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PREFACE

Drawing - A Line Going For A Walk is a limited edition 
publication created to accompany the exhibition, The 
Drawing Project at Castlefield Gallery, Manchester (UK). 
The CG Associates Scheme selected The Drawing 
Project through an open submission for their Launch Pad 
exhibition. The Launch Pads are short exhibitions or 
performances that punctuate Castlefield Gallery’s main 
exhibition programme providing artists and curators with 
the opportunity to use the gallery as a test bed for the 
production, display and consumption of contemporary art.

The Drawing Project is a research exhibition investigating 
the current approach to drawing, considering specifically 
how artists define and use drawing in their practice in the 
North West of England. This supporting publication 
includes a catalogue of the exhibiting artists and their 
response to contemporary drawing. 



PhD Candidate Sophie Preston and Undergraduate 
Lewis Cornish, at The University of Manchester,   
produced research papers exclusively for the publication. 
The academic papers investigate the progression of 
drawing from the Modernist period to the contemporary. 
The notes on drawing will take you on a journey of how 
artists perceptions and approaches to drawing have 
evolved from the mid 20th Century.
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CATALOGUE OF ARTISTS



JENNY CORE

Explosions, splats and spills are amongst the many 
experimental processes, which are involved in Core’s 
drawings…

Core’s work is an investigation into the potential and 
diversity of drawing as a medium and not ‘just a process’. 
Since the Modernist period, drawing has become very 
‘accepted’ in the art world with more artists challenging 
the concept of drawing and ‘exposing’ their drawing ideas 
and works – it is drawing as the final outcome rather than 
a prepatory process.

The materials explored are a combination of bubble 
solution, graphite and ink with time led and performative 
processes. The object is captured on paper. It dissolves, 
explodes and ceases to exist in its current form. What 
remains is a mark of an object that once existed, a 
moment captured in time. These created forms have then 
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been manipulated and appropriated to create abstract 
scenes.

“What I love most about drawing is its originality. No one 
else can make a mark identical to your own. Every mark 
you make is unique.” Core enjoys the idea of creating a 
physical object, an object, which can only exist in a 
moment (in some cases in certain conditions) and trying 
to capture an essence of its being. She is changing the 
state of my materials for them to permanently alter, an 
everlasting change. 

Jenny Core studied Fine Art at The University of 
Huddersfield, UK and now lives and works in 
Manchester. Exhibits include: Self Portrait Exhibition, 
Brooklyn Art Library, New York, USA (2012); 60 Drawings 
Exhibition, Bankley Studios & Gallery, Manchester, UK 
(2012); Drawing Connections, Siena Art Institute, Italy 
(2011); Twitter Art Exhibition, Exhale Unlimited (E.U.) 
Gallery, Los Angeles, USA (2012). Awards include: 
Special Recognition Award, Abstract Competition, Light 
Space & Time Gallery, USA (2013); shortlisted for the 
Neo: Artrpize 2012, Bolton, UK (2012).
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Jenny Core, Form #26, graphite & watercolour on paper 
(2013). 
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Jenny Core, Form #9, ink and graphite on paper (2012).
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SOPHIA CRILLY

In an era of visual assault and mass reproduction, the 
ease with which images proliferate, are edited and 
transformed, can be used as both a subject and tactic to 
question what art is and could be. Sophia Crilly's practice 
both colludes with and critiques this avenue of 
contemporary artistic enquiry, through the 'appropriation' 
and ‘reproduction’ of found and archival imagery  in her 
work, and the refashioning of images with historic 
currency as objects of art.

Her graphite-on-paper drawings are detailed, labour 
intensive recreations of thematically researched images, 
sourced from the Internet, reportage and personal 
photographs. Each drawing operates pictorially, both 
individually, and as part of a series, placing it within a 
broader, complex narrative and unfolding history.
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Sophia Crilly graduated with an MA in Visual Culture and 
BA in Fine Art from Manchester School of Art, UK. Crilly 
now lives and works in Manchester and is Director and 
Curator of Bureau. Recent exhibitions include: Sixty 
Drawings, Bankley Gallery, Manchester, UK (2012); 
Tattooed Tear,  Malgras Naudet, Manchester, UK (2012); 
International Drawing Project, PR1 Gallery, Preston 
UCLAN, UK (2012); Salon Neu, Embassy, Edinburgh, UK 
(2012); Jerwood Drawing Prize 2011, Jerwood Space, 
London and touring UK (2011-12).
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Sophia Crilly, Walter Hopps, pencil on paper (2011).
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Sophia Crilly, Harald Szeemann, pencil on paper (2011).
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HONDARTZA FRAGA

Hondartza Fraga works primarily with drawing and video, 
and often from found objects and images. Her work 
researches the emotional dependency relation between 
person, object and image. Fraga’s latest works revolve 
around the notion of loss, distance, journey and the 
meaning of home. 

“I am interested in using souvenirs and everyday objects 
to force a dialogue between the domestic and the 
remote, suggesting narrative and contradictions between 
seemingly unconnected subjects”. Working mainly in 
black and white and with pencil or ink, drawing for Fraga 
is a way to explore different narratives, to invent or re-
imagine worlds that can appear familiar and yet retain a 
sense of the unknown.

Hondartza Fraga graduated from a BA (Hons) in Fine Art 
at The University of the Basque Country, Spain and 
completed an MA in Fine Art at Sheffield Hallam 
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University, UK. Fraga lives and works in Leeds and has 
exhibited nationally (Liverpool, London, Sheffield) and 
internationally (Portugal, Spain, Norway, Istanbul, Italy). 
Fraga has a studio with East Street Arts in Leeds. 
Residencies include: Leverhulme Trust artist in residency 
at the Maritime Historical Studies Centre at the University 
of Hull, UK (2013). Solo exhibitions include: A Still Better 
Seaward Peep, various venues, Hull, UK (2013); 
Seaward Bound, La Caverna de la Luz, Santander, Spain 
(2013); Ese Centro Frágil e Incierto, Sala Bretón, 
Astillero, Spain (2013). 
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Hondartza Fraga, Incandescent, pencil on paper (2011). 
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Hondartza Fraga, It was Necessary to Draw a Circle over 
that Uncertain and Fragile Centre, Film Still (2012).
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MARY GRIFFITHS

Mary Griffiths makes abstract drawings of mainly the 
architectural and sometimes the geographical. All show a 
preoccupation with gravity and luminosity, materiality and 
the insubstantial.

Griffiths lives in Manchester and graduated from the MA 
Fine Art at Manchester School of Art, UK in 2009. She is 
also Curator of Modern and Contemporary Art at the 
Whitworth Art Gallery, Manchester, where she has been 
in post since 2000. 

Recent exhibitions include: Some Recent Examples, 
Manchester, UK (2013); Cabedal, Plataforma Revolver, 
Lisbon (2012); Fathom, Bureau, Manchester, UK (2012); 
Memory of a Hope, Ceri Hand Gallery, Liverpool, UK 
(2011); Workhouse, The Hive, Manchester, UK (2011); 
MA Show, Holden Gallery, Manchester School of Art, UK 
(2009); This and That, Triple Base Gallery, San 
Francisco, USA (2009); Four Artists from the Manchester 
School of Art, FAFA Gallery, Finnish Academy of Fine 
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Arts, Helsinki, Finland (2009); Jerwood Drawing Prize 
2008, Jerwood Space, London and touring UK (2008-09). 
Her book, Pictures of War, was published by Carcanet 
(2009). 
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Mary Griffiths, Where Few Dwelled, graphite on paper 
(2011). 
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Mary Griffiths, Corridor, graphite on paper (2012).
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LESLEY HALLIWELL

“It starts with a simple step and then another that add up 

like taps on a drum to a rhythm. Not dissimilar to the 
rhythm of walking; the placing of one foot in front of the 
other; shifting the weight from left to right to right to left. 
In itself, one step, one line, is quite insignificant, but they 
add up.”

Halliwell has been making work with biro pens for over 
ten years now. Marks on paper; intimate, honest and raw. 
The drawing starts from a central point. Carefully 
measured pencil lines direct and guide the overall 
structure while the pen nib  leaves a trail of ink behind it. 
Mistakes are recorded along the way, absorbed into the 
body of the drawing. Her hand slips, the pressure of the 
pen alters, pens run out of ink; key moments that are left 
as a trace of a journey and the memory of a process 
which records and reveals human experience.

Sometimes the pen produces lines that are light and 
delicate. When ink runs dry the metal nib  embosses the 
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paper leaving an indentation visible only  when caught in 
the light. At other times ink splutters onto the page in all 
its glory; the pen nib  works fast, worrying away the fibres 
of the paper, the ink building up  layer after layer; lush, 
rich and sticky. Marks like this, that are placed so close 
together, produce blocks of vibrant colour. The white 
background is obscured, shifting the line-based 
composition into new and uncertain territory.

Lesley Halliwell lives and works between Cheshire and 
Manchester. She originally trained as a painter at 
Nottingham Trent University and has gone on to gain an 
MA in Twentieth Century Art History at Goldsmiths, 
London and an MA in Fine Art at Manchester 
Metropolitan University. Exhibitions include: Beauty is the 
First Test originating at The Pumphouse Gallery, London, 
UK (2012-14); The Infinity Show, NN Northampton, UK 
(2013); The Jerwood Drawing Prize, Jerwood Space, 
London, UK (2010); The Drawing Shed, Project Space 
Leeds, UK (2010); Superabundant - A Celebration of 
Pattern, Turner Contemporary, UK (2009); Bloombergs 
New Contemporaries, London, UK (2002).
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Lesley Halliwell, Fanatic 4500 Minutes - work in progress,  
pen on paper (2008/9).
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Lesley Halliwell, Shrinking Violet, 2759 Minutes, pen on 
paper (2013/14).
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JENNY STEELE

Jenny Steele's work reflects on the past, current and 
future use of architecture that she encounters, 
processing elements of these spaces through drawing, 
sculpture, animation and printmaking. Buildings 
referenced within her work are selected by socio-
historical narratives or structural interest, and often 
suggest a utopic hope for the future, such as post-
colonial environments, rural fabrications and post-
industrial mills in the North West. 

Steele's latest work references post-colonial buildings in 
North and South Africa, after several periods of research 
there in 2012-13. She is particularly interested in seafront 
architecture from the early 19th century to modernist 
forms, considering the designs utopian ideals.

The process of drawing and sensitive uses of colour, are 
the crucial foundations of her work, which build up a 
timeless spacial atmosphere. The immediacy and 
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simplicity of the drawing process, combined with 
economic tools, bring her back, time and again to 
drawing.  Sometimes drawing is the end in itself, and 
other times drawing composes a three dimensional 
sculptures or print.  The formal aspects of the drawing 
method provide fields of removal and overlap using every 
day  pens and pencils that become devices which 
reconsider architectural spaces, bringing attention to 
colour and construction.

Jenny Steele is a graduate of Goldsmiths MFA and lives 
and works in Manchester. Steele has exhibited widely in 
the UK, Europe, USA, Japan and China. Solo exhibitions 
include: Why buildings stand up/ Why Buildings Fall 
Down, Malgras|Naudet, Manchester, UK (2013). Group 
exhibitions include: BALTIC Artists Book Fair, UK (2013); 
The Jerwood Drawing Prize at Mac, Birmingham and 
UCA, Bournemouth, UK (2013). Residencies include: 
Manchester School of Art, UK (2012); InCertainPlaces, 
Harris Museum & Art Gallery, Preston, UK (2011); 501 
Artspace, Chongqing, China (2011).  
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Jenny Steele, When buildings stand up/when buildings 
fall down, mixed media installation (2013).
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Jenny Steele, Upwards 1, mixed media (2013).
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CLAIRE WEETMAN

"When I see something or someone moving, I imagine 
what that movement would look like if it left a trace 
behind, how a space would look if lines followed that 
movement around."  In the same way that a moving 
pencil leaves a record of its movement on a sheet of 
paper, Claire Weetman creates works that mark a line in 
a physical space.  

Watermark uses a public square as the drawing surface, 
with an evaporating trace of water marking prominent 
lines of passage taken by pedestrians as they cross the 
space which links ferry, bus and taxi terminals in the 
Beşiktaş area of Istanbul.  Drawing can be thought of as 
an active process rather than a finished product and it is 
in this manner that Claire considers her work. The action 
of making the marks and following movement holds 
greater importance than the static marks that result, 
which are anchored to a position and absent of 
movement.  
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This action of drawing both traces existing movement 
and alters potential movement. Watermark, whilst aiming 
to trace natural routes of travel through the space, 
actually  causes that flow to be disrupted. Painting a line 
of water onto the floor interacts with the movement of the 
people that Weetman is following causing them to alter 
their course, pausing, looking back or skipping across the 
transient obstruction.  

Claire Weetman studied Fine Art at Liverpool John 
Moores University and lives and works in St Helens. In 
2011 co-founded the artist-led studios and artist network 
Platform Art St Helens. Exhibitions include: Small 
Change, Airspace Gallery, Stoke on Trent, UK (2013); 
Two installations, The Bluecoat, Liverpool, UK (2013); 
Trace, Motorcade/Flashparade, Bristol UK (2012); 
Animated Drawings: screening of works by emerging 
artists, Parasol Unit, London, UK (2012). Residencies 
include: METAL International residency Award in 
partnership with Shanghai Fine Art University, China 
(2012). 
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Claire Weetman, Watermark, film still (2012).
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Claire Weetman, Migrate, ink on paper (2013).
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SOPHIE PRESTON

PhD Candidate, Art History, University of Manchester.

Some Notes on Drawing and Modernism

Working out drawing:
Curator Jodi Hauptman argues that during the early 
twentieth century, ‘paper served as a laboratory  in which 
artists could work out their ideas’. 1 In 1926 the Russian 
artist Wassily  Kandinsky, published his spiritual tenet on 
art, Point and Line to Plane, created during his years as a 
teacher at the Bauhaus.  Including both texts and 
drawings, the book demonstrates Kandinsky’s 
philosophical investigations on how points and lines 
relate to a plane. These abstract compositions acted as 
preliminary workings out for Kandinsky to develop in his 
painted compositions.

Gesture and the body:
In 1957, American art critic Harold Rosenberg declared a 
sketch to be ‘the preliminary form of an image the mind is 
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trying to grasp’. 2 In other words, drawing was a formative 
aid in the production of the work of art - the finished 
painting. Rosenberg wrote, ‘on the canvas… line can 
establish the actual movement of the artist’s body as an 
aesthetic statement’. 3 Abstract Expressionist Jackson 
Pollock, famously presented the body’s gestures on the 
canvas. In his work the boundaries between preliminary 
(drawing) and finished (painting) were indistinct. 
However, the rhetoric of contemporary art criticism 
revealed a hierarchy always in favour of painting, ‘TO 
PAINT… the gesture on the canvas was a gesture of 
liberation, from Value = political, aesthetic, moral.’ 4 

Drawing was preliminary to painting.

Writing and inner reality: 
As the categories of drawing and painting became more 
fluid, their dependence on descriptive or mimetic 
representation lost favour - ‘what was to go on the 
canvas was not a picture, but an event’. 5 The American 
artist Cy Twombly used calligraphy – handwritten text 
somewhere between drawing and writ ing - to 
communicate presence and memory. Twombly’s  The 
Italians, 1961, includes drawn schematic markings and 
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lines, scrawled text, painted gestures that present both its 
physical and mental making. As Twombly argues, ‘the 
line doesn’t illustrate, it is the perception of its own 
realization’. 6 Drawing was no longer limited to the 
depiction of the visible, rather its emphasis could be on 
mental states, inner reality. 

Debates defining drawing:
Art Historian Anna Lovatt writes that in the 1960s and 
1970s, artists created drawing-based site-specific 
installations ‘in order to disengage aesthetic experience 
from the autonomous object. 7 Artists including Frank 
Stella, Carl Andre and Donald Judd famously rejected 
drawing, with Stella declaring it to be ‘less and less 
necessary’. In 1966, Mel Bochner requested a working 
drawing from Donald Judd for his exhibition Working 
Drawings and Other Visible Things on Paper Not 
Necessarily Meant to be Viewed as Art. Judd apparently 
replied that he did not ‘do’ drawing, sending Bochner a 
fabrication bill for inclusion in the exhibition. 8 As well as 
Judd’s bill, Bochner’s exhibition included working 
drawings that were photocopied and put into folders and 
displayed on plinths. Did the art of the exhibition lie in the 
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photocopied pages, or in the concept of the exhibition 
itself? 9 Either way, Bochner placed drawing at the centre 
of debates on conceptual art, diverting drawing’s focus 
away from notions of gesture and the event. 

Drawing and non-composition:
Lovatt writes, ‘elsewhere in New York… the practice of 
drawing was being systematically  disengaged from its 
traditional associations with aesthetic composition, 
subjective expression and technical skill.’ 10 The artist 
Agnes Martin, who drew geometric forms and grids, 
‘refuted the notion of drawing as revelatory of the artist’s 
sensibility, while reconfiguring it as a ‘major’ practice on a 
grand scale’. Martin’s works refuse traces of self-
expression and instead privilege the relationship  between 
the viewer and the work of art. Drawing was a category of 
its own.

References
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LEWIS CORNISH

Undergraduate, Art History, University of Manchester.

Why Drawing Now?
Core, Halliwell & Griffiths

Drawing as a human action has an unquestionably vast, 
diverse history and to consider this practice in a 
contemporary context brings questions of development, 
refinement and execution to the fore. The German 
cultural critic Walter Benjamin wrote his revolutionary 
paper The Work of Art in the Age of Mechanical 
Reproduction in 1939 amidst a climate of political anxiety 
and social reform. Benjamin’s essay explores the concept 
of originality  and the potential detriment the new age of 
reproductive media, such as photography and film, could 
hold for artisan work. Inexplicably  Benjamin’s approach to 
art in the mid-twentieth century was bound up  with 
political ideology and its effects upon culture. Indeed the 
twentieth century brought about change in art in many 
ways and Modernism sought to explore the potential for 
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art media; artists such as Jackson Pollock yearned to 
express themselves through means such as painterly 
texture and use of colour while realistic pictorial 
representation was often deemed ‘kitsch’. Seventy-five 
years after Benjamin’s essay was published how have 
attitudes towards the drawn image changed? In an age of 
three-dimensional printing and ersatz paper screens (the 
electronic book or the near limitless smartphone) should 
we now consider the possibility of the obsolete medium?

Jenny Core, The Organic Man, pencil 

on paper (2012).
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Drawing today can be argued to be a problematic and 
complex practice which still manages to exist and thrive 
in our technologically astute society. To consider why this 
physical human action with pre-historic roots has evaded 
extinction requires an understanding of what drawing 
means both as a concept and an action.  Drawing in itself 
is a unique practice, a human recording constrained only 
by the limits of the imagination. Though often reflexive 
and insular in its performance, drawing is conversely 
exploratory. It is the uniqueness of drawing that can often 
outshine its own ephemeral process. The organic nature 
of drawing’s construction impedes any other organic 
reconstruction; the drawing process cannot be replicated 
identically by another human, therefore the original 
maintains its unique aura. This exploratory  mode of 
drawing is crucial in the works of Jenny Core whose 
practice blends media to create her drawings’ 
foundations. Ink and bubble solution create spontaneous 
and ornate patterns against paper before Core’s own 
marks embellish and develop these momentary 
preservations. The friction of graphite against paper 
contrasts with the fragility of transitory bubbles but this 
contrast is only present in the concept of the drawing. 
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Rather the work Core creates seamlessly  blends imprint 
with hand-drawn addition to create a unified whole.

To return to our original point of departure, Benjamin also 
considered how “Living means leaving traces” in another 
essay, indeed a loaded anecdote to consider but 
particularly applicable to the process of artistic creation. 
The concept of legacy and nostalgia conjured by “…
leaving traces” is also explored in Core’s practice as her 
use of the nostalgic childhood motif of bubble solution 
emphasises the importance of play  in artistic practice. 
The notion of relinquishing control of one’s practice to a 
temporal floating cage of lines and marks insinuates a 
randomised experimentation – or play. Another artist who 
works with boundaries set by  an external locus is Lesley 
Halliwell whose spirographic creations transcend both 
nostalgia and systemisation. The viewer’s personal 
memories of creating guided mathematically-based 
patterns by drawing in tandem with a series of 
interlocking cogs and discs are evoked but Halliwell also 
highlights a limit to unassisted hand drawing. The artist 
offers a viewer perfect aesthetic symmetry and 
tessellation emphasised by bright spectacular colour 
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while also reflecting on the innate tension between chaos 
and control, mediated by the artist’s guide discs. A level 
of tension also arises from Halliwell’s drawings in the 
form of the effect the work has upon her own body; the 
nostalgically overwhelming intricate designs are the 
product of intense labour upon the artist. This physical 
jarring of organic and plastic methods of drawing recalls 
the concept of the limitations of drawing. 

Lesley Halliwell, Beauty is the First Test 
3026 Minutes, pen on paper (2012).
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Mentally  bound up with drawing is often the typical pencil 
and paper, even if merely  a starting point to develop and 
experiment with mark making. As drawing has its own 
colossal history so too do these primary tools for its 
performance and yet they have also survived into the 
twenty-first century, some would argue now thriving in a 
counter-cultural embodiment of celebrating the artisan 
and original amongst high-streets littered with mass 
production’s latest plastic incarnates. It could be argued 
that the physicality  of this friction generated art, as 
graphite scratches paper, highlights the receptive 
qualities of materials. Or perhaps the monochrome 
nature of pencil and paper, black and white, acts as a 
basic foundation and framework for an artist to mould 
their initial ideas around. The abrasion of graphite against 
paper certainly suggests a degree of permanence to 
drawing, resonant of the unique human recording status 
the practice has also earned. Mary Griffiths’ work 
certainly  indulges in considerations of permanence but a 
more spatial permanence opened up  by  the engulfing 
geometrical graphite renderings. The beautifully  angular, 
structured frames to Griffiths’ wall-drawings offer a sharp, 
distinct lens to view the work through. Scratches and 
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marks culminate to deepen the viewer’s surroundings in 
a mediated realistic fashion as the materiality  of the wall 
is celebrated by the shine finish of graphite. It would 
seem that drawing and its necessity for attrition in this 
case acts as glorification of its own materials of 
production. Griffiths’ work constructs spatial rendering 
from the impeccably uniformed markings, acting as 
testament to the exploratory  and constructive nature of 
the drawing practice.

Mary Griffiths, Where Few Dwelled, graphite on paper (2011). 
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Drawing has survived and now thrives in our 
contemporary age and this is due to a number of unique 
offerings the drawing practice provides. Its pioneering 
and exploratory nature demands a kinetic approach to 
creativity that is far more tactile in an age of electronic 
fingers and surfaces. The neurological process of seeing 
and understanding an image still becomes baffled by flat 
markings converging to create space, environment and 
emotion. This wonder-like nature of drawing has proven 
to always surprise and impress a viewer. The exploratory 
and playful elements of the practice have also kept 
drawing alive as artist and viewer both can share in the 
spontaneous and haphazard nature of mark-making. For 
the artist, drawing offers a highly malleable and open 
framework around which compositional and tonal 
experimentation can be tried and tested. While for the 
contemporary viewer drawing acts as a visual oasis of 
originality  and imagination when our daily lives are 
barraged with branded logos and rehashed, mass 
produced imagery for our consumption. 
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