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This Drawing Matters Special Edition of TRACEY: Drawing, Visualisation, Research has been a long time coming. Its publication captures a selection of the proceedings of a one-day symposium held on 14th July 2017 at York St John University and what was also inspired by the spirit of that event. Convened by Vanessa Corby, Lucy O’Donnell, and Sally Taylor, Drawing Matters first began to emerge through fleeting, but nevertheless recurring, conversations shared in our office at YSJU. We were three colleagues, three women, for whom drawing inhabited a central place in our working lives because it had first offered each of us a means to make sense of the world. Our concerns as artists, writers, and thinkers were, and indeed still are, inflected by the ever-emergent ‘interstitial differences’ (Ingold 2016: 13) of gender and social class. At that time, however, drawing pulled us even closer together because it had been a vital agent in our material negotiation of parenthood. 
Taylor started to teach Fine Art at YSJU in 2010; the same year that Corby, who had arrived in 2006, finished a somewhat weighty monograph on two drawings by American German Jewish artist, Eva Hesse (2010). Sensing that her colleague was not done with writing just yet, Taylor asked Corby to contribute a piece for an upcoming exhibition at the Ryedale Folk Museum, Sally Taylor: Drawings (2011), and they have been collaborating ever since. O’Donnell joined the Fine Art team at York St John in 2013. By the time we sat down to seriously think about Drawing Matters in 2016, we had all been working together for three years and had four children under five between us. In that context, Emma Dexter’s famous assertion ‘to draw is to be human’ (2005) took on new meaning. 
In any given gap between teaching and tutorials, our conversations veered between children, drawing, and motherhood: from the dehumanising, disembodying experience of pumping breast milk to drawing’s capacity to preserve our energy and sense of self as a framework for maternity, as an encounter with ignorance and uncertainty, and as a vehicle to open the sensory nature of being human for our children. Looking back, it is easy to see how this blend of academic and real-world application enabled drawing to become what Taylor calls the ‘life blood’ of our existence. Each of us felt that this blurring between our private and professional lives was a profound privilege. And it is from that critical space informed by history, theory, practice, and lived experience, that we began to ponder the practical applications for drawing as a non-verbal, material form of communication, and set about doing ‘something’ together.  

In terms of drawing practice, these beginnings had been directly informed and invigorated by O’Donnell and Taylor’s participation in the 2016 Arts Council England funded Prison Drawing Project, held in Scarborough, North Yorkshire (Figs. 1—6). This exhibition was led by artists, Tracy Himsworth and Kate Black, as part of the annual Coastival arts and culture weekend. Himsworth's drawing and curatorial practice interrogates the potential of architectural space to engage new audiences in drawing and contemporary art. The funding she secured mobilized the strategic potential of The Old Borough of Scarborough Jail, a building which had never been open to the public, to draw crowds curious about the its interior, thus generating a far greater platform for the artist's practices than a standard pop-up exhibition. Taylor sat on the selection panel and featured in the show, as did O’Donnell who also wrote













the introduction to the exhibition catalogue. In ‘Reflections on the Prison Drawing Project’ (2016), O’Donnell situated the artist’s site-specific responses to the Old Borough of Scarborough Jail as an interrogation of becoming, boundaries, space, place, and the expansion of drawing’s conventions and materials: concepts which have marked the discourse on contemporary drawing since the early 2000s. 
Within this familiar framework, the most salient point of the ‘Reflections’ was the way in which the artist’s practices were materially troubled by the constraints and possibilities of the building’s architecture (Figs. 3, 4, & 5). O’Donnell took up Alain Badiou’s thinking on drawing to articulate the impact of this spatial dynamic on the exhibition. The prison cells did not simply offer a ‘platform’ from which to share these drawings, she argued, but held ‘tight to [their] function as the place for detention, confinement and duration’ (O’Donnell, 2016). As such, she continued, the coupling of drawing and prison cell precipitated a sense of ‘embodied displacement’ that invited ontological reflections on the ‘fragile’ nature of being human and shifting ‘reciprocity between existence and inexistence’ (O’Donnell, 2016).   
Over the Coastival weekend, The Prison Drawing Project, Scarborough, attracted 1,400 visitors, ‘in February, in the snow!’ as Taylor never fails to remind us. The exhibition’s impressive footfall is testament to the success of Himsworth's strategic use of the site, which presented a rare opportunity for collaboration and mentoring in North Yorkshire for artists who normally worked in isolation. As such, it revealed the need for a greater infrastructure to support artists in North Yorkshire. What is perhaps still more striking, however, was that the richness and spatial dynamics of the aesthetic experience that Himsworth curated and O’Donnell theorised spoke to the bigger political and societal picture that was then unfolding across the UK. 













The sense of confinement that pervaded The Prison Drawing Project had been made all the more tangible by its location in a coastal area that was in the process of rapidly becoming an ‘entrenched social mobility coldspot’ (Social Mobility Commission 2017: 1). The tension between that confinement and the ‘embodied displacement’ made manifest by the installations’ negotiation of ‘boundaries’, ‘borders’, and ‘constraints’ in Scarborough was given still greater poignancy by its timing on the cusp of the EU Referendum. The Vote Leave campaign capitalised on the acute cultural and economic displacement that austerity and the negative effects of globalisation had brought about in areas like Scarborough. By seeking to severe the ties with the European Union, the Leave campaign promised a new phase of belonging for those communities: a fallacy made compelling by the fears and privations on which it preyed. 
To situate The Prison Drawing Project in this grave context made for a bittersweet evaluation process, in which the exhibition’s successes were dogged by a simple ‘and?’ In this sense, the unfinished business stemmed in great part from Corby and Taylor’s working-class backgrounds, but it has also been compounded by the writings of American sculptor, Jimmie Durham, which Corby uses in her teaching every year. In ‘Creativity and the Social Process’ (1983), Durham asserted that ‘our perception of the purpose of art, as we produce it, must be eminently practical’ (1993: 69). He goes on, 
The purpose of art is to help people interpret their world so that they may be better able to change it in positive ways. That must be the purpose of all human activity, except those activities which are oppressive to the good of humanity (1993: 71).
Durham’s advocacy of art for social change prompts a question about the practical steps needed to give audiences the tools that will create the conditions that can facilitate interpretation. The immediacy of drawing, as a shared, inherently human experience would seem to negate any need to instrumentalise it to generate dialogue with others. Outside the academy and the rich discourse we inhabit, however, it must be remembered that the conventions of ‘good drawing’ still hold sway in education and wider culture. If artists and curators want audiences to ‘get’ what they do and effect change if they can, then, contradictory as it may seem, strategies must be devised to enable audiences to reconnect with this immediate, inherently human non-verbal form of communication.  
It is this consideration of Durham’s imperatives that brings this editorial to the question of legacy, both in the case of The Prison Drawing Project and the dissemination of drawing more broadly. Durham’s thinking is informed by his knowledge of Brazilian educationalist, Paulo Freire, and British anthropologist, Ashley Montagu, who each saw that ‘cooperation’, generated through ‘social dialogue’ was key to the being and evolution of humans (Durham, 1993: 71). ‘The role of art and artists’, Durham affirmed, must be seen,
As a part of human culture, which has the purpose of human liberation, art must have the purpose of critical social interpretation. It must be part of the social dialogue, and not separated by theories of aesthetics or by middle-class edification (Durham, 1993: 71).  
Durham argues that humanity is not an index of reason alone, as Descartes would have it, rather our capacity for ‘social dialogue’ informed by the ‘rationality’ of which human beings are capable (Durham, 1993: 71). Forty years after he made that argument, algorithms employed by social media platforms predetermine the circulation and content of information; entrench political positions, prejudice, protectionism, and individualism; close down our capacity for critical thinking and social dialogue; and strip culture of its humanity. Given the procession of quick photographic ‘hits’, to borrow from Tim Ingold (2013: 125), mobilised to support this asocial process we wondered how, or indeed if, the sensuous, tangible nature of drawing as a non-verbal mode of communication could matter in this seemingly overwhelming, unstoppable context? Could we do ‘something’ to facilitate reflections on self, place, and other to generate social dialogue between artists and their publics?
These are the questions that drove the formation of Drawing Matters. The event’s title was chosen, therefore, not simply because it offered an affirmation of a priori significance for the medium and its materials. Rather, because it also sought to consider matters arising from drawing: its ‘practical purpose as we produce it’. The purpose of gathering people together in York was quite simply to find out if our questions had any traction in the wider drawing community. We wanted to learn more about the creative strategies that artists, anthropologists, and curators had devised to explore this ‘human’ potential of drawing. How had they circumvented the conventions of representation that govern common perceptions of ‘good drawing’ and the barriers that limited arts engagement. And how did those interventions matter ‘in positive ways’ for lives lived outside the academy? 
Given the dialogic and inclusive beginnings and imperatives of Drawing Matters, the last thing we wanted to do was host an event where people came to talk at one another. Rather than stage the usual kind of academic ‘something’, i.e., a straight conference, we framed it as a symposium, which shares the same etymological route as ‘sympathy’, in the hope of giving it a friendly foundation. Our second step was to ask Kate Black to curate an exhibition that would incorporate works by herself, Andy Black, Himsworth, O’Donnell, and Taylor, in order to underpin the significance of The Prison Drawing Project and firmly cement practice at the heart of the event and its dialogues.  
The Drawing Matters exhibition, represented in this Special Edition in the form of visual documentation, was built upon a residency undertaken in the summer of 2016 by Andy Black, Kate Black, Tracy Himsworth, Lucy O’Donnell, and Sally Taylor at Drawing Projects UK, Trowbridge (DPUK). Following The Prison Drawing Project, the artists used this residency to create a space that was not exclusively focused upon predetermined or resolved outcomes, but to make, think, and talk about drawing. Working side-by-side in this way enabled common interests to cohere and depart from one another, which opened up new explorations of space, structure, edges, play, and lostness. 










In 2017, the Drawing Matters exhibition (Figs. 7 & 8) created two physical spaces with differing symbolic functions. The interior space, in the form of a cube that could be entered via gaps on two sides, showed the work of each artist individually but contained and sustained the group’s own internal dialogue. This was manifested through words, drawings, diagrammatic links, source material, and influences, both visual and literary. The exterior space which wrapped around the interior, opened up the exhibition and its praxical underpinnings to practitioners beyond the group from all backgrounds and professions to catalyse conversations across disciplinary boundaries. Curated in this way, the structure of the exhibition aimed to embody the social dialogues that had been fundamental to the formation and function of the symposium.  
This emphasis on the emergence of artistic practice through dialogue and cooperation, and the infrastructures necessary to its facility was then picked up by the Keynote, which was given by Professor Anita Taylor, Director of Drawing Projects UK and the Jerwood Drawing Prize. In the first contribution to this Special Edition, Taylor plots her journey through and ambitions for drawing, providing a model of what is possible for the medium as a vehicle with which to build communities and communication between artists and regional, national, and international publics, given enough determination, energy, and focus. Anita Taylor’s generous and open approach to drawing set the tone for the day, which unfolded through a series of presentations, discussions, and a roundtable chaired by Elizabeth Hodson (Newcastle) that weaved between the interplay of body, gesture, space, place, and community.     
Drawing Matters’ second contribution comes from Leeds based artist, Garry Barker. In ‘Is it to feel each limb grow stiffer, is it to feel the full potential of a life?’, he navigates the transformation of the lived experience of the aging body through drawing. Barker poetically works through narratives drawn from the community where he lives and works in a way that underscores the power and potential of individuals, the impact of their dreams and disappointments. The imperative to this body of work is the complex landscape of migration, memory, belonging, and displacement that are inherent in the topographies and terrains of the past and the present, and which are inflected by an increasing cognisance of the body as it grows older. Barker’s meditation on the shifting capabilities of the body, with running as a signifier of passing youth is taken up by Carali McCall in ‘The artist as athlete’. McCall argues for the proximity of the performative gestures of running and drawing. It situates her practice as a negotiation of geographical displacement and its attention to the question of sexual difference. Through a hybrid of drawing and running, her paper traverses differing landscapes by paying attention to the performativity of practice and the body in the context of cooperation. 
Through a close reading of the work of Raymond Pettibon, Tilo Reifenstein’s essay critiques the division of the proximate gestures of drawing and writing, which haunts the privilege assigned to textual/verbal communication on one side of the argument and non-verbal forms on the other. He proposes that drawing’s potential exceeds its sensuous qualities that, historically, have been distinct from the intelligibility of the graphic line. Neither advocating a comprehensive readability of drawing, nor a new graphology of written marks, he argues that the recognition of the illimitability of the graphic mark highlights the intervolution of the sensuous and cognitive work of both drawers and writers. Asmita Sakar follows this with a poetic and sensuous transformation of the lived experience of mining through the charcoal drawings of Indian artist, Prabhakar Pachpute. The synergy of the artist’s materials and subject matter is playfully worked through the imagery he creates, which is situated in the context of India’s social class and rapid industrialisation. The inflection of the body, class, materials, space, place, and time through drawing that underpin all of these contributions inflect our own contributions to this Special Edition, which grew out of the Drawing Matters Symposium to form three new strategies for three strands of activity. 
Corby synthesised Anita Taylor’s approach to regional, national, and international infrastructure for drawing communities, Garry Barker’s embedded approach to practice in Chapeltown, and her interest in Ingold’s writings on the ‘hylomorphic’ underpinnings of Western thought (2001) to devise From the Ground Up: a HEI, school, and third sector collaboration. Its purpose is to explore creative strategies that intervene in the cycle of transgenerational disadvantage that currently impacts the futures of children and young people in the post-industrial Borough of Barnsley. The first phase of that project, a pilot residency which took place in February 2020, is represented in this volume by a film of the same title made by artist Karen Wallis, now Visiting Research Fellow at YSJU. 
Taylor developed the ACE funded Mentoring for Professional Development project included in TRACEY in the form of the essay ‘Going along together’ (Corby). This project formalised the support she had been given by Anita Taylor and Kate Brindley, chief curator at Chatsworth, exploring the value of social dialogue for the production and curation of practice. Taylor then pooled this experience through her deepening collaboration with Andy Black and Kate Black, now Lecturer in Illustration at York St John, forming the Art Happens Here Collective together (Fig. 9 & 10). The purpose of the collective is to create an infrastructure to embed contemporary arts activity in remote rural and coastal north Yorkshire. Based in Malton, North Yorkshire, they secured and repurposed the Community House, an old Council office block, and transformed it into the first affordable studio complex in the region. Supported by in-kind funding from Ryedale District Council, it has developed a network of mentoring, exhibition collaboration, and PPD for artists in the region. 











From this platform, Taylor has lobbied for investment in contemporary art in North Yorkshire, and has provided direct input into Ryedale District’s new cultural policy and the Forestry Commission’s Arts Strategy at Dalby Forest. Participants in the Community House have included Alan Eves (Managing Director Forestry Commission), Stuart Cameron (Crescent Arts), Petra Young (Development Manager Forestry Commission), and Ryedale District Council, as well as artists across Ryedale. 
O’Donnell developed her Drawing Matters performance/presentation into Sitting with Uncertainty (2018–2019), a substantial body of work that draws the unseen trauma and grief of miscarriage into the realm of the visible. Represented in this volume through an essay and documentation, it was instigated in collaboration and through discussions with the Birth Rites Collection and the Miscarriage Association. The publication that accompanies this body of work is now distributed by NHS miscarriage counselling service provides to support their clients’ therapy (2019).  
Through the collaboration that has organically evolved between us and those we now work with, our strategies for and through drawing are beginning to help us feel as if we have at least started to do ‘something’ meaningful in the UK’s current social and political climate. Is this ‘something' enough? Definitely not. Since 2017, social mobility has not only ‘stagnated’ across the country (Social Mobility Commission 2019) but the UK has entered a new open era of racism, compounding its more unspoken, systematic presence and further displacing the nation’s BAME and domiciled EU citizens. We inhabit a political climate that struggles to suppress the open hate-speech of a US President and the falsehoods of a UK government; difference is hostage to derogatory representations that play on the fear of the unknown and the other. The last body blow in this bewildering series of political circumstances has been the handling of and social inequalities cemented by Covid-19. Given the utter disarray of this social political landscape, we feel it is time to reach out again to ask the only question that we can ask, ‘how can drawing matter?’  
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