance of seeing, along with seeing through the
prism of memory. Think about and discuss the difference between the two.
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a rig on his Jeep. Hockney and his assistants drive slowly along Rudston Road
to ‘The Tunnel’, for instance, filming first one side of the road, and then the
other side, before joining them together. ‘A single camera isn’t very good at
showing landscape,’ he claims, ‘but the nine cameras are.’ The few who saw
the resulting footage shown simultaneously on eighteen screens prior to the
Royal Academy exhibition concur, with journalist Bryan Appleyard marvelling,
‘They make me feel I have never seen a tree before.’ 

Cat.144 The multi-camera stills of Nov. 7th, Nov. 26th 2010, Woldgate
Woods, 11.30 am and 9.30 am, like Hockney’s photocollage ‘joiners’, form
a ‘drawing’ that leads us into the artist’s experience of a specific moment and
place, while simultaneously illustrating the passage of time and its effects
on nature. It presents two scenes of virtually the same spot along Rudston
Road, filmed less than three weeks apart but illustrating completely different
seasons. For Hockney, though, both aspects celebrate English weather. On the
left, the artist leads us down ‘The Tunnel’ on a classic autumnal morning full
of rust, gold, and olive, with a hint of pale blue sky visible through the vast
dark branches. On the right, heavy snow has swept through the region,
rendering the landscape monochromatic. By contrasting the two scenes,
Hockney once again forces us to contemplate the changes in hue and
atmosphere wrought by time and weather. 

Hockney has criticised photography in the past, saying that it is ‘all right, if you
don’t mind looking at the world from the point of view of a paralysed Cyclops.’
What do you think he means by this? Do you agree or disagree with him?
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‘We see space through time.
When you’re seeing the
nine-camera videos of
Woldgate, it’s a different time
in the top right-hand corner
from what it is in the left-top
corner. Just as it is in real life
for you.’

disseminate his images as quickly he likes, often instantaneously. In the
nineteenth century, collapsible tubes of paint made it possible for the
Impressionists to paint quickly out of doors. In the twenty-first century, the
iPad has altered Hockney’s experience and characterisation of the visual world.

Hockney portrays the road in diverse colours, such as pink, burgundy, green, blue,
and orange. Why do you think he chooses such colours? 

Consider an outdoor feature that you see daily, such as the pavement, a tree or
plant, a road, or the sky. What colours do you see at first glance, and what colours
do you see after five minutes of close observation? 

Do you consider a work of art created on an iPad the equivalent of an artwork
painted on canvas? Why, or why not?

FILMS MADE WITH NINE CAMERAS
With every medium he embraces, David Hockney attempts to overcome the
discrepancy between our capacity both to see the three-dimensional world in
space, volume and time, and to translate that vision into a two-dimensional
representation. His engagement with pictorial space has extended from
painting to photography, sketching to set design, and iPad to film, in each
case manipulating media in an effort to recreate how the eye sees. Long
frustrated by the reductive single perspective and the inability to suggest
movement afforded by ordinary cameras, in 2007 he began experimenting
with a set of nine synchronised, high-definition, video cameras attached to
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Cat.144
Nov. 7th, Nov. 26th 2010,
Woldgate Woods, 11.30 am
and 9.30 am
Film still
Courtesy of the artist
© David Hockney



CONCLUSION
David Hockney left England nearly fifty years ago, believing it to be grey and
dreary, but the works he has created since returning to Bridlington proclaim
what he failed to see in his youth: England’s lustrous colours and open spaces.
Since returning to Yorkshire, his primary subject for the past decade or so,
he has come to delight in the landscape, telling interviewers that it gives him
a ‘spatial thrill’. With sketchbook, watercolours, oils, iPad, or video camera
in hand, the artist continually revisits motifs and favourite local spots within
a twenty-minute drive of his house in order to see ‘clearer, and clearer, and
clearer still’. He is fond of the Chinese notion that ‘painting is an old man’s
art’, espousing its underlying sentiment that the experiences of life, art, and
looking at the world accumulate with age. Each day brings Hockney a new
vista to draw and, according to him, thus sparks a process in which the hand
transmits visual information through him physiologically and into his memory,
where it remains and influences how he sees. As he related to Martin Gayford
in 2009: 

‘We see with memory. My memory is different from yours, so if we are both
standing in the same place we’re not quite seeing the same thing. Different
individuals have different memories; therefore other elements are playing a
part. Whether you have been in a place before will affect you, and how
well you know it. There’s no objective vision ever – ever.’
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Cat.11  (detail)
Pearblossom Highway, 
11–18 April 1986 #1
The J. Paul Getty Museum, Los Angeles. 
Gift of David Hockney 
© David Hockney 




