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Fig. i.4. ΨOn Lundy IslandΩ by Henry Moore RA RWS. 1857. Pencil and Watercolour with Bodycolour. 

Courtesy of ChristieΩs Images Limited © 2013. 
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Foreword 
 

 
 
 
 
 
 
 
 
 
 

 
 
 
 
It was just over 10 years ago that Professor Robin McInnes introduced me to the wonderful 
insights into coastal change that can be gained from studying historical art.  As a 
ƎŜƻƳƻǊǇƘƻƭƻƎƛǎǘΣ L ǿŀǎ ƛƳǇǊŜǎǎŜŘ ōȅ ǘƘŜ Ǌƻōǳǎǘ ƴŀǘǳǊŜ ƻŦ wƻōƛƴΩs approach and the way art can 
assist science in measuring topographic change in such a dynamic setting.  At that time I was 
working as a presenter on the BBC series Coast, a long running popular television show that 
exemplified an enduring fascination with coastal landscapes. The beautiful case studies in this 
report, ǘƘŀǘ ǊŜǇǊŜǎŜƴǘ ǘƘŜ ŎǳƭƳƛƴŀǘƛƻƴ ƻŦ ŀ ŘŜŎŀŘŜΩǎ ǊŜǎŜŀǊŎƘ ōȅ ǘƘŜ ŀǳǘƘƻǊΣ allow us to consider 
the value of our coastal heritage in a uniquely enjoyable fashion that I think will be of interest to 

a wide readership.  
 
We are living in a time of unprecedented environmental change and if we are to effectively 
manage the coastal environment upon which millions of us depend for our livelihoods and well-
being, we must understand and appreciate ƛǘΦ LΩm sure you will agree, as you marvel at the effort 
on show in the following pagesΣ wƻōƛƴΩǎ ǿƻǊƪ ƛǎ ŀ remarkable and valuable contribution.   
 
 
 
 
 
 
 
 
 

Dr Hermione Cockburn 
Scientific Director, Dynamic Earth, Edinburgh 
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Fig. i.5. ΨPlymouth Harbour, DevonΩ by François DΩOrléans. c.1856. Watercolour. 

Royal Collection Trust/©Her Majesty Queen Elizabeth II 2018/The Watercolour World.  
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Coastal & Geotechnical Services and Chloe Stanford-Clark, 2019 
 

The views expressed in this book are those of the authors 
and not of any other individual or organisation. 

 
 

This publication (excluding the logos) may be re-used free of charge in any format or medium.  It may one be re-used 
accurately and not in a misleading context.  The material must be acknowledged on the authorsΩ ŎƻǇȅǊƛght and use 
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the material requires permission from the copyright holders concerned.   
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Fig i.1. (Front Cover) Top left Ψ[ƭŀƴŘǳŘƴƻΣ bƻǊǘƘ ²ŀƭŜǎΩ c.1850. Private Collection. Top right Ψ.ǊƻŘƛŎƪ .ŀȅΣ !ǊǊŀƴΩ by Waller Hugh 
Paton. 1884. Image courtesy of Patrick Bourne. Bottom {ƛŘƳƻǳǘƘΣ {ƻǳǘƘ 5ŜǾƻƴΩ by Hubert Cornish. c.1815. Private Collection. 

 
Fig. i.2. (Half-Title Page) Ψ±ŜƴǘƴƻǊΣ LǎƭŜ ƻŦ ²ƛƎƘǘΩ by Randolph Schwabe RWS NEAC. Watercolour. 1933. Private Collection. 

 
Fig. i.3. (Double Page) Ψ! /Ǌŀō ŀƴŘ [ƻōǎter Shore, BonchurcƘΣ LǎƭŜ ƻŦ ²ƛƎƘǘΩ by Edward William Cooke RA. Signed and Dated 1857.  

Oil on canvas. Private Collection.  Photograph Courtesy of the Richard Green Gallery, London. 
When the picture was exhibited at the Royal Academy in 1857 The Art Journal wrote ά¢Ƙƛǎ picture has much the appearance of 
having been painted from a photograph; but it surpasses photography because the detail of the shaded portions is as perfect as 
the light passages.  The pitch of the picture lies in the wondrous painting of the shingle, every ǎǘƻƴŜ ƻŦ ǿƘƛŎƘ ƛǎ ǊŜǇǊŜǎŜƴǘŜŘΧέΦ 
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Fig. i.6. ΨLynmouth, DevonΩ by Myles Birket Foster RWS, 1825-1899. Watercolour. 

Image courtesy: Bridgeman Images.  
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Fig i.7. (above) Ψ[ƻǿ ¢ƛŘŜΣ ¢ȅƴŜƳƻǳǘƘΩ by Thomas Sewell Robins. Watercolour. 1866. 

Photograph courtesy of IŀƭƭΩǎ CƛƴŜ !Ǌǘ Auctioneers, Shrewsbury. (Lot 381, 23rd October 2013). 
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Fig i.8. (above) ΨThe Pier Head, Aberdour, Fife, ScotlandΩ by Samuel Bough. 1865. Oil on canvas. BoughΩs highly detailed view of 
this coastal location illustrates the seawall, trade and cultural heritage.  

Courtesy of Patrick Bourne.   

Fig i.9. (below) ΨBow and Arrow Castle, Portland, DorsetΩ by John William Upham. 1821. Watercolour.  The watercolour illustrates 
the potential vulnerability of heritage sites within coastal zones such as this.  

Image courtesy of Guy Peppiatt Fine Art.  
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Executive Summary 
 
 
The remarkable variety and scenic character of the British coast results from not only its geological history 
over the last 4,000 million years, and the physical processes acting upon that geology, but also from the 
story of our seafaring nation, our culture and heritage.  The total length of the British coastline, including 
the islands, amounts to over 30,000km (19,500 miles) and since the last Ice Age the coast has been 
settled upon and developed, taking full advantage of rivers, estuaries and the sea itself as a source of 
food, as well as for the purposes of trade.  
 
The coastline, which varies considerably in terms of its durability, has been subjected continuously to the 
processes of weathering, coastal erosion, landsliding and flooding.  The recognition of coastal change and 
the practical experiences of its impacts over the last three centuries in particular, has clearly 
demonstrated that the coastal zone is an area that is naturally dynamic and prone to significant changes 
over time and geographical extent.  Climate change, with less predictable weather patterns and risks from 
sea level rise, brings increasing challenges for managers around the British coast.  In fact, many of those 
involved in coastal management believe that meeting the challenges of coastal climate change is the most 
important issue to be faced by scientists and decision-makers and the communities that they represent.  
Steadily improving national forecasting is proving to be of particular value alongside the expanding 
programme of strategic coastal monitoring.   
 
It is now well established that sustainable management of coastal zones can only be achieved through a 
thorough understanding of long-term coastal evolution and natural processes.  Alongside the technical 
tools that are available to inform us about the rate of coastal change, historical evidence, including 
artworks and other historical imagery such as old photographs, literature accounts and maps have 
allowed recognition of the nature, scale and rate of coastal change over a much longer timeframe than is 
normally considered by coastal scientists and engineers.  The use of artworks in particular is being 
promoted in this new study, taking advantage of the significant increase in the availability of these media 
online. The photographƛƴƎ ƻŦ ǘƘŜ ƴŀǘƛƻƴΩǎ ǇǳōƭƛŎ ŎƻƭƭŜŎǘƛƻƴǎ ƻŦ ƻƛƭ Ǉŀƛntings, now held on the ArtUK 
website (https://artuk.org), and the recently launched ΨWateǊŎƻƭƻǳǊ ²ƻǊƭŘΩ project 
(www.watercolourworld.org) are providing thousands of images of the coastline to new audiences, many 
publicly available to view for the first time.   
 
Bridging the disciplines of science and the arts, this study takes forward work undertaken previously by 
the author and colleagues for The Crown Estate, the European Union and Historic England.  In partnership 
with a wide range of key organisations with an interest in both improving understanding of our coastlines, 
and utilisation of arts media, images have been selected to assess the state of the British coast, and the 
changes that can be observed since the late eighteenth century.   
 
This study could not have been undertaken without the keen interest and support of a wide range of 
organisations and individuals that are closely involved in coastal management and fine art; I am most 
grateful for their kind assistance.  
 
 
 

Professor Robin McInnes OBE 
May 2019 

 
 
 
 
 

https://artuk.org/
http://www.watercolourworld.org/
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Fig i.10. Ψ!ǘ SoutƘŜƴŘΣ 9ǎǎŜȄΩ by George Arthur Fripp OWS. 1851. Pencil and Watercolour. 

Photograph cƻǳǊǘŜǎȅ ƻŦ /ƘǊƛǎǘƛŜΩǎ LƳŀƎŜǎ [ƛƳƛǘŜŘΦ нлм3. 

 

As well as depicting the nature of the shoreline before later Victorian development, highly-detailed watercolours, such as this 
view by Fripp, illustrate past approaches to the transit of goods along the English coast.  
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Introduction  
 
 
What lessons can we learn from observations of changes that have affected the British coast over the last 
250 years? How and to what extent have our coastal landscapes, environments and cultural heritage been 
affected by both natural and anthropogenic influences over that time? 
 
Increasingly sophisticated technologies now allow us to observe and monitor changing conditions within 
our coastal zones, but such innovative approaches have been introduced relatively recently and there are 
few locations around the British coast where systematic monitoring has been undertaken for more than 
twenty to thirty years.  Alongside these tools we can now also take particular advantage of the wisdom of 
hindsight by interrogating a vast additional resource of historical imagery that is becoming increasingly 
available online and which allows a much longer-term perspective to be gained of coastal evolution and 
the rate and scale of change; such insight can better inform future coastal planning and management.  
 
Over the last fifteen years the Public Catalogues Foundation (PCF), a registered charity, in collaboration 
with public art galleries, museums and other owners of artworks arranged the photographing of all the 
nationΩǎ нмнΣллл ƻƛƭ ǇŀƛƴǘƛƴƎǎΤ ǘƘŜǎŜ ŀǊŜ ƴƻǿ ŀǾŀƛƭŀōƭŜ ŦƻǊ ǊŜǎŜŀrch and interrogation on the ArtUK 
website (https://artuk.org/).  In 2016 the founder of the PCF, Dr Fred Hohler, established a new charity, 
Watercolour World (www.watercolourworld.org/), which has created a visual online topographical record 
of the world through watercolours spanning the period from 1600-1900. Watercolour World is honoured 
by the joint patronage of HRH The Prince of Wales and HRH The Duchess of Cornwall. 
 
Watercolour World displays watercolours recording, for example, topography, architecture, flora and 
fauna drawing on the estimated 6.5 million watercolours in public collections in the United Kingdom, as 
well as some important private collections; these are being indexed geographically on its website. 
Watercolours represent a fragile art resource and their recording, preservation and dissemination in this 
way provides a new, unrivalled resource available for scientific and educational purposes. In view of the 
fine detail of the watercolour painting technique this medium provides the opportunity to reappraise not 
just the physical changes that have affected the British coast but also changes to the natural environment 
and our rich coastal heritage over the last two hundred and fifty years in particular. 
 
Alongside other reference works such as illustrated topographical books, coastal change since the 1770s 
(when coastal painting started to become more popular) can be observed in full colour commencing long 
before the introduction of both black and white and colour photography. Recognising that a thorough 
understanding of long-term coastal change is fundamental to sustainable coastal management this study, 
using art imagery, has carefully appraised the observable changes that have affected coastal landscapes, 
environments and the heritage they contain. 
 
Previous studies, which have examined art and coastal change sponsored by The Crown Estate (McInnes 
& Stubbings, 20101, 20112; McInnes & Benstead, 2013a3, 2013b4) focused on the impacts of coastal 
erosion on life and commercial assets, with less attention paid to the historical and natural environments.  
Subsequently studies supported by the European Union (Momber et al., 20135) and Historic England 
(McInnes, 20166) examined both coastal heritage risk across North-Western Europe, and the role that 
imagery could play in supporting coastal heritage risk and management in South-West England.  This new 
study builds on the valuable experiences gained from these earlier studies and increases their 
geographical extent to cover the whole of the coastline of mainland Britain and the Islands, reviewing the 
physical, environmental and heritage changes that have become apparent over the recent centuries.  
 
Alongside the wealth of public artworks that are becoming increasingly available, the author has taken 
advantage of additional art images kindly loaned from private collections, art galleries and auction houses 
and local authority collections.  Certain key artistic tours of the British coast form benchmarks over time 

https://artuk.org/
http://www.watercolourworld.org/
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where the state of the coast can be appraised and changes observed.  These include coastal voyages and 
expeditions by some of our greatest topographical artists, as well as those who painted the developing 
coastal towns and villages through the rapid period of development in Victorian and Edwardian times.  
Some of these artists returned to paint the same spot many times as the seaside watering places, towns 
and villages expanded rapidly. The wealth of artworks produced in the nineteenth century including, for 
example, the often highly accurate ΨŜƴ ǇƭŜƛƴ ŀƛǊΩ portrayals of coastal scenery by the Pre-Raphaelite 
Brotherhood and their many Followers mean that, combined with their interest in the emerging science 
of geology, these artworks represent a particularly rich resource for this study.  By comparing these early 
views with present day photographs, it has been possible to review the changing British coast over this 
extended time period and to analyse and comment on the changes that have occurred.   
 
A key issue that has been explored through the past research and which has been re-examined and 
refined through this study, is the question of artistic accuracy.  Clearly, the more widespread use of art in 
support of coastal management, which is a prime objective of this study, relies upon the user being 
satisfied that the image represents a true portrayal of the coastline at the time it was painted.  Therefore, 
further work has been undertaken on improving the ranking system for artistic accuracy that was 
developed initially for The Crown Estate studies, with later improvements through the Historic England 
Ψ/IŜwL{IΩ ǎǘǳŘȅ ƻŦ ŀǊǘ ŀƴŘ Ŏƻŀǎǘŀƭ ƘŜǊƛǘŀƎŜ Ǌƛǎƪ in South-West England (McInnes, 20166).   
 
An aim of this new study is to improve our understanding of the long-term coastal evolution and the rate 
and scale of change affecting the British coast.  The study has illustrated changes affecting the largely 
natural open coasts of the late eighteenth and early nineteenth centuries, and has helped establish the 
commencement and chronology of coastal defences, noting their impacts over time.  Through the thirty-
two case study sites selected, the changes, particularly along soft rock and low-lying coastlines, have been 
more readily identified and this work can support the strategic planning process, for example in 
confirming ΨŎƻŀǎǘŀƭ ŎƘŀƴƎŜ ƳŀƴŀƎŜƳŜƴǘ ŀǊŜŀǎΩ (CLG,20108). Furthermore, the study assists in 
understanding the changing patterns of coastal development over the last 200 years and can in turn 
inform local planning, for example assisting the preparation of Conservation Area Statements and 
illustrating Historic Environment Records (HERs) (English Heritage, 20159).   
 
In addition to coastal management and planning, some of the very detailed artworks can provide an 
improved understanding of long-term environmental changes that have affected coastal land, with 
observation possible of habitat changes, gains and losses, as well as informing us of the changing 
landscape character, for example in Areas of Outstanding Natural Beauty (AONBs). 
 
The CHeRISH project (McInnes, 20166) helped to provide additional information on the chronology of 
coastal heritage sites and the identification of sites at risk or potentially at risk.  This work in turn can 
inform the Historic Environment Records and provide information on the alterations and losses affecting 
Listed structures, whilst at the same time raising awareness of local and regional heritage.  Finally, it is 
hoped that the study will support fine art research and encourage the bridging of the disciplines of 
science and the arts, particularly highlighting the value and opportunities provided through the 
increasingly available online resources provided by the ArtUK and ΨWatercolour WorlŘΩ initiatives.  
 
The author is most grateful for the interest and support of a wide range of organisations, networks, 
groups and individuals from across England, Wales and Scotland, without whom it would not have been 
possible to complete this study.  Because a number of the key artists who painted the coast of mainland 
Britain did not visit the coastline of Northern Ireland, this study is restricted to England, Wales and 
Scotland.  However, researchers may wish to read the report published by The Crown Estate in 2015 Ψ!rt 
ŀǎ ŀ ¢ƻƻƭ ƛƴ {ǳǇǇƻǊǘ ƻŦ ǘƘŜ ¦ƴŘŜǊǎǘŀƴŘƛƴƎ ƻŦ /ƻŀǎǘŀƭ /ƘŀƴƎŜ ƛƴ bƻǊǘƘŜǊƴ LǊŜƭŀƴŘΩ (McInnes & Benstead, 
20157), which is available at www.thecrownestate.co.uk.   
 
 

http://www.thecrownestate.co.uk/
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Fig. 1.2. (above) ΨMousehole, CornwallΩ by George Wolfe. 1860. Watercolour.  A highly-detailed depiction of the harbour by 
Wolfe, who followed the Pre-Raphaelite ethos of capturing the landscape truthfully, in precise detail. 

Image courtesy of Penlee House Art Gallery and Museum/Watercolour World. 

 

Fig 1.3. (below) Ψ¢ƘŜ .ǊŜŀƪǿŀǘŜǊΣ tƻǊƭƻŎƪ ²ŜƛǊΣ /ƻŀǎǘ ƻŦ {ƻƳŜǊǎŜǘΩ by Edward William Cooke RA. c.1862. Oil on canvas.  This 
detailed painting by Cooke illustrates his keen interest in depicting the cliffs, beaches and coastal defences, particularly on the 

Isle of Wight and in south-west England.  His paintings and watercolours form invaluable records of past conditions.  

Photograph courtesy of Martyn Gregory Gallery, London. 
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CHAPTER ONE 
ΨThe {ǘŀǘŜ ƻŦ ǘƘŜ .ǊƛǘƛǎƘ /ƻŀǎǘΩ  

Study Approach 
 
 

1.1. Introduction 
 
The importance of understanding long-term coastal change has long been recognised, particularly since 
the development and establishment of the shoreline management planning process from the early 1990s 
(MAFF, 19931; Defra, 20062).  It was recognised that a thorough evaluation of coastal evolution and 
physical coastal processes was fundamental to wise decision-making on the coast.  More widely the 
European Commission promoted ΨLƴǘŜƎǊŀǘŜŘ /ƻŀǎǘŀƭ ½ƻƴŜ aŀƴŀƎŜƳŜƴǘΩ as part of an overview of coastal 
areas, and this approach was adopted subsequently by the government (European Commission, 19993, 
20024, 20045; Defra, 20096).  Coastal risks are increasing as a result of climate change and sea level rise, 
resulting in more aggressive and greater erosion, flooding and landslide risks (McInnes, 20087; Moore et 
al., 20108; Bradbury & Mason, 20159).  The shoreline management plans, as they subsequently developed, 
helped to provide answers to the increasing need to adapt to long-term coastal change to help ensure 
successful planning and management of the coast looking ahead for the next century.  Nationally 
significant studies around parts of the British coast in recent years commissioned by the Standing 
Conference on Problems Associated with the Coastline (McInnes, 200810), the National Trust (National 
Trust, 201511), the Scottish Government and partners (Hansom et al., 201712) and the National Assembly 
for Wales (Dodds, 201713) have led to important advances in addressing risks and promoting 
sustainability.  
 
In essence, this study looks at the subject of coastal change and its physical, environmental and heritage 
impacts, particularly since the late eighteenth and early nineteenth centuries.  The measurement of 
change has been undertaken in an increasingly sophisticated manner over the last twenty years, with 
tools such as coastal monitoring programmes (Bradbury, 200714; Bradbury et al., 200715) including 
airborne and spaceborne techniques, ship-based surveying and ground surveying available to assist our 
understanding of the complexities of coastal change.  Previous studies commissioned by The Crown Estate 
(McInnes & Stubbings, 201016, 201117; McInnes & Benstead, 2013a18, 2013b19) demonstrated that 
artworks do provide an important tool to support these other monitoring techniques.  The studies 
illustrated show how works of art extending back to the late eighteenth century, long before the days of 
landscape photography, can often provide the only record of coastal conditions at that time.  Depending 
upon the accuracy of the artworks, they can provide useful supporting evidence of the nature, scale and 
rate of coastal change over the last two hundred years.   
 
The Crown Estate studies and subsequent studies commissioned by Historic England (McInnes, 201620, 
201721) have provided the opportunity to investigate thoroughly the contribution that art, photography 
and historical literature accounts can make to our understanding of the changing coast.  However, for this 
particular study the focus is on the practical applications and beneficial uses of artworks comprising oil 
paintings, watercolour drawings and prints.   
 
There are several reasons for the focus on art for this particular study.  The medium of photography as a 
tool is far better recognised by the wide range of professionals involved with coastal management and 
because photographs largely represent a true record of past conditions, there are not generally issues 
relating to the accuracy of this medium.  However, partly because of lack of information on the art 
resource and concerns about whether artworks represent true depictions of the coastal environment at 
the time they were painted, art has been much less used as a medium to explore the subject of coastal 
change.   
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Museums, art galleries, local authority collections, archives and private collections throughout Great 
Britain contain a wealth of artistic images, whilst many others are contained in extensively illustrated 
topographical publications.  Until recently, the availability of the art resource has been relatively unknown 
except for more famous works, which often hang on the walls of public art galleries.  However, this 
situation changed in 2004 when an initiative by Dr Fred Hohler led to the foundation of a charity, The 
Public Catalogues Foundation, which was established to create a complete record of the national 
collections of oil, tempera and acrylic paintings in public ownership and to make them accessible to the 
public.  Of the 212,000 oil paintings in public ownership in the United Kingdom, around 80% of these are 
not on public view and many are held in storage without routine public access.  The Public Catalogues 
Foundation worked to rectify this through the publication, initially, of a series of well-illustrated colour 
catalogues (Ellis, from 200422) and then, subsequently, to achieve the widest possible audience, all 
212,000 paintings became available online through a collaboration, initially with the BBC, by 2012. Now 
operating in its own right as ArtUK (www.artuk.org) this charity provides the point of access to the 
nŀǘƛƻƴΩǎ ŎƻƭƭŜŎǘƛƻƴ ƻŦ ƻƛƭ ǇŀƛƴǘƛƴƎǎ ǿƘŜǊŜ ǿƻǊƪǎ ōȅ ǎƻƳŜ плΣл00 painters, held in over 3,000 collections, 
are available for view online.   
 
Following the creation of ArtUK for the natioƴΩǎ oil paintings, Dr Hohler established a new charity in 2016, 
Ψ²ŀǘŜǊŎƻƭƻǳǊ ²ƻǊƭŘΩ (www.watercolourworld.org/), under the joint patronage of HRH The Prince of 
Wales and HRH the Duchess of Cornwall.  Watercolour World is a registered UK charity established to 
create a visual record of the world before photography by aggregating digital images of watercolours 
created up to the year 1900 on a single geographically indexed website.  The prime objectives of 
Watercolour World are: 
 
¶ to preserve and make publicly available the documentary information contained in watercolours; 
¶ to collate already digitised UK and international public and private documentary watercolour 

collections and to make them publicly available to the Watercolour World website; 
¶ to digitise and encourage the digitisation of documentary watercolours in the UK and 

internationally;  
¶ to encourage the participation of the public in sharing information and helping to identify 

unrecognised images.  
 
This new initiative is particularly important for those interested in all aspects of coastal management 
because, by their nature, watercolours tend to allow very detailed images to be produced.  An art ranking 
system that has been progressively developed by the author over the last ten years has highlighted 
watercolour drawings as one of the most accurate and consequently valuable mediums in terms of 
illustrating coastal scenery.   
 
The online art resources now available on these two websites have allowed access to thousands of oil 
paintings and watercolours, which were previously relatively unknown except to specialists; they are now 
available for research by the full range of coastal professionals and the wider public who may have an 
interest in different aspects of coastal zones. 
 
For the purposes of this study, the British coast has been explored through the works of a number of key 
artists or artistic groups that form benchmarks illustrating coastal scenery spanning the study time period 
(1770-Present Day).  These comprise: 
 

¶ William DanielƭΩs Ψ±ƻȅŀƎŜ wƻǳƴŘ DǊŜŀǘ .ǊƛǘŀƛƴΩ (1814-1825) comprising 308 colour aquatint 
engravings of British coastal scenery (Daniell & Ayton, 181418). William Daniell RA was a fine artist 
and many of his depictions, particularly of the coastal towns, are accurate, showing the coastline 
before the Victorian development period and the construction of many of the coastal defences and 
esplanades.  Prideaux (190924) said άsuch a succession of beautiful colour plates is scarcely to be 
found anywhere, and they are unsurpassed both in delicacy of drawing and tintingέ.  Many 
ŜȄŀƳǇƭŜǎ ƻŦ 5ŀƴƛŜƭƭΩǎ ŀǉǳŀǘƛƴǘǎ ŀǊŜ ŎƻƴǘŀƛƴŜŘ ƛƴ ǘƘƛǎ report.  

http://www.artuk.org/
http://www.watercolourworld.org/
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A Selection of views from Ψ! ±ƻȅŀƎŜ wƻǳƴŘ DǊŜŀǘ .ǊƛǘŀƛƴΩ by William Daniell RA (1814-1825) 
 

 
The Mumbles, South Wales 

 

 
Tenby, South Wales 

 
Penmaenmawr, North Wales 

 

 
Liverpool, North-West England 

 
Castle Head, North-West England 

 

 
Whitehaven, North-West England 

Port Patrick, West Coast of Scotland 

 

Tobermory, West Coast of Scotland 
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A Selection of views from ΨA Voyage Round DǊŜŀǘ .ǊƛǘŀƛƴΩ by William Daniell RA (1814-1825) 
 

 
Ayr, West Coast of Scotland 

 
Loch Duich, West Coast of Scotland 

 
Rispond, North Coast of Scotland 

 
Aberdeen, East Coast of Scotland 

 
Leith, East Coast of Scotland 

 
Dunbar, East Coast of Scotland 

 
Whitby, Yorkshire 

 
Lowestoft, Suffolk 
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A Selection of views from Ψ! ±ƻȅŀƎŜ wƻǳƴŘ DǊŜŀǘ .ǊƛǘŀƛƴΩ by William Daniell RA (1814-1825) 
 

 
Southend-on-Sea, Essex 

 
Southwold, Suffolk 

 
Deal, Kent 

 
Rye, East Sussex 

 
Reculver, Kent 

 
Brading, Isle of Wight 

 
West Bay, Dorset 

 
Mevagissey, Cornwall 
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¶ Works by Pre-Raphaelite artists and their Followers, which were produced from the late 1840s 
through to the end of the nineteenth century.  The Pre-Raphaelite Brotherhood (P.R.B.) was 
founded in 1848 by a group of young artists, poets and critics in London.  The Pre-Raphaelites were 
greatly influenced by nature and these artists wished to depict the landscape in its truest form 
through laborious study of even the smallest detail.  They were unrelenting in their quest for 
detailed realism and would spend the majority of their time working outside and not within the 
confines of the studio.  John Ruskin, a geologist and botanist by training, and one of the greatest art 
critics of the nineteenth century said in his Edinburgh lectures άtǊŜ-Raphaelitism has but one 
principle, that of absolute, uncompromising truth in all that it does, obtained by working everything 
dowƴ ǘƻ ǘƘŜ Ƴƻǎǘ ƳƛƴǳǘŜ ŘŜǘŀƛƭǎΣ ŦǊƻƳ ƴŀǘǳǊŜ ŀƴŘ ŦǊƻƳ ƴŀǘǳǊŜ ŀƭƻƴŜέ (Halsby, 198625).   
 
On account of their focus on truth of depiction and artistic accuracy, the short-lived Pre-Raphaelite 
Brotherhood but also particularly their Followers, who painted up until the last decade of the 
nineteenth century, provide a rich resource of detailed coastal views, painted in both oils and 
watercolours; some examples of their works are illustrated below.   
 

¶ Other nineteenth century artists who specialised in painting maritime and coastal subjects such as 
Edward Duncan (1803-1882), Thomas Miles Richardson Jnr (1813-1890) and Henry Moore (1831-
1895).  

 
Pegwell Bay, Kent. 1858. William Dyce RA. 

Courtesy © Tate Images 2018 

 
The Lizard, Cornwall. 1876. John Brett ARA. 

Courtesy of Maas Gallery 

 
Beer Head, Devon. 1858. E. W. Cooke RA 

Private Collection 

 
St AgnŜǎΩ Point, Isle of Scilly. 1858. E. W. Cooke RA. 

Courtesy Martyn Gregory Gallery 

 
Pettycur, Fife, 1797-1874. Oil  
Courtesy of Lyon & Turnbull 

 
Among the Shingles, Clovelly. 1864. C. N. Hemy RA RWS. 
Courtesy The Laing Art Gallery, Newcastle-Upon-Tyne 
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¶ Alfred Robert vǳƛƴǘƻƴΩǎ Coastal Watercolours of England and Wales (c.1900-c.1934) comprising 
over 1,500 watercolours, which were painted for reproduction as colour picture postcards by J. & F. 
Salmon Ltd of Sevenoaks, Kent. QuiƴǘƻƴΩs watercolours are highly detailed and he re-visited many 
of the locations repeatedly as the coastal towns and villages expanded during the first three 
decades of the twentieth century.  Images courtesy of SalmonΩs.  

 

 
Torquay, Devon 

 
St Ives, Cornwall 

 
Minehead, Somerset  

 
Weston-Super-Mare, Somerset 

 
Tenby, South Wales 

 
Aberystwyth, West Coast of Wales 

 
Southport, North-West Coast of England 

 
Grange-over-Sands, North-West Coast of England 
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Views of the Coastline of England and Wales by Alfred Robert Quinton (1900-1934) 
 

 
Whitby, Yorkshire 

 
Skegness, Lincolnshire 

 
Sheringham, Norfolk 

 
Walberswick, Suffolk  

 
Seaford, East Sussex 

 
Westcliffe-on-Sea, Kent 

 
Bournemouth, Dorset 

 
Lyme Regis, Dorset 
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¶ 5ŀǾƛŘ !ŘŘŜȅΩǎ ²ŀǘŜǊŎƻƭƻǳǊǎ - in the footsteps of William Daniell RA.  Between 1995 and 2002 the 
architect and distinguished watercolour painter, David Addey, retraced William 5ŀƴƛŜƭƭΩǎ earlier 
tour and he painted the present day view from the vantage points chosen by Daniell nearly two 
centuries before.  AddeyΩǎ ǘƻǳǊ ǇǊƻǾƛdes a new ŘƛƳŜƴǎƛƻƴ ǘƻ 5ŀƴƛŜƭƭΩǎ ǿƻǊƪ ǿƛǘƘ Ƴŀƴȅ ƛƴǘŜǊŜǎǘƛƴƎ 
changes to be observed over the intervening time period (Addey, 199526; Addey, 199727; Addey, 
200028; Addey, 200229).   

 

 
Hastings, East Sussex 

 
Lulworth Cove, Dorset 

 
Plymouth, Devon 

 
Conwy, North Wales 

 
Bamburgh Castle, Northumberland 

 
Charlestown, Gairloch, West Coast of Scotland 

 
Poole Harbour, Dorset 

 
Broadstairs, Kent 










































