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FOREWORD

British paintings have held an important and valued
place in the collection of the National Gallery of Art
since its very inception. That this is so reflects both the
general affection Americans have long felt for British
social, political, and cultural traditions and the specific
tastes and interests of the generous donors who have
helped shape the Gallery’s identity. Of the some 110
paintings presented to the nation by Andrew W. Mellon
in 1937 as the foundation of the National Gallery
collection, 20 were British. Only the Italian and Dutch
schools were represented in greater numbers. Quantity
was fully matched by quality, for in this core group
were many key paintings—especially Reynolds’ Lady
Elizabeth Delmé and Her Children and Lady Caroline
Howard, Gainsborough’s Mrs. Richard Brinsley Sher-
idan and Landscape with a Bridge, Romney’s Miss
Willoughby and Turner’s Mortlake Terrace—that remain
cornerstones of the collection today.

When the Widener Collection came to the Gallery
in 1942 it brought another eighteen British paintings
that complemented perfectly those from the Mellon
donation. Like Andrew Mellon, the Wideners partic-
ularly favored the Grand Manner portraiture epitomized
by Reynolds and Gainsborough. But perhaps the most
important aspect of their gift, at least as far as the British
collection was concerned, was the addition of two
Constables, The White Horse and the magically beautiful
Wivenhoe Park, Essex, and three Turners, including
our finest work by him, Keelmen Heaving in Coals by
Moonlight.

In the years since the Mellon and Widener gifts,
numerous other noteworthy donations, such as Stubbs’
exquisite Captain Pocklington with His Wife and Sister
donated by Mrs. Charles S. Carstairs in 1952, and
Reynolds’ grand Squire Musters given in 1961 by the
Fuller Foundation, have greatly enriched the British
collection. However, by far the most significant addi-
tions of recent years have come, once again, from the
Mellon family. In 1970 the bequest of Ailsa Mellon
Bruce brought us important works by Romney, Gains-
borough, and Turner, and during the decade of the

1980s many generous gifts by Paul Mellon greatly
amplified the range of artists and types of subjects
represented in the collection—nhis special eye and taste-
making passion for British art bringing here, with a
new approach, conversation pieces, landscapes, and
subject pictures.

Thanks to such sustained generosity, the National
Gallery’s collection of British paintings, though by no
means a comprehensive survey of the field, now stands
as a distinguished representation of the accomplish-
ments of that great national school. In addition, it is
worth remembering that the Gallery also owns several
highly important works, which will be documented in
another volume of our Systematic Catalogue, by Amer-
ican painters who spent long and profitable years on
English soil: Benjamin West, John Singleton Copley,
and Gilbert Stuart. Whether one properly considers
such major pictures as Copley’s Watson and the Shark
and Stuart’s The Skater American or English, they are
eloquent reminders of the close artistic ties that have
long endured between the two countries.

We are particularly fortunate that John Hayes,
director of the National Portrait Gallery in London,
agreed to take time from his busy schedule to write this
volume, the third to appear in the series of systematic
catalogues of the National Gallery’s collection. Dr.
Hayes, a well-known expert on British painting, has
brought to this task an enormous wealth of knowledge
and discernment, resulting in numerous discoveries
concerning attributions, identifications of sitters, and
more accurate dating of the pictures. For his thorough
and conscientious scholarship, so evident in the pages
that follow, we are most grateful.

As is true with the entire Systematic Catalogue,
which has been ably and efficiently coordinated by
Suzannah Fabing, managing curator of records and
loans until her appointment this year as director of the
Smith College Museum of Art in Northampton, Mas-
sachusetts, virtually every department in the Gallery
has contributed to the realization of this catalogue.
Each painting has been carefully examined in the
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conservation laboratory, and valuable new information
about the condition of the works has been incorporated
into the entries. In short, all of the relevant information
we have been able to gather about our British paintings
has been assembled here. The result, we hope, will
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make our ever-expanding collection in this field better
known and give further stimulus to the study of British

art.

Earl A. Powell II1
Director
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INTRODUCTION AND NOTES TO THE READER

This volume contains entries for those paintings in the
National Gallery that were produced from the sixteenth
to the nineteenth century by British artists or by foreign
artists who spent the greater part of their working lives
in Britain. The latter definition excludes the name of Sir
Anthony van Dyck, whose works will be treated in the
volume devoted to the Flemish School. Nonetheless,
it should be emphasized here that the eleven years Van
Dyck worked at the court of Charles I, from 1629 to 1640,
were of crucial importance for the history of British
painting. Not only did his advent change the course of
British portraiture at that time, but his European style
and sophistication, his elegance, and his repertory of
designs, poses, and accessories exercised a profound
influence on British portrait painters and their patrons
for two hundred years and more: both Reynolds and
Gainsborough, so magnificently represented at the
National Gallery, were inspired by his example and were
influenced by his work:

Broadly speaking, the collection of British paintings
in the National Gallery represents American taste of the
last hundred years rather than incidental accession or
Gallery policy. American collecting entered a new phase
in the 1880s and 1890s, when there emerged a class of
wealthy industrialists who sought to recreate in the New
World collections of pictures and objets d’art that would
have done honor to a Medici or a Habsburg. Among these
men were Henry Clay Frick and his friend, Andrew
Mellon, of Pittsburgh, and P.A.B. Widener of Philadel-
phia. Unlike the Medici or the Habsburgs, however, these
collectors were less concerned with contemporary art
(though Widener began his serious collecting with
paintings of the Barbizon School and bought works by
Manet and Degas) and surrounded themselves mostly
with old masters; the objets d’art—the Persian carpets,
the porcelain and the rock crystal, as well as the furni-
ture—provided a sumptuous setting for the pictures they
purchased for their palatial mansions and townhouses.
Portraits by Gainsborough, Hoppner, Lawrence, Rae-
burn, Reynolds, and Romney were bought for their status
in this context rather than because they were British.

Over half the paintings catalogued in the present
volume are from the Mellon and Widener collections.
Andrew Mellon’s personal criteria in collecting were
simple: “A painting must be by an outstanding artist; it
must be in good condition; and it must be beautiful or
pleasant to look at.” As far as the British pictures were
concerned, this meant works from the “‘golden age” of
British painting, notably by the artists listed above. After
his decision in about 1927 to provide a building for a
National Gallery, and to present his own works of art as
the nucleus for the national collection, Mellon widened
the scope of his acquisitions to embrace other facets of
Western painting and fine art. Perhaps he would not have
bought the portrait then thought to be a Copley of Admiral
Howe in the days when he was acquiring pictures for his
own personal pleasure. Nor would he have purchased en
bloc the Dreyfus collection of fifteenth-century Italian
sculpture or the Thomas B. Clarke collection of Amer-
ican portraits. Clarke made early American portrait
painters fashionable, and, at the time of its assembly, his
collection was claimed as constituting an unparalleled
nucleus for the formation of a national portrait gallery (a
natural patrioticaspiration following participation in the
First World War); unfortunately it proved to contain a
number of spurious works—with false attributions, sig-
natures, identifications, and pedigrees—many of which
have turned out to be British portraits of middling or low
quality; twenty-eight are catalogued in this volume.
P.A.B. Widener was a far less discerning collector than
Mellon, and his son, Joseph, worked with his father for
some years on pruning the collection, discarding over
four hundred heterogeneous pictures before inheriting
responsibility for it in 1915; as a result, the hundred
paintings bequeathed to the National Gallery in 1942 are
mostly of the highest quality, although, as far as the British
paintings are concerned, the taste they represent is sim-
ilar to that of Mellon, Frick, and other millionaire col-
lectors of the “Duveen’ era.

Duveen’s name is kept in quotation marks advisedly.
He was a great self-publicistand made many spectacular
salesto American collectors. Butother firmswere atleast
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equally active. Of the British pictures in the National
Gallery acquired during the “Duveen” era, only ten—
nearly all, however, of the first importance—were bought
from the firm of Duveen. Almost as many came through
Agnew or through Wallis & Son (who had a branch in
New York). Thirty (excluding the Clarke pictures) were
acquired from Knoedler.

The range of the British paintings in the National
Gallery has been enlarged by subsequent gifts and be-
quests, most notably by the thirteen pictures presented
by Paul Mellon. The huge collection of British paint-
ings (and drawings) formed by Paul Mellon since June
1959, and now for the most part presented by him to
the British Art Center at Yale, focused on aspects of British
art quite different from those represented in his father’s
collection: conversation pieces, sporting painting, top-
ographical pictures, works by lesser-known artists. Of
the thirteen pictures presented to the National Gallery,
five are conversation pieces, one, the Hogarth, is a theater
scene, five are landscapes, and two, the Fuseliand a Wright
of Derby, are subject paintings. Although these addi-
tions greatly enhance the holdings of British art, it should
be stated here that the National Gallery’s collection has
never been intended as a representation of British painting.
This is quickly apparent if its content is assessed. There
is only one work dating to the sixteenth century, and
three (excluding Clarke pictures) to the seventeenth.
There s little rococo art, little history painting, and only
two very minor works dating to after 1850. Indubitably,
however, there are many masterpieces, the chief glory of
the collection lying in the grand style portraiture and the
group of Turners.

A list of changes of attribution (and of title) is in-
cluded at the end of the volume. Nine or ten unattri-
buted works have been newly assigned to specific artists;
but, on the whole, the changes are simply refinements of
existing views.

Entries are arranged alphabetically by artist. Each artist
is given an introductory biography and bibliography, with
individual entries following in chronological sequence.

The extended biographies are in keeping with the
general plan of the systematic catalogue, and vary in length
according to the importance of the artist. Each isdivided
into three sections: a biography proper, an assessment of
style and artistic development, and a brief account of
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followersand influence. The bibliographiesare confined
to the principal and most illuminating literature.
The following attribution terms are used:

Attributed to:  Almost certainly by the named artist
according to the weight of available evidence, although
the available evidence stops short of reasonable cer-
tainty.

Studio of: Produced in the named artist’s studio by
assistants, possibly with some participation by the named
artist. It is an important criterion that the creative con-
cept is by the named artist and that the work was meant
to leave the studio as his.

Style of: Produced by an unknown artist working
more or less specifically in the style of the named artist,
who may or may not have been trained by or assisted the
named artist.

After: A copyofany date.

The following conventions for dates are used:

1790 Executed in 1790

C. 1790 Executed sometime around 1790

1790~-1795  Begunin 1790, finished in 1795

1790/1795 Executed sometime between 1790 and
1795

c.1790/1795 Executed sometime around the period
1790-1795

Dimensions are given in centimeters, height pre-
ceding width, followed by the dimensions in inches in
parentheses.

The technical notes summarize the contents of the
examination reports prepared by members of the Gal-
lery’s conservation department specifically for the sys-
tematic catalogue. The notes were written in consulta-
tion with individual conservators, and the pictures were
reexamined jointly (where necessary in the laboratory)
at that time. The notes describe the condition of each
picture as of this time. The following procedure was
employed for the original technical examinations:

Each picture was examined unframed. Visible light
was used front and back, and a binocular microscope
with a magnifying power of up to about 40x was employed.
The pictures were examined under ultraviolet light; where
applicable, areas of retouch or repaint were indicated on
a photograph or photocopy (preserved in NGA curato-



rial files). If an x-radiograph was on file it was consulted;
if there was evidence of a paint change, an x-radiograph
was made. Although x-radiography is discussed in the
technical notes only when significant changes were
revealed, mention is made of the existence of an x-radio-
graph in the report in each case (if no mention is made,
no x-radiograph exists). Infrared reflectography was not
routinely employed, but on the rare occasions when it
proved helpful in obtaining information its use is men-
tioned in the report. X-ray fluorescence was employed
only when requested to solve specific problems; when
this technique was used it is mentioned in the report.

The majority of the pictures were executed on plain-
weave fabric supports that were estimated to be (but not
analyzed as) linen. The type of weave is noted, but, in
the absence of fiber analysis, the supports are described
under the generic term canvas; similarly, wooden sup-
portsare described under the generic term panel. Inmost
cases, paintings on fabric had been lined onto auxiliary
fabric supports, again assumed to be linen. The lining
adhesive employed was usually aqueous, such as glue or
paste (or a combination), and original tacking margins
were found to have been routinely removed as part of
past lining treatment. Instances in which original tacking
margins survive are noted. The paintings are normally
mounted on nonoriginal stretchers. Stretchers esti-
mated to be original are noted, as are those of unusual
construction.

The ground layer in the majority of paintings con-
sisted of an overall application of white, which was mod-
ified on occasion by an imprimatura layer. With few
exceptions, paintings on fabric were executed in oil media,
with occasional inclusions of mixed technique.

The condition of the paintings varied. Often pictures
that had been lined exhibited flattened impasto and pro-
nounced weave impression in the surface layers. Many
of the paintings suffered from abrasion, particularly in
dark, transparent glazes. All of the varnishes were pre-
sumed not to be original. The dates of restorations are
noted where known, but restorers’ names have been
omitted.

Provenance information has been checked against

original sources wherever possible. Dealers’ names are
given in parentheses to distinguish them from owners
and collectors. Some modification of existing knowledge
has been provided by the Getty Provenance Index, which
possesses a microfiche of the stockbooks of Thomas
Agnew & Sons and M. Knoedler & Co. Footnotes are
provided where the source is not obvious or where the
information relating to more recent transactions is not
contained in NGA curatorial files. The date when a pic-
ture entered the collection is recorded in the accession
number.

The exhibition history of each picture is given com-
plete as far as it is known. Information has been checked
from original exhibition catalogues wherever possible
(only a few catalogues were untraced).

In the main text of the entries all studies and related
works are described and illustrated, with the exception
of reproductive prints, of which only the principal ones
are noted. Material not germane to the elucidation of the
Washington picture, including information relating to
the subject of a work or to other pictures of the subject
unrelated to the Gallery’s painting, is kept to a min-
imum; for example, only summary biographies of sitters
are supplied, and iconographies are selective, intended
to give some idea of whether a sitter was a much painted
subject or not. Costume analysis is only included in the
case of undated pictures, and to the extent that it assists
in dating. External visual evidence supporting an attri-
bution or dating is described as well as cited, and, in so
far as the budget has allowed, illustrated. Left and right
refer to the viewer’s left and right except in the case of
persons or figures represented, where left and right refers
to their leftand right.

Contemporary or early references are all given, even
ifonly atrivial notice ina newspaper; otherwise, only the
principal references are cited. Newspapers and periodi-
cals were published in London unless otherwise stated.
The titles of works cited in the footnotes are abbreviated
if the full title is given in the references or in the biog-
raphy; the same applies to the references if the full title is
given in the biography. References (and exhibition his-
tory) are complete as of 31 December 1990.

J.H.
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Abbreviations for Frequently Cited Periodicals

AAm Artin America

AB The Art Bulletin

AnN ArtNews

AQ The Art Quarterly

BuriM The Burlington Magazine
Conn The Connoisseur

IntSt International Studio

MD Master Drawings
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Farington Diary

Mellon 1949

NGA 1970

NGA 1980

NGA 1985
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Walker 1976
Widener 1908

Widener 1923
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16 vols. New Haven, 1978-1984.

National Gallery of Art. Paintings and S culpture from the Mellon Collection.

Washington, 1949.
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Lemuel Francis Abbott
c. 1761 — 1802

ABBOTT was probably born in Leicestershire in about
1761 (though perhaps earlier, between 1755 and 1757),
the son of the Reverend Lemuel Abbott, then vicar of
Thornton in that county. He became a pupil of Francis
Hayman in London in 1775, but returned to Leicester-
shire after Hayman’s death the following year. He set-
tled in London in about 1780 and married, probably
between 1786 and 1787,a Roman Catholic of whom only
the first names—Anna Maria—are known; his wife
appears to have been a difficult person who wanted their
son to become a priest, against his artistic inclinations.
Abbott exhibited portraits at the Royal Academy of Arts
in 1788, 1789, 1798, and 1800. His certain portraits are
all of male sitters, many of them naval officers. Ben
Marshall, later an accomplished sporting painter, was
apprenticed to him for three yearsin 1791 (but remained
only briefly).

In 1798, the year in which he was an unsuccessful
candidate for Associateship of the Royal Academy, Abbott
became insane, allegedly as a result both of his failure to
keep up with his work—he was parsimonious in the run-
ning of his practice—and because of domestic disquiet.
Hewascertified in 1801. He seemsto have been attended
by Dr. Thomas Monro, a specialist in insanity and patron
of many young artists, whose portrait he exhibited at the
Royal Academy in 1800. Abbott died in London on §
December 1802.

At present Abbott’s style is known chiefly from his
later portraits; the first decade of his career has yet to be
reconstructed. His touch in the 1790s was crisp, nervous,
and sensitive, reflecting that of the early work of Law-
rence. He had an ability to secure a good likeness, with
an alert expression or turn of the head, and his best work
(well represented in the National Portrait Gallery,
London) is head-and-shoulders portraiture. On a large
scale, when he was sometimes influenced by the drama
of late Reynolds, he could be uncertain in stance and
proportions. The hard, coarse touch evident in some of
his works, notably in passages in the series of naval offi-
cers in the National Maritime Museum, Greenwich,
suggests that canvases he had not finished at the time he
became insane were completed by another hand.

Bibliography
Sewter, Albert Charles. “Some New Factsabout Lemuel Francis
Abbott.” Conn 135 (1955): 178-183.

1954.1.8(1192)
Captain Robert Calder

c. 1787/1790
Oiloncanvas,92.1 X 71.8(36Y4 X 28V4)
Andrew W. Mellon Collection

Technical Notes: The medium-coarse canvas is plain woven;
it has been lined. The ground appears to be white; there may
be layers of colored imprimatura. The painting is executed in
rich, fluid, opaque layers applied in asomewhat fuzzy manner.
X-radiographs show that the position of the sitter’s left hand
has been changed. A coat of arms at top right was painted out
before the picture’s export from England in 1920; there are also
more recent retouches along the bottom edge, on the sitter’s
left shoulder, and scattered throughout the background. The
impasto has been slightly flattened during lining. The work is
otherwise in good condition. The natural resin varnish has dis-
colored yellow slightly.

Provenance: Archibald Ramsden, Regent’s Park, London (sale,
Christie, Manson & Woods, London, 1-2 February 1917, 2nd
day, no. 239, as by Gilbert Stuart), bought by (Frank T. Sabin),
London, from whom it was purchased, 1920, by (G. S. Sedg-
wick) for Thomas B. Clarke [d. 1931], New York. Sold by
Clarke’s executors, 1935, to (M. Knoedler & Co.), New York,
from whom it was purchased January 1936, as part of the Clarke
collection, by The A. W. Mellon Educational and Charitable
Trust, Pittsburgh.

Exhibitions: Portraits Paintedin Europe by Early American Art-
ists, Union League Club, New York, 1922, no. 15. Portraits by
Early American Artists of the Seventeenth, Eighteenth and Nine-
teenth Centuries Collected by Thomas B. Clarke, Philadelphia
Museum of Art, 1928, unpaginated and unnumbered.

S1R ROBERT CALDER (1745-1818), fourth son of Sir
James Calder, Bt., a professional sailor, served in the
Revolutionary and Napoleonic wars, was knighted after
the Battle of St. Vincent, made a baronet in 1798, and
rose to the rank of admiral. Hisactive career was brought
to an end shortly before the Battle of Trafalgar as a result
of criticism of an abortive engagement with the French
admiral Villeneuve, which culminated in a court martial
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Fig. 1. Lemuel Francis Abbott, Admiral Sir Robert Calder,
probably R.A. 1798, oil on canvas,
London, National Maritime Museum

for error of judgment. He married Amelia Michell of
Bayfield, Norfolk; there were no children.

An attribution to Gilbert Stuart, first proposed by
Christie’s at the time of the Ramsden sale in 1917 and
accepted without question by Park,! wasrejectedin 1939
by Burroughs,? who thought the style close to that of
Lemuel Abbott; this attribution, supported by Archi-
bald,?is now accepted.*
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Calder is depicted in the full dress uniform of a cap-
tain (as it was worn between 1787 and 1795°), a rank he
attained in 1780. The powdered wig with curls loosely
frizzed out at the sides is characteristic of formal wear in
the 1780s and early 1790s. The portrait was probably
painted toward the end of the 1780s, when Calder wasin
his early forties (a three-quarter-length portrait by Richard
Brompton® shows Calder, again in captain’s uniform,
several—perhaps ten—years younger). Abbott also
painted Calder in rear-admiral’s uniform when he was
First Captain of the Fleet (fig. 1); this picture is almost
certainly identifiable with Abbott’s Royal Academy
exhibitin 1798,and portrays Calder some ten yearsolder
than he is in the Washington picture. Abbott painted
him once again when he was Vice Admiral of the White
(this lost portrait is known only from the engraving by
Henry R. Cook of 1807).

The picture is an excellent example of Abbott’s crisp
handling of paint, and, appropriately for a portrait in
dress uniform, depicts Calder in a plain setting sugges-
tive of the sea but without overt nautical associations.

Notes

1. Park 1926, 1,no0. 135.

2. Alan Burroughs, note, 3 October 1939, in NGA curato-
rial files.

3. Edward H. H. Archibald, National Maritime Museum,
Greenwich, letter, 23 January 1969, in NGA curatorial files.

4. Campbell 1970, 164; NGA 1980, 309.

5. Edward H. H. Archibald, letter, 17 February 1966, in
NGA curatorial files.

6. Lastrecorded in the Mrs. Duff sale, Sotheby’s, 22 June
1949, no. 88, bought by Montagu Bernard.
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Thomas Barker
1767 — 1847

THOMAS BARKER was born in Trosnant, Pontypool, in
1769, the eldest of the four sons of Benjamin Barker—a
spendthrift who took to painting horses and who settled
in Bath as a stable hand about 1783—and Anne, about
whom nothing is known. Thomas’ youthful talent for
drawing figures and sketching landscapes attracted the
notice of the predatory Charles Spackman, a wealthy coach
builder and property developer—described by Far-
ington as an “‘ignorant, forward fellow,””'—who had the
boy educated at Shepton Mallet Grammar School and
took him into his own home. At Spackman’s Thomas
copied and imitated landscapes of the Italian and Flemish
schools as well as those of Gainsborough, who had lived
in Bath from 1759 to 1774. Barker was entirely self-taught.
Spackman (who deliberately brought forward the birth
date of the young prodigy by two years) arranged an
exhibition for his protégé in Bath in 1790; this proved
profitable to them both. The celebrated The Woodman
and His Dog (Torfaen Museum Trust, Pontypool, Gwent)
was acquired by Thomas Macklin. Subsequently
Spackman sent Barker to Rome for three years, where
he became friends with Charles Lock Eastlake and John
Flaxman and studied assiduously, learning the art of fresco
painting. A second exhibition, including work sent back
from Rome for Spackman to sell, was held in Bath in
1793.

Returning to England in 1793 to find Spackman on
the verge of bankruptcy, Barker established himself in
London, showing at the Royal Academy of Arts scenes
based on his Italian sketchbooks. Achieving only a mod-
erate success, he resolved to be a provincial painter and
resettled in Bath in 1800. In 1803 he married Priscilla
Jones, with whom he had eight children. Two of them,
Thomas Jones and John Joseph, were to become accom-
plished painters. To the design of Sir John Soane’s pupil
Joseph Gandy, Barker built a fine house on Sion Hill
with an art gallery where he held frequent exhibitions of
his work. In 1824 he painted there an enormous fresco,
The Massacre of Scio. He also assembled a fine art collec-
tion.

Barker specialized in rustic genre paintings, fancy
pictures, studies of local characters, and landscapes; he
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executed few portraits. Such figure subjects as the
woodman (a variant on Gainsborough’s theme) were so
popular that they were widely copied on pottery, china,
and fabrics. He exhibited chiefly at the British Institu-
tion, was well patronized by local collectors, and amassed
a considerable fortune; one collector alone, J. H. S. Pig-
gott of Brockley Hall, near Bath, paid him seven thou-
sand pounds over the years. As late as 1839 Benjamin
Robert Haydon called him “a Man of great Genius.””?
Barker was generous and warm-hearted, but managed
his own affairs badly; at the end of his life, as the pros-
perity of Bath declined, he fell on hard times. He died at
Bathon 11 December 1847.

Barker was an eclectic. Though his Roman works are
competent and more highly finished, he was generally a
facile, prolific, and uneven painter, relying on bravura
of handling to conceal deficiencies of drawing and design.
His rustic figures, closer to those of George Morland and
others of his generation than to those of Gainsborough,
are often crude but, as Richard Dorment has pointed
out, are remarkable in their candor: “they stare back at
us, looking out of the pictures with vacant, sometimes
menacing, eyes.””> Claude, Cuyp, Jacob van Ruisdael,
and Salvator Rosa are among influences evident in Bar-
ker’s landscapes. He drew in pen in a broadly Guercin-
esque style. By the time of his death his popularity and
that of his brother Benjamin (1776-1838), a landscape
painter also resident in Bath, was on the wane; it has
never revived.

Notes

1. Farington Diary, 4:868 (11 July 1799).

2. William Bissell Pope, ed., The Diary of Benjamin Robert
Haydon, 5vols. (Cambridge, Mass., 1960-1963), 4:545.

3. Dorment 1986, 10.
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1956.9.1(1448)

Shepherd Boys and Dog
Sheltering from a Storm

c. 1789/1790

Oil on paper mounted on canvas, 28.5 X 22.8
(11% x 9)

Gift of Howard Sturges

Technical Notes: Painted on white paper originally laid down
on panel, the work was adhered to canvas in 1898.! The painting

Fig. 1. Thomas Gainsborough, The Woodman, from the mezzotint
by Pierre Simon, 1791, London, British Museum

is executed in thin, fluid washes laying in the forms in the darks,
with richer paint applied in overlapping hatched strokes in the
lights. The painting isin good condition. The paint surface has
been slightly abraded, but retouching is limited to small areas.
The heavily applied varnish, natural resin beneath a glossy
synthetic layer, has discolored yellow to a significant degree.

Provenance: Perhaps Philip Vandyck Browne [1801-1868],
Shrewsbury; Philip Browne, Shrewsbury, as by Gainsbor-
ough.? (Bellas), France.> Howard Sturges [d. 1955], Provi-
dence, Rhode Island, as by Gainsborough.

THIS SMALL PAINTING is a variant of Gainsborough’s
celebrated The Woodman, painted in 1787 (destroyed by
fire in 1810), which was engraved by Pierre Simon in
1791 (fig. 1); the picture was, until very recently, attrib-
uted to Gainsborough. The style is, however, unmistak-
ably thatof Barker. He frequently worked in oil on paper
inthe earlier part of his career, and the foliage is executed
in his idiosyncratic hatching technique; the coarse mod-
eling of the heads is comparable to the background fig-
ures, on a similar scale, in Barker’s self-portrait of about
the mid 1790s in the Tate Gallery.

Inspired by Gainsborough’s The Woodman, which he
must have seen when it was exhibited at Schomberg
House, London, in 1789, Barker painted several full-
scale variants on the woodman theme, of which the two
most celebrated illustrated passages in William Cow-
per’s poem The Task: one, showing a woodman returning
from his labors on a winter’s evening, was executed in
1790, and was purchased by Samuel Rogers; the other,
depicting a woodman setting out for work on a winter’s
morning, was borrowed (and subsequently bought) by
Thomas Macklin, causing a sensation when it was exhib-
ited by him at his Poets’ Gallery in London (this version
was engraved by Bartolozzi in 1792).4

The National Gallery’s picture, a less mature com-
position than these two, is an amalgam of Gainsborough
motifs. The pose of the principal figure, with both hands
clasping a rough stick and the head spotlit in a heaven-
ward gaze, is clearly derived from Gainsborough’s The
Woodman, though the figure is a youth and not an old
man. The boy is similarly standing under a tree on the
right of the composition, and accompanied by a dog. But
Barker has included an additional figure, reclining, also
gazing upward, which is derived from Richard Earlom’s
mezzotint of 1781 (fig. 2) after Gainsborough’s earliest
fancy picture, A Shepherd, which also features a dog. The
pose of this second figure emphasizes the principal diag-
onal of the composition.



The subject of the woodman was one to which Barker
returned throughout his life, and the style of the Wash-
ington painting corresponds with work done after the
artist’s return from Italy in 1793. On the other hand,
Barker was preoccupied with the theme, and Gainsbor-
ough’s interpretation of it, between 1789 and 1790. The
heavy reliance on Gainsborough motifs suggests that this
earlier dating is correct.

Notes

I. Anink label on the back of the stretcher only visible in
infrared reflectography is inscribed: “relined/May 1898/orig-
inally/on panel.” An ink label superimposed on this is inscribed:
“lined May 1898/paper originally/laid down/on panel.”

2. An ink label on the back of the stretcher is inscribed:
“No 53 [‘3’ altered from ‘2’] by Gainsborough/on paper laid
down/on canvas/Lent by/Philip Browne/Shrewsbury.” The
exhibition cannot be identified, but must have been subse-
quent to 1898, when the picture was adhered to canvas. Philip
Browne may have been a descendant of the artist Philip Van-
dyck Browne, a prominent citizen of Shrewsbury (information
aboutwhom waskindly supplied by Mr. Nigel Gaspar, keeper,
Shrewsbury Museums).

3. A Chenue label on the back of the stretcher is inscribed
inink: “Monsieur Bellas/pour Londres.” Bellas was probably
a dealer; the picture was exported as part of a consignment
consisting of at least two cases.

4. Bath Chronicle, 17 April 1862; Bishop 1986 (see biog-
raphy), 13-14,n0s. 9, 10, repros. No. 10, the Macklin picture,
is now owned by the Torfaen Museum Trust. Elizabeth Ein-
berg kindly showed me her draft catalogue entry for the Tate
Gallery’s The Woodman and His Dog in a Storm, which she dates
c.1789.

Sir William Beechey
1753 — 1839

BEECHEY was born in Burford, Oxfordshire, on 12
December 1753, one of the five children of William
Beechey and Hannah Read. Both his parents died when
he was young, and he was brought up by his uncle Samuel,
a solicitor, who intended him for the law. While articled
to a lawyer off Chancery Lane he became acquainted with
anumber of students of the Royal Academy of Arts, gave
up his articles, and entered the Royal Academy in 1772,
the same year as did John Bannister, the actor, who became
a close friend, and Thomas Rowlandson. There is no
evidence for assertions that he studied with Reynolds;

Fig. 2. Thomas Gainsborough, A Shepherd, from the mezzotint
by Richard Earlom, 1781, London, British Museum

Dawson Turner, who knew Beechey, states more plau-
sibly that he studied with Johan Zoffany, but this could
only have been before July 1772, when Zoffany left
England for seven years’ sojourn in Italy.

Beechey first exhibited at the Royal Academy in 1776,
and exhibited thereafter almostevery year until hisdeath
more than sixty years later; he also exhibited regularly at
the British Institution (founded 1805). In 1782 he moved
to Norwich, where he remained until 1787; there he met
his second wife (nothing is known about his first wife,
who died sometime after 1784), Anne Phyllis Jessop, a
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great beauty and talented draftsman and miniaturist,
whom he married in 1793. They had fifteen children.
Also in 1793 he was elected an Associate of the Royal
Academy and became Portrait Painter to Queen Char-
lotte.

The 1790s marked the high tide of Beechey’s profes-
sional success. Later eclipsed by Lawrence, he and John
Hoppner were then still dividing the public honors in
portraiture with that brilliant young star, and in 1795
Farington recorded in his diary George I1I’s view that at
the Royal Academy exhibition “Beechy [sic] was first
this year, Hoppner second.”’! In 1798, after painting his
huge canvas of the king at a review in Hyde Park (Royal
Collection, Windsor Castle), Beechey was knighted and
became a full Academician. Although he fell from favor
at court for a while in 1804, he continued to paint royal
portraits and was later Principal Portrait Painter to Wil-
liam IV. His prices, which in the 1790s were 30 guineas
for a head and shoulders, 60 guineas for a half length,
and 120 guineas for a full length, were increased twice in
the 1800s and again in 1810, and by 1818 were 60, 125,
and 250 guineas respectively. Beechey was a blunt but
warm-hearted, generous, and convivial man, who enter-
tained widely at his house on Harley Street. In 1836 he
sold his collection of works of art and retired to Hamp-
stead. There he died on 28 January 1839.

Up to and during his Norwich period Beechey con-
centrated, with ability and success, on portraits in little,
a genre practised by Zoffany and Francis Wheatley; this
experience probably accounts for the exceptionally pre-
cise delineation of features and almost Victorian preoc-
cupation with detail that mark his later portraits and dis-
tinguish him from his contemporaries. In the 1790s he
was close to Hoppner in style; he shared the romantic
tendencies of the age and, although generally weak as a
composer, emulated the rhythmical flow and swing of
Lawrence in his groups. He also painted some romanti-
cized landscapes and a number of fancy and mytholog-
ical pictures in a sentimental vein, some of which look
back to Reynolds and through him to Correggio. The
Redgraves’ judgment of 1866 still stands: ‘““‘He excelled
in his females and children; but his males wanted
power. . . . His draperies [were] poor and ill-cast. . . .
Yet he possessed much merit, and his portraits have
maintained a respectable second rank.”’?

BRITISH PAINTINGS

Notes

1. Farington Diary, 2:339 (5 May 1795).

2. Richard and Samuel Redgrave, A Century of Painters of
the English School, 2 vols. (London, 1866), 1:341 (1981 ed.:
133).
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1961.5.1(1654)

Lieutenant-General Sir Thomas Picton

1815/1817
Oilon canvas, 77 X 63.7(30% X 25)
Gift of the Coe Foundation

Technical Notes: The medium-weight canvas is twill woven;
it has been lined. The ground is off-white, fairly thickly applied,
almost masking the weave of the canvas. The painting is exe-
cuted in quite thick, opaque layers with impasto in the high-
lights; there is a transparent red glaze in the uniform. There is
fairly extensive discolored retouching, principally in the glazed
areas of the uniform, butalso, most disturbingly, in the sitter’s
right cheek, to cover drying craquelure (suggestive of under-
layers nothaving been allowed todry properly before the upper
layers were applied). The varnish has discolored yellow to a
significant degree.

Provenance: Purchased from the artist February 1817 by Mr.
Hall (?). Major Campbell. (John Levy Galleries), New York,
1934, from whomit was purchased by Mrs. Benjamin Franklin
Jones, Jr., Sewickley Heights, Pennsylvania (sale, Parke-Bernet,
New York, 4-5 December 1941, Istday, no. 22, repro.), bought
by William R. Coe [d. 1955], Oyster Bay, Long Island, New
York; Coe Foundation, New York, 1955-1961.

SIR THoMAS PICTON (1758-1815), younger son of
Thomas Picton of Poyston, Pembrokeshire, was a
professional soldier. A stern disciplinarian whose gov-
ernorship of Trinidad ended in his trial for sanctioning
torture, he served with distinction and élan as Welling-
ton’s principal subordinate in the Peninsular War,
becoming a national hero after his siege and heroic
storming of Badajoz. He rose to the rank of lieutenant
general, was created a knight grand cross of the Order of
the Bath, and led the fifth division with extreme gallantry
in the Waterloo campaign, where he fell in battle.

Picton was portrayed, in the main posthumously, by
several artists. A posthumous full-length portrait by Sir
Martin Archer Shee (now known only from the mezzo-
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tint by Charles Turner, published in 1818)—in which
the head was executed from Shee’s earlier portrait now
in the National Portrait Gallery, London—was exhib-
ited at the Royal Academy in 1816. A monument by
Sebastian Gahagan, who had also made busts of Picton,
was later erected in Picton’s memory in St. Paul’s Cathe-
dral.

Beechey painted his portraitof Pictonin 1815, shortly
before the latter left London for the Waterloo cam-
paign.! The sitter is depicted in the uniform of a lieu-
tenant general (epaulettes had been discontinued by an
army order of 1811). He is wearing the sash of the Order
of the Bath and on his left breast the star of the principal
rank in that order (the GCB, awarded to him on 2 Jan-
uary 1815), with beneath it the star of a knight grand
cross of the Portuguese Order of the Tower and Sword;
hanging from his neck are the badge of the Order of the
Tower and Sword and the Peninsula Cross with four
campaign clasps.? Picton’s expression is flery and deter-
mined, descriptive of his dual qualities as an impetuous
leader in action and a commanding officer of foresight,
calm, and judgment; the Brutus crop hairstyle is in
keeping with thisimage.

There are four recorded versions of this portrait.? One,
exhibited at the Academy of 1815, was bought by a Mr.
Picton, presumably a relative of the sitter, payment of
fifty guineas being made in February 1816; this picture
is no longer extant. One remained in Beechey’s posses-
sion, and was purchased by the Duke of Wellington at
the sale following the artist’s death. Thisisnow at Apsley

William Blake
1757 — 1827

BLAKE was born near Golden Square, Soho, in London,
on 28 November 1757, the third son of the five children
of James Blake, a Nonconformist hosier, and his wife,
Catherine. He entered Henry Pars’ drawing school in
the Strand at the age of ten, was writing poetry by the age
of twelve, and by the time he was twenty had produced
some of the finest lyrical poetry in the English language.
In 1772 he was apprenticed for seven years to the suc-
cessful engraver James Basire, who employed him
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House, London. A third was bought from Beechey, also
for fifty guineas, the price of the original, by a Mr. Hall,
who paid for it in February 1817. The fourth was acquired
by a branch of the family, and is now at Ewenny Priory,
Bridgend, Wales.* A copy by Thomas Brigstocke is at
Cwmgwili, Bronwydd Arms, Dyfed, Wales.>

The Washington picture, which is fairly summary and
lackluster in handling, is inferior in quality to the version
at Apsley House, which is more solidly modeled and more
firmly drawn, and it may well be the portraitacquired by
Hall, probably painted to order.

Either the Picton or the Apsley House version (pre-
sumably the latter, as it was in the artist’s studio) was
engraved by Peltro William Tomkins in 1830.¢

Beechey also executed a full-length portrait of Picton,
now in the National Museum of Wales, Cardiff, in which
the general is shown with a drawn sword in his right hand,
an evocation of the storming of Badajoz beyond.

Notes

1. The Apsley House version is inscribed on the back,
“painted a fortnight before his death.”

2. I am grateful to Richard Walker for help in identifying
the orders.

3. Three are listed in Roberts 1907 (see biography), 130~
131.
4. This is described as a “replica of the painting at Apsley
House” (John Steegman, A Survey of Portraitsin Welsh Houses,
2vols. [Cambridge, 1957-1962], 2 [South Wales]: 91).

5. Steegman 1957-1962,2:46.

6. Thiswas published in William Jerdan, National Portrait
Gallery of Illustrious and Eminent Personages of the Nineteenth
Century, 4 vols. (London, 1830-1833), 2:16.

between about 1774 and 1775 to draw medieval tomb
sculpture in Westminster Abbey for Richard Gough’s
Sepulchral Monuments in Great Britain. In 1779 Blake
was admitted to the Royal Academy Schools as an
engraver; John Flaxman and Thomas Stothard, long to
be close friends, were among his fellow students. He first
exhibited at the Royal Academy in 1780 a painting of an
historical subject, The Death of Earl Goodwin (sic).

In 1782 Blake married Catherine Butcher or Boucher,



the daughter of a market gardener in Battersea, who was
to be a devoted wife; there were no children. The fol-
lowing year he published his Poetical Sketches, which
were financed by Flaxman and the Reverend A. S. Mat-
thew. After the death of his father in 1784 he set up a
print shop next door to his birthplace with James Parker,
a fellow apprentice of Basire. Unceasingly industrious
and allowing himself no relaxation, Blake was obliged
for long periods of his life to make his living as a repro-
ductive engraver, and he was regarded as such by most
of his contemporaries.

An avid reader, from his teens, of mystical writers
such as Paracelsus and Jakob Bohme, Blake was a Non-
conformist and political radical who became associated
from about 1788 with the circle of Joseph Johnson, Fuseli,
William Godwin, Mary Wollstonecraft, Joseph Pries-
tley, and Thomas Paine; a man of natural goodness and
humanity, he was at first an ardent supporter of the French
Revolution, but was soon appalled by the increasing cal-
lousness and bloodshed.

In 1788 Blake developed a process of etching in relief
thatenabled him to combine illustrations and text on the
same page and to print them himself, thusensuring com-
plete independence of thought and expression. The first
of his illuminated books, Songs of Innocence and The Book
of Thel, with their illustrations finished in watercolor,
appeared in 1789. The Marriage of Heaven and Hell fol-
lowed between 1790 and 1793, Visions of the Daughters of
Albion and America, a Prophecy in 1793, and Europe, a
Prophecy, The Book of Urizen, and Songs of Experience in
1794, when Blake turned to rich color printing. Many of
his large independent color prints, or monotypes, were
done in 1795. From 1795 to 1797 he produced, for a fee
of twenty guineas, over five hundred watercolors for an
edition of Edward Young’s Night Thoughts, of which only
one volume was published.

In 1799 Blake was commissioned by Thomas Butts, a
minor civil servant, to paint, for one guinea each, fifty
small Biblical subjects, which he executed in tempera;
Butts, his single most important patron, seems to have
bought the bulk of his output until atleast 1810. In 1800,
mentally exhausted, Blake moved to Felpham, near
Chichester, at the invitation of the poet William Hayley,
who offered him inconsequential employment for three
years; there he regained a spiritual calm and was deeply
affected by the study of Milton. Returning to London he

began Ferusalem in 1804, a project he worked on contin-
ually until his death, and executed for Butts alarge number
of watercolors of Biblical subjects, including illustra-
tions to the Book of Job. Between 1809 and 1810, enraged
at being cheated by the publisher Cromek, Blake held an
exhibition of his work, predictably a total failure with
the critics and the public, at his brother’s house in Soho,
which had been his birthplace.

Neglected and in poverty, Blake was introduced in
1818 to John Linnell, who became his second major
patron, commissioning a succession of works—including
the engravings to the Book of Job (1823-1826), Blake’s
most popular work, and a set of illustrations to Dante’s
Divine Comedy (1824-1827)—and making regular pay-
ments to him until his death. Linnell introduced him to
Constable and John Varley, and Blake later became
acquainted with Samuel Palmer, George Richmond, and
Edward Calvert. In spite of Linnell’s patronage, Blake
was in considerable financial distress during his later years;
he was obliged in 1821 to sell his entire collection of prints
to Colnaghi’s, and in 1822, at Linnell’s insistence, was
therecipientofagrant from the Royal Academy. Hedied
of gallstones at his home in Fountain Court, Strand,
London, on 12 August 1827.

Blake was unusual in being a great poet as well as a
great artist. His art was also intended primarily as an
expression of his religious and philosophical ideas. His
early style, already expressive, was flowing and linear,
his subjects deployed on a narrow stage, influenced by
medieval sculpture and the neoclassical aesthetic; the
designs in his early illuminated books are lyrical, curvi-
linear, and delicately colored, reminiscent both of the
rococo and of the age of senstbilité. It was his despair at
the excesses of the French Revolution, the horrors of the
slave trade, and the social effects of the Industrial Revo-
lution—man’s inhumanity to man—that precipitated the
deeply visionary and more familiar style of the mid-1790s.

Blake had a profound sense of the irremediable cor-
ruption of the world in its fallen state, loathed organized
religion, authoritarianism, reason, and materialism, and
believed in redemption through Jesus Christ, less in the
millenial sense preached bythe Book of Revelation than
as a state attainable by any individual. He developed his
own complex mythology with a host of personifications:
Los, for example, symbolized the imagination and the
source of redemption; his offspring, Orc, revolutionary
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energy; Urizen reason, law, materialism, and the vengeful
Jehovah of the Old Testament. Blake believed that true
art reflected the divine, that, by extension of Edmund
Burke’s enthusiasm for Hebrew as opposed to classical
literature, the great works of classical antiquity reflected
vanished Hebrew works of art, and that his own inspi-
ration flowed from ‘“Messengers from Heaven” who
revealed to him his visions (after his uncreative years at
Felpham he pronounced that “the Visions were angry
withme™?),

Blake’s visions were clear and precise, and more vivid
to him than his perceptions of the natural world; it seems
evident, however, that his extraordinary creative imagi-
nation was actually nourished by an exceptional visual
memory, for it has been demonstrated that his imagery
derived from a range of artistic sources unusually wide
for the period, including not only the manneristart of the
sixteenth century, so much admired when he was a stu-
dent, but also medieval and oriental art. Unconcerned
with normal anatomy, draftsmanship, or perspective, and
using more of the page than he had hitherto for his illus-
trations, Blake employed exaggerations of scale and pos-
ture and a new richness of color and texture to create the
potent and harrowing imagery expressive of the deep
pessimism of his Prophetic Books. Blake’s most pow-
erful works—intense in feeling, rich in texture, con-
trolled and simple in design—are the great color prints
of 1795.

The failure of political radicalism led Blake to place
greater stress on Christ as man’s salvation, and he reverted
to Christian subject matter with hisrich and somber tem-
pera paintings for Thomas Butts. He also returned to
neo-classical linearism and flat color washes in his Bib-
lical watercolors for the same patron. Partly in response
to his reading of Milton, Blake’s later watercolors are
more sensuous, and richer and subtler in their applica-
tion of wash. In his last great but uneven masterpiece,
the unfinished set of Dante drawings, executed in the
serenity of his old age when he was inspired by a system
of thought antithetical to his own, he achieved an aston-
ishing new freedom of technique, working over his washes
in small superimposed touches, and a new translucency
and feeling for atmosphere.

Blake profoundly influenced the early style of George
Richmond, the visionary work of Samuel Palmer, and
the early engravings of Palmer and Calvert, notably
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through his exquisite woodcut illustrations of Robert John
Thornton’s Pastorals of Virgil; but his work remained
little known outside a limited circle until the present cen-
tury, when he became a cult figure and the subject of an
increasingly copious literature.

Notes
I. Gilchrist 1863, 1:180.
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1954.13.1(1355)
The Last Supper

1799
Tempera on canvas, 30.5 X 48.2(12 X 19)
Rosenwald Collection

Inscriptions:
Signed in monogram at lower left: WB inv.

Technical Notes: The exceptionally fine canvas is plain woven;
it has been lined. The ground is white, thinly applied. The
painting is executed in glue tempera (characteristic of Blake’s
technique), applied in thin, multiple glazes in the figures and
in thicker, opaque layers in the dark background; the drapery
and details of the figures are applied in stiff, textured paint
modified by thin overlying glazes. The painting is very fragile.
The canvas is dessicated and brittle; the lining is dry and stained
on the reverse; there is minute cleavage throughout the ground
and paint layers, caused by contraction of the brittle glue



William Blake, The Last Supper, 1954.13.1
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medium. The much darkened varnish was removed and flaking
paint fixed with wax when the painting was restored, between
1949 and 1951, for the William Blake Trust. There is a consid-
erable amount of overpaint throughout, applied with minute
brushstrokes. The slightly toned natural resin varnish has dis-
colored yellow to a moderate degree.

Provenance: Painted for Thomas Butts[1757-1845]; by descent
to Thomas Butts, Jr. (sale, Messrs. Foster, London, 29 June
1853, no. 87), bought by J. C. Strange, Highgate. (B. F. Ste-
vens & Brown), London. Graham Robertson [1866-1948].
(Anon. sale, Christie, Manson & Woods, London, 22 July 1949,
no. 102), bought by the William Blake Trust, whose Trustees
sold it 1951 to Lessing J. Rosenwald, Philadelphia.

Exhibitions: Royal Academy of Arts, London, 1799, no. 154.
The Tempera Paintings of William Blake, Arts Council of Great
Britain, London, 1951, no. 29, pl. 8. The Art of William Blake,
National Gallery of Art, Washington, D.C., 1957, n0. 1.

TH1s 1sone of over 135 illustrations to the Bible painted
for Thomas Butts, a clerk in the office of the Commissary
General of Musters (a department of the War Office),
who was Blake’s most important patron. The series
marked a revival of the Christian element in Blake’s
thought, following the failure of political radicalism and
Blake’s revulsion at the bestiality of the later stages of the
French Revolution. He referred toitinaletter of 26 August
1799 to George Cumberland: “I am Painting small Pic-
tures for the Bible. . . . My Work pleases my employer,

& I have an order for Fifty small pictures at One Guinea
each.”! Thirty temperas are known today. Unusual for
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Blake in their dark and rich coloring, these works have
further darkened (and cracked) owing to the use of car-
penters’ glue, instead of the usual size or egg medium, to
bind the pigment.

The Last Supper, Blake’s only representation of this
subject, was exhibited in 1799 with a reference in the
catalogue to Matthew 26:21 and the quotation: “Verily I
Say unto you that one of you shall Betray Me.”” The dis-
ciples, carefully balanced and contrasted in pose on either
side of a clear central axis, as in other paintings of the
series,? are shown perturbed or in the act of prayer fol-
lowing this accusation. Judasis depicted oblivious of the
others, counting the thirty pieces of silver (although itis
implied in the Gospels that he was not paid until after the
Betrayal).

Christ and his disciples are reclining on low couches
at the table, in Roman style. It has been pointed out that
Blake could have known Poussin’srepresentations of the
scene in which the Roman way of eating isadopted, since
both the latter’s series of the Seven Sacraments were
exhibited in London at this time, in 1797 and 1798
respectively.®> Moreover, Blake’s lucid and balanced
treatment of the theme is clearly in the tradition of Pous-
sin’s earlier rendering of the subject (fig. 1).# Blake’s strong
rhythmical sense is evident in his treatment of the fore-
ground figures.

Notes
1. Butlin 1981 (see biography), 1:317.
2. Bindman 1977 (see biography), 128.

Fig. 1. Nicholas Poussin,

The Holy Eucharist, 1647,

oil on canvas,

Mertoun, Duke of Sutherland,
on long-term loan to the National
Gallery of Scotland, Edinburgh



Fig. 1. William Blake, Fob and His Daughters, pencil, pen,
and watercolor, Cambridge, Massachusetts, Fogg Art Museum

3. Bindman 1977 (see biography), 243, n. 54; Paley 1978,
55; Butlin 1981, 1:332.
4. Bindman 1982 (see biography), 38.
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1943.11.11(763)
Job and His Daughters

1799/1800
Pen and tempera on canvas, 27.3 X 38.4(10% X 15%)
Rosenwald Collection

Technical Notes: The medium-fine canvas is plain woven; it
has been lined. The ground is white, thickly applied in animal
glueand spongy in texture. There is a thin monochrome impri-
matura covered by a layer of glue. The painting is executed
thinly in glue tempera, a very thin layer containing the colored
elements of the design being covered with a brownish layer;
the linear details are added in black with'a pen, with the final
touches of white in a low impasto. There is an original surface
coat of animal glue. The painting was described by William
Rossettiin 1863 as “fearfully dilapidated.”! The paint is abraded
and is actively flaking and cleaving; the surface coat has discol-
ored to a very significant degree and has begun to delaminate
from the paint. Extensive watercolor inpainting was carried
out in 1938;2 further watercolor inpainting was done in 1965,
1968, and in the early 1980s. The wax varnish has discolored
gray.

Provenance: Painted for Thomas Butts [1757-1845]; by descent
to Thomas Butts, Jr. (sale, Messrs. Foster, London, 29 June
1853, no. 86), bought by J. C. Strange, Highgate. (Harvey),
London, by c. 1865. William Bell Scott by 1876 (sale, Sotheby
& Co., London, 14 July 1892, no. 236), bought by (Bernard
Quaritch), London. Charles Eliot Norton, Cambridge, Mas-
sachusetts [d. 1908]. Gabriel Wells. George C. Smith, Jr., by
1930 (sale, Parke-Bernet, New York, 2—3 November 1938, 1st
day, no. 109, repro.), bought by (Rosenbach & Co.), Philadel-
phia, for Lessing J. Rosenwald, Philadelphia.
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Exhibitions: The Works of William Blake, Burlington Fine Arts
Club, London, 1876, no. 107. International Exhibition of
Industry, Science and Art: Pictures and Works of Art, Edin-
burgh, 1886, no. 1442. Works of William Blake, Fogg Art
Museum, Cambridge, Massachusetts, 1930, unnumbered.
William Blake 1757-1827: an Exhibition of the Works of William
Blake selected from Collections in the United States, Philadelphia
Museumof Art, 1939, no. 148. The Artof William Blake, National
Gallery of Art, Washington, 1957, no. 4.

THis 15 another of the series of over 135 illustrations to
the Bible painted for Thomas Butts (see 1954.13.1).

The scene shows Job, shortly before his death, telling
his three daughters of his afflictions and his salvation.
Seated in an enclosed space, he is pointing to visions
painted on the walls which depict, from left to right: the
destruction of his servants by the Chaldeans, with Satan
hovering overhead; God appearing in the whirlwind; and
the destruction of his ploughmen by Satan himself, who
is again seen hovering overhead.? Job’s dramatic out-
stretched arms, badly drawn, are characteristic of Blake’s
expressionist narrative style and lack of concern for tra-
ditional academic values.

Blake depicted Job and his daughters on a number of
occasions, both in sketches and in finished form, chiefly
in the 1820s.* All these works differ in design from the
Washington picture, although its figure composition is
the starting point for his freshinvention (fig. 1), and most
show the group in an outdoor setting usually with sheep
grazing; but Blake reverted to the interior setting for his
rendering of the subject in his engraved illustrations to
the Book of Job, 1823~1826,° one of his late master-
pieces. Lindberg, following Rossetti, maintained that the

Richard Parkes Bonington

1802 — 1828

BONINGTON was born in Arnold, near Nottingham, on
25 October 1802, the only child of Richard Bonington,
formerly governor of the county jail in Nottingham but
by then a minor artist, drawing master, and printseller,
and Eleanor Parkes, who ran a school for young ladies.
Nothing is known of his schooling, but he is reputed to
have been skilled at drawing from a young age and to
have loved acting. In 1817, asaresult of the social unrest

Washington painting dates from this period: “The indoor
scene is a great improvement which Blake is unlikely to
have abandoned. The painting was certainly done after
1823, probably about 1825.”’¢ This view contradicts the
clear evidence of the commission from Butts. Stylisti-
cally thework accords with therich, deep harmonies and
textures characteristic of Blake’s work in the second half
of the 1790s.

Notes

1. Gilchrist 1863 (see biography), 2:215.

2. Philadelphia 1939, 97, under no. 148.

3. Butlin 1981 (see biography), 1:417.

4. Butlin 1981 (see biography), 1: nos. 550 (20), 551 (20),
555,556, 557 (49). Butlin sets out the order in which he believes
these to have been done in his entry for no. 394.

5. Theclose resemblance in composition accounts for Ros-
setti’s dating the Washington picture “1825?” (Gilchrist 1863
[see biography], 2:215).

6. Lindberg 1973, 23.
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affecting business following the introduction of the fac-
tory system into the Nottingham lace and hosiery indus-
tries, the Boningtons emigrated to France and set up a
lace manufactory in Calais, moving to Paris the fol-
lowing year. Bonington refined his watercolor tech-
nique, and acquired a taste for coastal scenes through his
association with Louis Francia, a native of Calais, who
had worked for over a quarter of a century in England;
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he copied in the Louvre and studied in the atelier of Baron
Gros at the Ecole des Beaux Arts, Paris, from 1819 to
1822, where he was taught precision in drawing.

In 1821 Bonington made an extended tour of Nor-
mandy, exhibiting at the Paris dealers Hulin and Schroth
in the following spring watercolors that were admired
by Corot, Delacroix, and Gros himself. He first exhib-
ited at the Salon in 1822. Bonington toured Belgium in
1823 and spent much of 1824 at Dunkirk, exhibiting his
first oils at the Salon that year. He contributed five sub-
jects to the Normandy volume of Nodier’s Voyages pit-
toresques et romantiques dans Iancienne France (1820-1878),
published in 1824, and produced his own set of litho-
graphs, Restes et fragmens [sic] d’ architecture du moyen-
age, in the same year. In 1825 he visited London, where
he studied the Meyrick collection of armor together with
Delacroix, whose studio he shared for several months on
his return to France.

Bonington traveled in Italy for eleven weeks in 1826
with Baron Rivet, a wealthy patron whom he had met
through Delacroix, spending a month in Venice where
he worked with feverish energy. The rest of his short life
was taken up with handling a mounting pressure of work,
much of it commissioned, in the face of increasing weak-
ness induced by tuberculosis. At the end of 1827 he moved
from his studio (which was drawn by Thomas Shotter
Boys) in the house of Jules-Robert Auguste, a wealthy
collector of oriental costume and armor, to a larger one
in the rue Saint Lazare. Bonington made visits to London
to see his dealers in 1827 and 1828, exhibiting at the Royal
Academy of Arts in both years and first showing his courtly
history subjects there and at the Salon in 1828. Obliged
by ill health to cancel a summer sketching trip in Nor-
mandy with Paul Huet, he later returned to London and
died there on 23 September 1828.

Bonington, striking in personal appearance, mild and
generous in disposition, wasalyrical genius who worked
charmingly and brilliantly, nearly always on a small scale,
with complete assurance of touch. Although much of his
work was done in the studio and Constable thought it
superficial, Delacroix never ceased to wonder at his
“marvellous understanding of effects, and the facility of
his execution . . . that lightness of touch which, partic-
ularly in watercolours, makes his pictures as it were like
diamonds that delight the eye.”’! Bonington had a com-
mand of every technique and nuance available in his
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media, especially in watercolor, an instinctive feeling for
spatial relationships and significant detail, and a sense of
construction and design perhaps largely attributable to
his Beaux Arts training. He was thoroughly contempo-
rary in his approach to subject matter. He devoured Walter
Scott and French historical romances, sharing that sen-
timental feeling for the past and for medieval buildings
characteristic of the post-Napoleonic age, and profited
from the reviving artistic patronage of the Restoration
period; he responded to French collectors’ penchant for
charming and sensuous works on a small scale, the taste
for the exotic, and the demand for picturesque town-
scapes and country and coastal scenes (the seaside was
becoming modish). He delighted in the immediacy of
the new reproductive medium of lithography, and cul-
tivated assiduously dealers and publishers both French
and English.

At first dependent on pencil outline for his water-
colors, which were restrained in tone, Bonington soon
developed stronger and warmer color harmonies, a
luminosity in his seascapes derived from his study of the
Dutch, and a feeling for space, distance, and atmosphere
especially evident in his superbly controlled panoramic
views. His admiration for Turner, whose work he came
to know in London in 1825, is evident; he was also influ-
enced by Constable, Crome, and Joshua Cristall. That
same year, 1825, he began painting historical genre scenes
in the style troubadour, for which there was a vogue in the
Salon; in these he was influenced by Delacroix, who also
introduced him to Near Eastern subject matter. His
mature figure studies were as brilliant as those of David
Wilkie. Intimate interiors based on Dutch genre were
another vein. Bonington developed a heightened ex-
pressiveness and feeling for drama, breadth, atmos-
phere, and intensity of color during and after his Italian
tour; the painters he most admired at this period were,
in addition to Delacroix, Titian and Veronese. At the
end of his life his ambition was to embark on large-scale
history painting (for which Delacroix realized he had no
aptitude).

Bonington’s fame was unaffected by his early death.
Avid collectors of his work included Lord Lansdowne,
John Lewis Brown (the Bordeaux wine merchant), and,
later, Lord Hertford. Imitations and forgeries abounded,
and his influence was widespread, both in France and
England; his manner was taken up by Shotter Boys, Huet,



William Callow, James Holland, William Wyld, and
others.

Notes

1. Delacroix to Théophile Thoré, Champrosay, 30
November 1861 (Jean Stewart trans., Eugéne Delacroix Selected
Letters 1813-1863 [London, 1971], 371-372).
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1982.55.1(2863)
Seapiece: Off the French Coast

c.1823/1824
Oilon canvas, 37.7 X 52 (1478 X 20Y3)
Paul Mellon Collection

Technical Notes: The medium-coarse canvas is plain woven;
it has been lined. The ground is white, freely brushed. The
painting is executed vigorously and opaquely; the primary layers
are blended wet into wet, over which the ships and breakwaters

Fig. 1. Richard Parkes Bonington,
Shipping off the French Coast,
watercolor, Manchester,
Whitworth Art Gallery,

University of Manchester

are laid in with thinner paint and the rigging and figures richly
and fluidly; there is broken impasto in the whites. The paint
surfaceisslightlyabraded and has been flattened during lining.
The painting is otherwise in good condition. There is minute
retouching throughout, resulting from the abrasion, and a
quarter-inch band of reglazing along the bottom edge. There
are residues of a pigmented natural varnish which have discol-
ored yellow. The more recent, moderately thick synthetic var-
nish has not discolored.

Provenance: Baron Henri de Rothschild. John, 1st Baron Astor
of Hever [1886-1971], Hever Castle, Kent, by 1951; by descent,
through his wife, Lady Violet Nairne [d. 1965], to George, 8th
Marquess of Lansdowne [b. 1912], who sold it 1979 to (Thos.
Agnew & Sons), London, from whom it was purchased Feb-
ruary 1980 by Paul Mellon, Upperville, Virginia.

Exhibitions: Perhaps Royal Academy of Arts, London, 1827,
no. 373. The First Hundred Years of the Royal Academy, Royal
Academy of Arts, London, 1951-1952, no. 208. Bonington,
Guildhall, King’s Lynn, 1961, no. 6. Pictures, Watercolours and
Drawings by R. P. Bonington, Thos. Agnew & Sons, London,
1962, no. 6, repro. R. P. Bonington, Castle Museum and Art
Gallery, Nottingham, 1965, no. 252. Bonington: Les débuts du
romanticisme en Angleterre et en Normandie, Musée de Cher-
bourg, 1966, no. 46.

BONINGTON lived in Calais with his family from 1817
to 1818, and continued to be familiar with the northern
French and Belgian coast from later visits, notably along
stay in Dunkirk in 1824. The coastline in this painting is
too nondescript to be identifiable. As pointed out by
Spencer, a watercolor in which the shipping is virtually
identical but in which the breakwaters are not featured
is in the Whitworth Art Gallery, University of Man-
chester (fig. 1).!
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This little seascape, apparently artless but actually
carefully controlled in design, is freshly and fluidly
painted; the direct handling, almost as if in watercolor,
of the waves that swirl around the breakwaters is espe-
cially brilliant. The tonality is subdued: browns, grays,
and whites in the sails, the sea varying from gray-blue to
inky black. The breakwaters are too far away from the
shore to serve a functional purpose, and these and the
buoy on the right have been placed where they are for
compositional reasons.

The spontaneity of handling and subdued tones sug-
gest that the picture was painted when Bonington was
working in Belgium and northern France between 1823
and 1824.2 In the summer of 1825 he was in England;
later that year, he was in Paris, sharing an atelier with
Delacroix and occupied with, among other genres,

Carl Fredrik von Breda
1759 — 1818

CARL FREDRIK VON BREDA was born in Stockholm
on 16 August 1759, the third of the five children of Lucas
von Breda, the average adjuster of the maritime insur-
ance company in Stockholm, who was also a great art
collector, and Johanna Cornelia Piper. After receiving a
thorough classical education Von Breda was trained at
the Royal Academy in Stockholm, where he won his first
medalin 1778; by then he was a pupil of the royal portrait
painter, Lorenz Pasch the Younger. In about 1781 he
married Inga Christina Enquist; they had several chil-
dren, of whom two sons and a daughter survived. In 1784
Von Breda contributed nineteen paintings to the first
public exhibition held in Stockholm, and was awarded
theacademy’s gold medal. He was made a member of the
academyin 1791.

After a period of successful practice in Stockholm,
where he numbered the royal family among his patrons,
Von Breda traveled to England in the summer of 1787,
originally with the intention of going on to Italy, and
worked for a time in Reynolds’ studio. He exhibited at
the Royal Academy annually from 1788 to 1796, and
painted members of the Lunar Society in Birmingham

grander and more spacious coast scenes. His style became
more dramatic and his color richer and deeper following
his visit to Italy in the spring and early summer of 1826.

Notes

I. Nottingham 1965, no. 252.

2. The Normandy beach scene in the Yale Center for British
Art,whichisidentical to the Washington pictureinits subdued
grayish brown tonality, is dated to early 1824 by Patrick Noon
(Noon 1991 [see biography], no. 25, color repro.)—a refine-
ment on the date c. 1823 in Malcolm Cormack, A Concise Cat-
alogue of Paintings in the Yale Center for British Art (New Haven,
1985),24. Twoother works comparable in executionand tonal-
ity are A Distant View of St. Omer in the Tate Gallery, London
(2664), which is now dated c. 1824 (Noon 1991 [see biog-
raphy], no. 26, color repro.),and a sea piece with a distant view
of very similar low cliffs, and a similar buoy bobbing around
on the right, in the Wallace Collection, London (P273), which
is dated by that institution c. 1824-1825.

between 1792 and 1793. He remained in London until
1796.

Shortly after his return to Sweden Von Breda was
appointed professor at the Royal Academy in Stock-
holm. In 1800 he was commissioned to paint the coro-
nation of Gustav IV (Norrképing Museum, Ostergot-
land), afterward becoming painter to the Swedish court.
By now Von Breda had achieved a considerable reputa-
tion and was regarded as the most fashionable portraitist
in Sweden, exhibiting regularly and painting a number
of important groups; among his pupils were Per Krafft
the Younger, A. Lauréus, and J. G. Sandberg. Asaman
he was amiable and unassuming. He died of a stroke in
Stockholm on 1 December 1818.

Von Breda followed Lorenz Pasch and the Swedish
culture of the day in his dependence on contemporary
French art. His early style, rococo in color, was influ-
enced by Fragonard, Greuze, and Louis Seize portrai-
ture, with its meticulously rendered interior settings. In
England he developed a more informal style, influenced
by Reynolds and, to some extent, by Wright of Derby
and by Gainsborough. Von Breda retained some of his
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English manner and crisp handling of paint after his return
to Stockholm; Giuseppe Acerbi, who thought his work
“alittle unnatural and overstrained,” described many of
his pictures then as nothing more than sketches.! But in
about 1800 he changed his palette from the silvery grays
and blues characteristic of his English period to warm
reds and browns, and reverted to his former involve-
ment with the French style, now exemplified by David
(whose studio he had visited in 1796), Gérard, and Gros.
He was the pioneer of romantic portraiture in Sweden
but was an equally accomplished performer in the smooth
and polished neoclassical grand manner. His history
painting is little studied.

Von Breda, who has been called the last of the great
masters from the golden age of Swedish art,? was the
principal influence on the younger generation of Swedish
painters at the beginning of the nineteenth century,
notably the portrait and fresco painter J. G. Sandberg.

Notes
1. Joseph Acerbi, Travels Through Sweden, Finland, and
Lapland, to the North Cape, in the Years 1798 and 1799, 2 vols.
(London, 1802), 1:160.
2. Hultmark 1915, 121.
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1942.8.15(568)

Myrs. William Hartigan

1787/1796
Oilon canvas, 77 X 64 (30% X 25%)
Andrew W. Mellon Collection

Technical Notes: The medium-weight canvasis plain woven;
it has been lined twice. The ground is white, thinly applied.
The composition itself is oval in format, and a brush-drawn
line defines the arc of the oval; the area outside the oval is painted
indark brown. The painting is executed thinly, loosely in most
areas except for the flesh, which is painted in careful, trans-
parent glazes, with the features quite delicately applied. X-
radiographs show a pentimento in the frilled collar, which was
originally higher, revealing less of the sitter’s bosom. The paint
surface is slightly abraded; areas around two tears about five
centimeterslongto therightof the head have been heavily over-
painted, and there is scattered, minor retouching. The fairly
thick natural resin varnish has discolored toamoderate degree.
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Provenance: Carlile Pollock [1749-1806], New Orleans and
New York, the sitter’s brother; by descent, through his daughter
and grandson, to his grandniece, Mrs. Emma G. Terry Lull,
who sold it by 1896 to George H. Story, New York, by whom
sold to (Ehrich Galleries), New York, from whom it was pur-
chased in 1913 by Jesse A. Wasserman, New York. (Ehrich
Bros.), New York, who sold it to (Doll and Richards), Boston,
from whom it was purchased 1916 by Mrs. David P. Kimball,
Boston, who sold it 17 December 1918 to Thomas B. Clarke
[d. 1931], New York. Sold by Clarke’s executors 1935 to (M.
Knoedler & Co.), New York, from whom it was purchased
January 1936, as part of the Clarke collection, by The A. W.
Mellon Educational and Charitable Trust, Pittsburgh.

Exhibitions: Portraits Painted by Gilbert Stuart, Museum of
Fine Arts, Boston, 1880, no. 291. Long-term loan, Museum of
Fine Arts, Boston, 1884-1886. Long-term loan, The Metro-
politan Museum of Art, New York, 1896-1897. One Hundred
Early American Paintings, Ehrich Galleries, New York, 1918,
repro. 112. Portraits Painted in Europe by Early American Art-
ists, Union League Club, New York, 1922, no. 17. Portraits by
Early American Artists of the Seventeenth, Eighteenth and Nine-
teenth Centuries Collected by Thomas B. Clarke, Philadelphia
Museum of Art, 1928, unpaginated and unnumbered. Gilber:
Stuart: Portraits Lent by the National Gallery of Art, Virginia
Museum of Fine Arts, Richmond, 1943-1944, no. 5. Faces of
America, Inaugural Exhibition, El Paso Museum of Art, El
Paso, Texas, 19601961, unnumbered.

ANNE EL1ZABETH PoLLOCK (b. 1758) was the daughter
of John Pollock, of Newry, County Down, Northern Ire-
land, and the second wife of Dr. William Hartigan, sur-
geon and professor of anatomy at Trinity College, Dublin.
Her husband’s portrait, by Gilbert Stuart, is also in the
National Gallery. Her three brothers, Carlile, George,
and Hugh, emigrated to America, and were merchants
in New York.

There are three (possibly four) other portraits of, or
reputedly of, Mrs. Hartigan. A head-and-shoulders
canvas, 20 by 15% inches, attributed to Stuart, which
had descended in the family, was owned by Dr. Alfred
Bader, Milwaukee, in 1968;! this shows the sitter as pret-
tier and more youthful than in the Gallery’s picture,
although the date, judging by the hair style and dress,
must be much the same. A miniature by Walter Rob-
ertson, whichalso descended in the family, wasformerly
owned by Charles Lull, Washington.? A third portrait
by or attributed to Stuart was reported as being in Phil-
adelphia in 1924.3 A fourth portrait by or attributed to
Stuartis discussed below.

Theidentification has been questioned by Mount. On
the basis of a portrait traditionally identified as Mrs.
Hartigan by Stuart—Dbut manifestly a different sitter—
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Fig. 1. Carl Fredrik von Breda, Lady Jane James, signed and
dated 1794, oil on canvas laid down on panel, England,
private collection

[photo: Sotheby & Co.]

which he discovered in the Pollock family home at Navan,
Dublin, and convinced that the Gallery’s picture was a
work of Stuart’s Philadelphia period and was not painted
inIreland, Mountargued that the Washington paintings
of Dr. and Mrs. William Hartigan were portraits of Hugh
Pollock and Stuart’s cousin, Marthe Anthony, who were
married in Philadelphia, 9 April 1795.* Without corro-
borative evidence this theory must remain surmise, and
it rests, in any case, on the correct identification of the
sitter in the portrait in the Pollock collection at Navan,
Dublin.

The Gallery’s portrait has been known as by Gilbert
Stuart, who worked in Ireland from 1787 to 1792 or 1793,
since at least 1879, and has been accepted as such by
scholars in the field.® As Mount pointed out, the pose is
similar to those in the portraits of Mrs. Joseph Anthony
and Mrs. James Greenleaf.” The pictureis not, however,
a pendant to the Stuart portrait of Dr. Hartigan: Mrs.
Hartigan is painted in a standing position, with a curtain
and sky behind, on a rectangular canvas, with painted
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spandrels, whereas he is painted seated, with a plain
background, on an oval canvas.

Inrecent years the attribution has been questioned by
Campbell® and Miles,’® and comparison with signed works
by Carl Fredrik von Breda, who worked in England from
1787 to 1796, shows that the portrait is actually by this
artist (fig. 1). The modeling in the manner of late Rey-
nolds, in whose studio Von Breda worked, which is unlike
thatof Stuart, and the idiosyncratic sketchy highlighting
of the hairand costume, are characteristicof Von Breda’s
style.

The deliberately negligent hairstyle, and loose curls
framing the face and reaching down to the shoulders, the
ribbon bandeau encircling the hair, the frilled collar of
the chemise, and the sash belt are all characteristic of
English fashion in the late 1780s and in the 1790s. The
evidence of costume would thus support an attribution
of the portrait to Von Breda as much as to Stuart. The
costume dating is consonant with the age of the sitter,
who appears to be in her thirties.

Notes

1. Alfred Bader to Dorinda Evans, 10 September 1968
(wrongly describing the work as listed in Mason 1879 and
included in the Ehrich Galleries exhibition 1918), and undated
note, both in NGA curatorial files. Listed as attributed to Stuart
in Park 1926, 2, 899.

2. Undated note, in NGA curatorial files.

3. Lawrence Park to Nathaniel C. Sears, 30 August 1924,
copy in NGA curatorial files.

4. Charles M. Mount to William P. Campbell, 19 August
1972,1n NGA curatorial files.

5. Mason 1879, 196. Mason presumably obtained the early
history of the portrait from the then owner and descendant of
the sitter, Commander Edward Terry.

6. Mason 1879, 196; Park 1926, 1:386-387; Sawitsky,
undated note, in NGA curatorial files; Mount 1964, 369. The
portrait was still accepted as by Stuart in 1980 (NGA 1980,
230).

7. Park 1926, 3:27, 212, repros.; Charles M. Mount to
William P. Campbell, 27 September 1962, in NGA curatorial
files.

8. Dorinda Evans, verbal information (Susan Davis to
compiler, 30 January 1989, in NGA curatorial files). Nonethe-
less, Campbell included it without a question mark in his cat-
alogue (NGA 1970, 104).

9. Ellen Miles, verbal information (Susan Davis to com-
piler, 30 January 1989, in NGA curatorial files).
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John Constable
1776 — 1837

BornN 1IN East Bergholt, Suffolk, on 11 June 1776, Con-
stable was the second son of the six children of Golding
Constable, a prosperous mill owner, and Ann Watts. He
was educated at a private school in Lavenham and at the
grammar school in Dedham, subsequently joining the
family business, of which it was intended he would suc-
ceed as manager. He learned the technique of painting
from John Dunthorne (a local plumber and glazier who
was an amateur painter), and was encouraged by Sir
George Beaumont. Staying with relatives at Edmonton
in 1796 he met John Cranch, a mediocre artist whose
style he imitated, and John Thomas Smith, the anti-
quarian draftsman, with whom he made drawings of pic-
turesque cottages. In 1799 his father gave him an allow-
ance to enter the Royal Academy Schools, reluctantly
consenting in 1802 to his becoming a professional painter.
That same year Constable showed his first landscape at
the Academy (where he was to exhibit nearly every year
until his death), declared to Dunthorne his intention of
becoming “‘a natural painter,” and acquired a studio
opposite the family house. He spent summers in East
Bergholt, sketching from nature, until 1817; in the autumn
of 1806 he made a two-month visit to the Lake District.

In 1809 Constable met and fell in love with Maria
Bicknell, but he was unable to marry her until 1816 owing
to the opposition of Maria’s grandfather, Dr. Rhudde,
rector of East Bergholt. After the marriage the couple
lived in London, first on Keppel Street, then, after 1822,
on Charlotte Street. The marriage, which was the pre-
lude to Constable’s finest work, was a deeply happy one,
and there were seven children, to whom the artist was
devoted; Maria’s health was far from robust, however,
and she diedin 1828, a blow from which Constable never
fully recovered.

1964 Mount, Charles Merrill. Gilbert Stuart: A Biog-
raphy. New York, 1964:369.

1970 NGA 1970:104, repro. 105.

1980 NGA 1980:210, repro.

In 1819 Constable exhibited The White Horse (Frick
Collection, New York), the first of his so-called “six
footers,” aseries of scenes of the banks of the river Stour,
immortalizing the countryside in which he had grown
up. In the same year, as a direct result of the success of
this major step, he was belatedly elected an Associate of
the Royal Academy, but did notattain full Academician-
ship until 1829,an injustice that rankled. Although Con-
stable himself never left England, The Hay Wain (National
Gallery, London) and two other works were shown in
1824 at the Paris Salon, where they were acclaimed by
the French artists, especially Delacroix, and were awarded
agold medal. Thisled tothe salein France of over twenty
works and to demands for replicas—previously in England
Constable had sold few of his pictures except to patrons
who were already his friends. He stilldepended on finan-
cial support, however, from the family concerns man-
aged by his devoted brother, Abram. He exhibited the
last of his six-foot canal scenes, The Leaping Horse (Royal
Academy of Arts, London), in 1825.

Constable found a retreat in Hampstead in 1820 and
began his studies of clouds (or “skying’) there the fol-
lowing year; in 1827 he bought the house on Well Walk,
which remained his country home until his death. After
his marriage he returned to Suffolk less frequently, but
became better acquainted with the south of England. He
often visited his closest friend, John Fisher, archdeacon
of Salisbury (whom Constable met on his visit to Fisher’s
uncle, the bishop, in 1811, and at whose vicarage in
Osmington, Dorset, he had spent part of his honey-
moon); he visited Brighton (where in 1824, 1825, and
1828 he sent Maria for her health), and stayed with George
Constable at Arundel in 1834 and 1835 and with Lord
Egremont at Petworth in 1834. All these visits, which
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enabled him to become familiar with the surrounding
country, were productive of pictures. In 1829, probably
partly in emulation of Turner’s Liber Studiorum, he
embarked on the publication of English Landscape Scen-
ery, with mezzotints by David Lucas, an enterprise upon
which he bestowed an almost obsessive attention. In 1836
he delivered at the Royal Institution his celebrated series
of lectures on the history of landscape painting. He died
at Hampstead on 31 March 1837.

Moreisknown about Constable from hisletters, volu-
minous and self-revealing, than about any other artist
prior to the twentieth century, with the exception of
Delacroix and Van Gogh. He was companionable,
warmhearted, and instinctively generous, observant,
amusing, and witty, though often caustic and argumen-
tative, deeply sensitive, and, in later life, prone to mel-
ancholy. In his approach to his art he was determined,
stubborn, single-minded, and perpetually anxious,
especially during the preparation of a major work for the
Royal Academy. His life’s work stemmed from family
affection and fondness for local places (Flatford, Dedham,
and Stratford Mills were all his father’s property) and
from pride in the prosperous scenes along the fertile and
richly cultivated Stour Valley in which he grew up: “I
had often thought of pictures of them before I had ever
touched a pencil,” he wrote to Fisher in one of his best-
known letters.! He despised the bravura he found prev-
alent in landscape painting during his student days and,
resolved to be “‘a natural painter,” began that laborious
process of sketching from nature as the essential prelim-
inary to picture making that he continued, with ever-
increasing precision and insight, all his life.

Unlike his predecessors and contemporaries in the
field of landscape, Constable never (with the exceptions
in his early career) went on seasonal sketching tours in
search of subjects; he was totally absorbed in painting
the particularities of his own countryside and with giving
compositional weight and power to these modest scenes.
Although his handling of paint conformed to the pictur-
esque aesthetic, he disliked mountain scenery and nearly
everything implied by the picturesque; the adjective placid
was one of his favorite terms of praise. His interest in
structure, evident from his study of astronomy on the
one hand and his knowledge of agricultural machinery
onthe other, is reflected in the technical soundness of his
paintings. He regarded the sky as the standard of scale
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and chief organ of sentiment in any landscape. “Painting
is but another word for feeling,” he declared,? and the
association between landscape and the artist’s personal
feelings was expressed in what he called the “chiaros-
curo of nature”: the enveloping atmosphere, “my ‘light’'—
my ‘dews’—my ‘breezes’—my bloom and my freshness—
no one of which qualities has yet been perfected on the
canvas of any painter,” as he wrote to his future biogra-
pher, Leslie.? His subject was as much the season and
the weather as the view, and his most remarkable
achievement was the union of form and light on this
sophisticated level of observation. In his lectures on the
art of landscape, which significantly he did not deliver
until after he had been elected an Academician and it was
safe to do so, he set out to demonstrate the moral and
aesthetic significance of a genre hitherto regarded as far
inferior to history painting.

Constable was a slow starter. After a long period of
experimentation and stylistic uncertainty, during which
he worked also as a portraitist, he produced from about
1809 aseries of brilliant oil sketches of scenes in the Stour
Valley that were the prelude to painstaking finished pic-
tures, extensive and detailed, in which human activity
was subordinate to the landscape featured. His magis-
terial six footers, upon which he staked his reputation,
were increasingly bold and animated, the last two so
vibrant and vigorously handled that, with The Leaping
Horse, there 1s little to choose between the full-scale sketch
which he habitually painted and the exhibited landscape
itself. Rosenthal has argued that the changing character
of the later six-foot pictures, involving a low viewpoint
and less harmonious narrative, was a direct response to
the disturbances then affecting rural society, but there is
no evidence that this is so; Bermingham rightly stresses
Constable’s autobiographical perception of landscape.
Constable’s later style was increasingly turbulent and
overcast, reflecting his depressed state after Maria’s death,
and this mood was embodied in Lucas’ mezzotints. His
last works, flickering in touch and rhythm, sought to
capture ever more transitory effects.

Constable’s only known assistant was John Dun-
thorne, Jr., employed from 1824 to 1829. Frederick W.
Watts was strongly influenced by him. Although con-
temporary critics preferred artists such as Augustus Wall
Callcott, William Collins, John Glover, and Thomas
Christopher Hofland, and Constable’s reputation in



England remained low until the latter part of the nine-
teenth century, hiswork, acclaimed in Parisin 1824, was
influential on the Barbizon school of painters. By 1899,
the date of the first exhibition devoted solely to Con-
stable, the artist’s oil sketches were widely admired, but
the situation was confused by the imitations painted by
his youngest son, Lionel, and by other members of the
family, as well as by the prevalence of forgeries. Since
that time Constable’s work, notably as represented by
The Hay Wain, has had a profound effect on the ordinary
person’s response to landscape; the exhibition at the Tate

Gallery in 1976 was one of the most popular ever held in
London.

Notes

1. Constable to John Fisher, 23 October 1821 (Beckett 1962—
1968, 6 [1968]:78).

2. Constableto John Fisher, 23 October 1821 (Beckett 1962—
1968,6[1968]:78).

3. Constable to Charles Robert Leslie, 1833 (Beckett 1962
1968, 3[1965]:96).
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1942.9.10 (606)
Wivenhoe Park, Essex

1816
Oilon canvas, 56.1 X 101.2(22% X 3978)
Widener Collection

Technical Notes: The medium-weight canvasis plain woven.
Itwas added to by the artist on either side; the additional pieces
are 10.5 cm wide on the left and 9 cm wide on the right; the
canvases have been lined. The ground layer visible, a light warm
brown, may be an imprimatura over a lighter ground. The
painting is executed fluidly and fairly thickly with generally
small brushstrokes, the highlights in low impasto. There are
minor scattered paint losses.. The painting was restored and
revarnished with a synthetic resin in 1983.

Provenance: Painted for Major-General Francis Slater-Rebow,
Wivenhoe Park and Alresford Hall, near Colchester, Essex; by
descent to Hector John Gurdon-Rebow [b. 1846]. (L.eo Nardus),
Suresnes, Belgium, from whom it was purchased 1906 by
P. A. B. Widener,' Elkins Park, Pennsylvania. Inheritance
from the Estate of Peter A. B. Widener by gift through power
of appointment of Joseph E. Widener, Elkins Park.

Exhibitions: Royal Academy of Arts, London, 1817, no. 85.
Constable’s England, The Metropolitan Museum of Art, New
York, 1983, no. 27, color repro. Constable, Tate Gallery,
London, 1991, no. 79, color repro.

THE VIEW is of Wivenhoe Park, the seat of General
Rebow, built by Thomas Reynoldsstartingin 1758. The
houseis seen from across the lake, created when the park
was landscaped in 1777. The general’s young daughter,
Mary (of whom Constable had painted a portrait in 1812),
is included on the extreme left driving a donkey cart; a
deer houseisfeatured on the extreme right. The painting
shows the general’s home before it was extensively
remodeled in 1846.

The commission, which was executed in August and
September 1816, is described by Constable in a series of
letters to his fiancée, Maria Bicknell.? “I am going to
paint two small landscapes for the General, views one in
the park of the house & a beautifull wood and peice [sic]
of water, and another scene in a wood with a beautifull
little fishing house,”? he wrote on 21 August. “They wish
me to take my own time about them—but he will pay me
for them when I please, as he tells me he understands
from old Driffeild that we may soon want a little ready
money.”’ The nextletter, written on 30 August, explains
why he had to extend the canvas by over three inches on
either side: “I am going on very well with my pic-
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Fig. 3. Richard Wilson, Tabley House,
Cheshire,R.A. 1780, oil on canvas,
England, private collection

[photo: Tate Gallery]
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Fig. 1. John Constable, Wivenhoe Park, 1816, pencil,
New York, private collection

Fig.2. John Constable,

Fishing with a Net on the Lake in Wivenhoe Park,
inscribed and dated 1816, pencil and gray wash,
London, Victoria and Albert Museum




John Constable, Wivenhoe Park, Essex, 1942.9.10
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tures . . . the park is the most forward. The great diffi-
culty has been to get so much in as they wanted to make
them acquainted with the scene. On my left is a grotto
with some elms, at the head of a peice [sic] of water—in
the centre is the house over a beautifull wood and very
far to the rightis a deer house, which it was necessary to
add, so that my view comprehended too many [dis-
tances]. But to day I have got over the difficulty, and
begin to like it myself. I think however I shall make a
larger picture from what [ am now about. . . . I live in
the park and Mrs. Rebow says I am very unsociable.”
He reported on 19 September: “I have compleated [sic]
my view of the Park for General Rebow.” Constable
received a payment of one hundred guineas for this pic-
ture.?

Constable’s additions to the canvas, made at the
patron’s request, resulted in the inclusion of the fishing
boat with men hauling in a net, which is painted across
the seam on the right, and in the painting of an additional
cow, which covers the seam on the left. The former was
an operation of which he had made a drawing on 27 July?
(fig. 2). The additional strips have been skillfully inte-
grated into the composition to form arhythmical whole.®
From the evidence of Constable’s lettersit seems that the
canvas was painted almost entirely, if not entirely, en
plein air, which accounts for its exceptional freshness and
sparkle. A composition sketch (fig. 1) shows a tree in the
left foreground that Constable dispensed with, presum-
ably because it would have appeared too much like a pic-
torial prop. The artist never executed the larger picture
to which he refers.

Wivenhoe Park was painted during the period that
marked the culmination of Constable’s mastery of what
he termed a “natural painture.” Far more complex in
design than his broad and sketchy Malvern Hall (Tate
Gallery, London) of seven years earlier, it is executed
with precision and a feeling for light most beautifully
demonstrated in the reflections in the lake, although it
has been pointed out that the latter are much more pro-
nounced than they would be in nature.” Still, rocklike
clouds dominate the scene, and the house, the ostensible
subject of the picture, appears in the distance, half-hidden
by trees. This aesthetic decision is atodds with the accepted
tradition of country house portraiture, though Con-
stable was anticipated in his approach by Richard Wilson
(fig. 3), an earlier painter also concerned with the depic-
tion of landscape as such.

Rosenthal has interpreted the work in terms of con-
temporary recognition of the social hierarchy: “Anyone
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with a modicum of taste would appreciate the estate’s
beauty, and be inclined to praise its cause. They would
approve of the combination of beauty with utility (thus
the juxtaposition of ornamental swan with toiling fish-
ermen, or the cattle dotted around and about).”’®

Notes

1. The date of purchase, approximate in Roberts 1915, is
given in Edith Standen’s notes, in NGA curatorial files.

2. Constable to Maria Bicknell, 21, 30 August, 15, 19 Sep-
tember 1816 (Beckett 1964, 196, 199, 203, 206).

3. The second painting is in the National Gallery of Vic-
toria, Melbourne (Hoozee 1979, no. 219). A larger repro. isin
Rosenthal 1983, 15.

4. Rosemary Feesey, A History of Wivenhoe Park (Colch-
ester, 1963), 41 (where the source is not given). The payment
cannot be traced in the Rebow Papers, which are deposited in
the Essex Record Office, Colchester.

5. Graham Reynolds, Catalogue of the Constable Collection
inthe Victoria and Albert Museum (London, 1960), no. 146.

6. A diagram of the additions and an analysis of their effect
on the composition is in Cooke 1968, 102.

7. Cooke 1968, 102.

8. Rosenthal 1983 (see biography), 110.
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1942.9.9.(605)
The White Horse

1818-1819
Oilon canvas, 127 X 183(50 X 72)
Widener Collection

Technical Notes: The medium-coarse canvas is tightly plain
woven; it has been lined atleast twice. The ground is white lead
and chalk. There is atan-colored imprimatura. X-radiographs
made in 1984 reveal that the work is executed, comparatively
thinly, over an unfinished (but fairly complete) painting of
Dedham Vale from the Coombs (fig. 2); they also show penti-



mentiin Willy Lott’s cottage (fig. 8), which was originally posi-
tioned at the same angle as in the finished picture in the Frick
Collection, and around the horse and barge. There is no lead
white ground between the two paintings. Both paintings are
executed broadly and sketchily with some passages in impasto.
The paint layers have been compressed and the impasto flat-
tened to an unusual degree in the course of linings, the last of
whichwasin 1948. Foracombination of reasons apparent from
this summary the paint structure is hard to examine, but it
seems likely that there was extensive damage and repainting at
an early date. The gray-purple tone over most of the sky appears
to be a later glaze applied over abraded paint; there is repainting
in the white horse, the figure to its left, the cows, the foliage,
and the water. Worn areas in the sky at right, numerous sepa-
ration cracks, and an old tear in the foreground center were
treated in 1949. There is a 34-cm. crack near the top edge,
corresponding to the bottom edge of the top stretcher member.
The unusually thick natural resin varnish has discolored yellow
toan exceptional degree.

Provenance: Almost certainly retained in the studio by the
artist until his death. John (later Sir John) Pender [b. 1816] by
1872. (E. Fox White Gallery), London, by 1882,! who sold it
to (Wallis & Son), London, from whom it was purchased 1893
by P. A. B. Widener, Elkins Park, Pennsylvania. Inheritance
from the Estate of Peter A. B. Widener by gift through power
of appointment of Joseph E. Widener, Elkins Park.

Exhibitions: Works of the Old Masters, together with Works of
Deceased Masters of the British School, Winter Exhibition, Royal
Academy of Arts, London, 1872, no. 118.

THE ORIGINAL WORK painted on this canvas was a view
of Dedham Vale from the Coombs, showing the river
Stour, Stratford bridge with its buildings at either end,
and the low hills of East Bergholt and Brantham toward
the left, an elaboration of the oil study of about 1808 to
1812 in the Victoria and Albert Museum, London (fig.
1).2 The most significant changes between this study and
the painting beneath The White Horse are the more hori-
zontal format and the additions of a diagonally placed
tree trunk at lower left and a large tree mass on the right;
these were prefigured in drawings and in another oil
sketch.? As Rhyne points out, because of ““‘the degree to
which Stratford Bridge and the buildings on either side
are detailed” it is “likely that what we see in the x ray is
notasix-foot sketch but the rejected beginning of a painting
Constable had expected to finish on the same canvas.”
[t seems probable that this work, insufficiently grand to
sustain its scale, was painted subsequent to his largest
landscape to date, the Flatford Mill, exhibited at the Royal
Academy of 1817 (fig. 9), which was the forerunner of
the six-foot canal scenes; the terminus ante quem is, of

course, provided by the full-scale sketch for The White
Horse painted over it (in other words, the Washington
picture as now visible), which would have been executed
in the winter of 1818-1819.

The White Horse is the first of Constable’s full-scale
sketches for his great canal scenes, pictures by means of
which he hoped to attract more public attention than he
had done hitherto; these sketches, for which there are no
precedents in the history of art, are composition studies
integrating the material from his drawings and sketches
from nature that he regarded as entirely private and that
are not mentioned in his correspondence. The view is
taken from the right bank of the river Stour just below
Flatford Lock, and shows, from left to right, the island
known as the Spong, Willy Lott’s house and the mill-
stream leading to Flatford Mill, a thatched boathouse,
and the farmhouse now called Gibbonsgate Farm. The
incident depicted is the transit of a tow horse from one
side of theriver to the other as the tow path changes sides.
The finished picture, exhibited at the Royal Academy in
1819 as A scene on the river Stour, was christened The
White Horse by its purchaser, Archdeacon John Fisher.

It seems possible that the existence of the discarded
canvas suggested to Constable the novel idea of a full-
scale sketch; certainly the lack of an intermediate ground
between the discarded painting and the sketch indicates
that he never intended to paint a finished landscape for
the Royal Academy on this already used canvas. As Rhyne
hassaid: “Layered on this one remarkable canvas are the
unfinished beginning of Constable’s first six-foot land-
scape painting and, covering it, his earliest large, full-
size oil sketch.””*

The beginnings of Constable’s design are recorded in
a sketchbook that he used at East Bergholt in 1814 (fig.
3)andintwo later oil sketches(figs. 4, 5); there also exists
a pencil drawing of the boathouse (fig. 6) and of the boat
moored nearby (fig. 7), which was used again for The
Hay Wain (National Gallery, London), 1821.

In the finished painting, now in the Frick Collection
(fig. 10), Constable followed his original sketches by
moving the boathouse to the left to become the central
focus of the composition and placing the gable of Willy
Lott’shouse at right angles to the river (he had originally
done this in the Washington sketch, as the x-radiograph
shows [fig. 8], but then altered it). Among other changes
he deleted the dovecote, lowered the tallest tree, included
the stern of the barge with a man smoking a pipe, added
a figure in a red jacket, inserted a cart and a plough in
front of the barn, and altered the disposition of the cows
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Fig. 1. John Constable, The Valley of the Stour, c. 1808-1812,
oil on paper laid down on canvas, London, Victoria and Albert Museum

Fig. 2. X-radiograph of the underlying discarded painting of 1942.9.9




John Constable, The White Horse, 1942.9.9
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Fig. 3. John Constable, Willy Lott’s House and Fig. 4. John Constable, Willy Lott’s House and Thatched
Thatched Boat S helter at a Confluence of the Stour, Boat Shelter, probably 1817, oil on board, Switzerland,
1814 sketchbook p. 66, pencil, private collection [photo: Yale University Press]

London, Victoria and Albert Museum

on the right, omitting the fence and open gate behind
them. At the same time he transformed the breadth and
vigor of the sketch—the foliage of the trees on the left no
more than blocked in and the reflections in the water
suggested by rough, dragged brushstrokes—into a mas-
terpiece of well focused, carefully related, and meticu-
lously rendered forms. One should note in particular the
lovely reflected light in the water beneath the boathouse,
a principal feature of the Frick picture. This large-scale
finished work is a magisterial representation of the serenity
and timelessness of the English countryside, as Con-
stable intended it to be; he described it as “‘a placid rep-
resentation of a serene grey morning, summer.” The
artistic development from the almost restless scatter of
focus in his Flatford Mill of two years earlier (fig. 9) is
immense.

Fig. 5. John Constable, Willy Lott’s House and Thatched Boat
Shelter and Barn, probably 1817, oil on canvas, Switzerland,
private collection [photo: Yale University Press]
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Fig. 6. John Constable, A Thatched Boat Shelter,
probably 1817, pencil, private collection
[photo: Yale University Press)

Fig. 7. John Constable, A Boat, probably 1817,
black chalk on blue paper, London,
Courtauld Institute of Art, Witt collection

Fig. 8. X-radiograph of Willy Lott’s cottage in 1942.9.9
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Fig.9. John Constable, Flatford Mill, R.A. 1817, oil on canvas, London, Tate Gallery

Fig. 10. John Constable, The White Horse, R.A. 1819, oil on canvas, New York, Frick Collection
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Parris and Fleming-Williams have questioned the
authenticity of the Washington sketch as we now know
it. In doing so they have expressed concern about such
details as the position of the boathouse (differently placed,
as we have seen, both in the smaller oil sketches and the
exhibited painting), the angle at which Willy Lott’s house
is seen, and the inclusion of horned cattle; they have also
noted inaccuracies that would be uncharacteristic of
Constable in the representation of the barge, the boat-
house, the wooden equipment at lower left, and the horse’s
harness.® These concerns have led them to believe that
the picture was reworked by alater hand: ‘‘someone pos-
sibly employed around the middle of the last century to
make the highly experimental original more acceptable
for an as yet still uncertain market.”” Significant evi-
dence against this view is a pentimento in the Frick pic-
ture that shows Willy Lott’s house at the same angle as in
the Washington painting;® in other words, in thisrespect
Constable’s finished painting originally followed the full-
scale sketch.

Notes

1. Wallis & Son to P. A. B. Widener, 1 January 1909, in
NGA curatorial files.

2. Reynolds 1960, no. 63, pl. 35.

3. Rhyne 1990, figs. 14-16, 13.

4. Rhyne 1990, 121. Rhyne’s important discoveries and
analysis are the basis of this catalogue entry. The author kindly
sent me a typescript of his article in 1984.

5. Rhyne 1990, 109.

6. Leslie Parris, Ian Fleming-Williams, and Conal Shields,
Constable: Paintings, Watercolours & Drawings [exh. cat., Tate
Gallery] (London, 1976), under no. 165; Ian Fleming-Wil-
liams, opinions recorded by Elizabeth Coman, memorandum,
15 May 1981, in NGA curatorial files; Leslie Parris and Ian
Fleming-Williams, opinions recorded by David Rust, memo-
randum, 11 May 1983, in NGA curatorial files; idem, review
of Reynolds 1984 (see biography), BurlM 127 (1985), 167. In
the last-named they also refer to James Smetham’s rapturous
account of the Washington picture when he saw it at the Royal
Academy in 1872 (notebook for 5 January 1872 in Smetham
1892, 289-291); Smetham believed it to be the finished work.
With regard to the inaccuracies observed, Fleming-Williams
admitted that these might be attributable to condition (memo-
randum, 15 May 1981).

7. Parris and Fleming-Williams 1985, 167. Robert Hoozee,
without explanation, has dismissed the Washington picture as
“most probably an imitation” (Hoozee 1979, no. 618).

8. Reynolds 1984 (see biography), 1:30. Rhyne, however,
does not believe that “the pentimento visible on the surface of
the Frick painting agrees closely enough with the gable config-
uration in the Washington sketch to establish this reading’ and
doubts, in any case, whether the alteration made in the Wash-
ington sketch was done by Constable himself, since it does not
accord with any other Constable image of Willy Lott’s house
(Rhyne 1990, 118).
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1937.1.108(108)

Salisbury Cathedral
from Lower Marsh Close

1820
Oilon canvas, 73 X 91 (28% X 3578)
Andrew W. Mellon Collection

Technical Notes: The medium-fine canvas is plain woven; it
has been lined. The top of the canvas has been cut down and
folded over and later torn off, and the top inch of the picture is
on a separate fabric strip which has been painted subsequently
(this in turn has been folded over). The ground is white, of
moderate thickness. There is a thin streaky brown imprima-
tura. The painting is executed sketchily, leaving large areas of
the imprimatura revealed, and worked with impasto and
scrubbing; the paint layers in much of the landscape are blended
wet into wet, with many of the smaller details added as dabs of
paint over a dried underlayer. The impasto has been flattened
during lining. Repainting in the sky at upper right and along
the bottom edge center was adjusted in 1948. The moderately
thick natural resin varnish has discolored yellow toa significant
degree.

Provenance: Unsold by the artist (John Constable sale, Messrs.
Foster, London, 15-16 May 1838, 2nd day, no. 13, with The
Glebe Farm), bought by William Hookham Carpenter (sale,
Christie, Manson & Woods, London, 16 February 1867, no.
77), bought by Halsted. Sir John Kelk, Bt. [1816-1886], Ted-
worth, Wiltshire (sale, Christie, Manson & Woods, London,
11 March 1899, no. 6), bought by (Thos. Agnew & Sons),
London, who sold it on the same day to (Messrs. Lawrie &
Co.), London, from whom it was purchased 11 November 1901
by (M. Knoedler & Co.), New York, by whom sold 26 January
1903 to (Arthur Tooth & Sons), New York, from whom pur-
chased by William K. Bixby, St. Louis, Missouri, who sold it
8 May 1918 to (M. Knoedler & Co.), New York, from whom it
was purchased April 1918! by Andrew W. Mellon, Pittsburgh,
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who deeded it December 1934 to The A. W. Mellon Educa-
tional and Charitable Trust, Pittsburgh.

Exhibitions: ‘“The Home Exhibition:”’ A Collection of Paintings
owned in St. Louis, City Art Museum, St. Louis, 1911, no. 15,
repro. Constable, Tate Gallery, London, 1991, no. 136, color
repro.

THE vIEW is of Salisbury Cathedral from Lower Marsh
Close. The figures in the avenue of trees on the left appear
tobe John Fisher, then bishop of Salisbury, and his wife.
The handling is consonant with one of Constable’s large
plein-air sketches, and the canvas was evidently painted
on a summer evening, since the trees are in full foliage
and the shadows fall sharply from the west. The sketch
is not quite finished, the brown imprimatura remaining
visible under the trees on the left.?

Constable first visited Salisbury, at the invitation of
Fisher, an old friend and mentor, in 1811. The bishop’s
nephew, Archdeacon John Fisher, was to become his
closest friend, and Constable stayed with the latter in
Salisbury in 1820, 1821, 1823, and twice in 1829. The
visit in 1820 was his longest, and the only one on which
he was accompanied by his wife and children.

Constable rarely painted subjects that did not endear
themselves to himasaresultof hisupbringing or because
of friendship orassociation. Salisbury Cathedral became
one of his principal themes. He sketched it, in a variety
of media, from a number of vantage points, and exhib-
ited three finished views at the Royal Academy, one in
1812 (Louvre), one from the Bishop’s Grounds in 1823
(Victoria and Albert Museum), and one from the
Meadows, a “‘six-footer,” the largest of the three, in 1831
(National Gallery, London). The Washington picture is
one of several large oil sketches of the cathedral—the first
plein-air oil sketches he made on this scale—evidently
executed during Constable’s stay with Archdeacon Fisher
in July and August 1820;3 the style is consistent with that
date,*and the summer leafage rulesout 1821, when Con-
stable visited Salisbury in November .

A sense of depth is given by the rendering of the fall
of light over the landscape. The trees that rise up on the
right do little to redress the balance of the composition,
which is dominated by the luxuriant avenue on the left,

BRITISH PAINTINGS

amass of dark foliage largely unbroken by highlights;® it
is this very imbalance, however, that heightens the nat-
uralism of the sketch. This view of the cathedral was not
one that Constable seems to have repeated or wished to
work up into a finished picture. His favored design, that
from the bishop’s grounds, is an elegant composition with
the cathedral seen closer to and the spire and east end
neatly framed by arching trees. Not until his Dedham
Vale of 1828 (National Gallery of Scotland) did Con-
stable exhibit a finished work with anything comparable
to the daring asymmetry of the Washington sketch.

A smaller copy, fourteen by twenty-four inches, was
with Newman, London, in 1948.7

Notes

1. The foregoing information was kindly supplied by M.
Knoedler & Co., New York, fromits stock books. The discrep-
ancy between Bixby’s sale of the picture to Knoedler’s on 8
May 1918 and Mellon’s purchase of it in April is presumably
to be explained by Mellon’s prior knowledge of the intended
consignment.

2. Reynolds 1984 (see biography), 57, no. 20.53.

3. See Graham Reynolds, “Constable’s Salisbury Cathe-
dral,” in A Dealer’s Record: Agnew’s 1967-81 (London, 1981),
132-142,esp. 136-137.

4. Comparison may be made with the full-scale sketch for
his Stratford Mill exhibited that year (Yale Center for British
Art, New Haven; Reynolds 1984 [see biography], 2, color pl.
130).

5. Reynolds 1984 (see biography), 56-57. His summer visit
in 1823 was confined to four days, during which he is known to
have made only one pencil sketch of Salisbury (Reynolds 1981,
142,1.2).

6. Cooke 1968, 178.

7. Reproduced on p. 2 of the advertisement section of Conn
121 (June 1948), where it was wrongly described as a view of
Chichester.
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Francis Cotes
1726 — 1770

COTES WAS BORN in London on 20 May 1726. He was
the eldest child of Robert Cotes, a well-known apothe-
cary, and his second wife Elizabeth Lynn. At about the
age of fifteen he entered the studio of George Knapton,
who worked in pastel in the style of Rosalba as well as in
oils. He began practice as a portraitist in his father’s house
on Cork Street, deriving from him an understanding of
chemistry, the basis of his expertise in making pastels.
The late eighteenth-century pastelist John Russell, in a
treatise on the subject, Elements of Painting with Cra-
yons, published in 1772, expounded what he had learned
from Cotes. Cotes’ reputation was assured by the pastels
hedidin 1751 of the beautiful Gunningsisters, thenidol-
ized by society and the populace. His practice in oils dates
from the late 1750s.

In 1763 Cotes bought the large and elegant house on
fashionable Cavendish Square later occupied by George
Romney, took in pupils, of whom Russell was the prin-
cipal, and employed Peter Toms as his drapery painter.
No sitter books survive, but his prices at this date are
known to have been twenty guineas for a head and shoul-
ders, forty guineas for a half length, and eighty guineas
for a full length, higher than Gainsborough (for a full
length) but lower than Reynolds, of whom he was by
then a recognized competitor. He exhibited each year at
the Society of Artists, becoming a director in 1765, the
year he married Sarah (whose parentage is unknown).
Forced, asaresult of intrigue, to resign along with fifteen
other directors in 1768, he was responsible, with Wil-
liam Chambers, Benjamin West, and Mary Moser, for
founding the Royal Academy of Arts. He exhibited there
in 1769 and 1770. He was then at the peak of his career,
patronized and highly regarded by the royal family. But
he died in Richmond on 19 July 1770—as Russell said,
“aman full of worldly honor and pride.”!

Cotes was essentially a refined, decorative painter,
concerned with surface qualities and preoccupied with
detail, especially that of fashionable costume, at the
expense of chiaroscuro and overall design. Pastel, with
its soft colors and sparkling highlights, a typically rococo
medium ideally suited to intimate portraiture and the
capturing of a passing moment, was the perfect medium
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for him, and he was the finest British exponent of it, unique
in his ability to obtain deep, rich tones. He often attained
the level of Jean Etienne Liotard (active in England
between 1753 and 1755/1756), by whose naturalism and
use of simple, associative actions he was influenced, and
of Quentin de la Tour. Turning to oils when Allan Ramsay
was achieving a delicacy in this medium close to that of
pastel, Cotesimitated Reynolds’ style and poses but gen-
erally chose to avoid the Grand Manner. Except in a few
full-length female portraits executed from 1767 onward,
in which he exaggerated Reynolds’ play of sculptural
drapery, he eschewed idealization, heroic posture, and
intellectual, classicizing content and retained his own
conservative, decorative interests, casualness, sweet-
ness, and sentiment. Horace Walpole’s verdict was that
“Cotes succeeded much better in crayons than in oils.”’2
The artist also executed some competent topographical
landscapes in watercolor in the manner of Paul Sandby,
whose portrait (Tate Gallery) he painted in 1761.

Cotes’ influence on his contemporaries, save through
the perpetuation of the rococo medium of pastel in the
work of his star pupil, Russell, was negligible. The future
lay with Reynolds. His reputation only revived during
the Duveen era, but, since his prices were low compared
to those fetched by Gainsborough or Romney, there was
less inducement for owners to sell and scarcity caused
Cotes to become a generic name in the art trade.

Notes

1. John Russell, “Diary,” 8 vols. (1766-1789, 1801-1802),
Victoria and Albert Museum Library, 4:28.

2. Hugh Gatty, ed., “Notes by Horace Walpole, Fourth
Earl of Orford, on the Exhibitions of the Society of Artists and
the Free Society of Artists, 1760-1791,” The Walpole Society
27(1939):63.
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1961.5.2(1646)
Mrs. Thomas Horne

. 1768/1770
Oil on canvas, 78 X 63.1(30% X 247%)
Gift of the Coe Foundation

Inscriptions:
Signed at lower right: F. Cotes/t (FC in monogram)

Technical Notes: The medium-weight canvasis plain woven;
it has been lined. The ground is off-white, fairly thickly applied.
The painting is executed in smooth, opaque layers, blended
wet into wet, except for the background and feigned oval, which
are more thinly and translucently applied; the drapery is exe-
cuted in a relatively rapid and painterly manner with pro-
nounced brushwork and moderate impasto. The impasto has
been severely flattened during lining, and there are scattered
small retouchings; otherwise the painting is in excellent con-
dition. The varnish has discolored yellow to a significant degree.

Provenance: Probably painted for the sitter’s husband, Thomas
Horne; by descent to Henry, Baron Horne of Stirkoke [1861—
1929], Stirkoke House, Caithness. (Vicars Bros.), London, by
1919, by whom sold to (Thos. Agnew & Sons), London, 1919,
who sold it to (John Levy Galleries), New York, 1919,' who
sold it by 1925 to Benjamin Franklin Jones, Jr. [1868-1928],
Sewickley Heights, Pennsylvania; passed to his wife (sale, Parke-
Bernet, New York, 4-5 December 1941, 1stday, no. 34, repro.),
bought by William R. Coe [d. 1955], Oyster Bay, Long Island,
New York; Coe Foundation, New York, 1955.

Style of Francis Cotes

1960.6.6 (1558)

Portrait of a Lady

. 1765/1770
Oil on canvas, oval, 20 X 15.8(77 X 6%)
Timken Collection

Technical Notes: The medium-fine canvas is plain woven; it
has been lined and adhered to a wooden backing. The bottom
of the lower curve of the oval is straight (not rounded), minus-
cule portions of the sitter’s blue sleeves are visible at the lower
edges, and the topmost portion of the oval is filled with recent
paint to a depth of 0.8 cm above a horizontal line about 2 cm
above the coiffure. It is probable, therefore, that the portrait
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Exhibitions: Paintings by Old Masters from Pittsburgh Collec-
tions, Carnegie Institute, Pittsburgh, 1925, no. 8.

NOTHING IS KNOWN about Elizabeth Crewe of Haddon
Hall, Northamptonshire, except that she married Thomas
Horne.

The loose, raised hair combed over rolls with ropes of
pearls intertwined and stiff side curls is characteristic of
the fashion of the late 1760s, as is the black lace shawl.
The sitter seems to be about twenty, and the picture is
probably a marriage portrait. The sweet expression, soft,
smooth modeling, and finely drawn contours and fea-
tures, together with the use of the old-fashioned concept
of the feigned oval, are characteristic of Cotes. The
gentleness of the image would originally have been coun-
terbalanced by the lively impasted handling of the dra-
pery.

Notes
1. Information from Agnew’s stock books, kindly sup-
plied by Evelyn Joll.

References

1931 Heil, Walter. “Portraits by Francis Cotes.” AAm 20
(1931):2,6, fig. 5.

1976 Johnson 1976 (see biography): 101, no. 293.

was originally rectangular in format and has been cutdown and
added to at the top to form the present oval. The ground is
white, smoothly applied and of moderate thickness. The painting
is executed in very thin, rich, fluid layers, blended wet into
wet, with light glazes in the cheeks. The painting is in good
condition except for slight abrasion of the paint surface at the
back of the neck and in the hair; there is very little retouching
except for the top portion of the oval. The moderately thick
dammar varnish, applied in 1960, has discolored yellow slightly.

Provenance: William R. Timken, New York [1866-1949];
passed to his wife, Lillian S. Timken [d. 1959].



Style of Francis Cotes, Portrait of a Lady, 1960.6.6

Style of Francis Cotes, Portrait of a Lady, 1960.6.7

STYLE OF COTES 45



46

1960.6.7 (1559)
Portrait of a Lady

. 1765/1770
Oilon canvas, oval, 20 X 15.8 (774 X 6V4)
Timken Collection

Technical Notes: The medium-fine canvas is plain woven; it
has been lined and adhered to a wooden backing. The topmost
portion of the oval is filled with recent paint to a depth of 0.4
cm. above a horizontal line above the coiffure. It is probable,
therefore, that, as in the case of the pendant, the portrait was
originally rectangular in format and has been cut down and
added to at the top. The ground is white, thickly applied. The
painting is executed in thin, fluid layers, with the face and hair
blended wetinto wet; in the background the thin washes barely
cover the ground. There are major areas of retouching at the
top and bottom of the oval and in the sitter’s chest, and scat-
tered minor losses and retouchings elsewhere. The dammar
varnish was applied in 1960.

Provenance: Same as 1960.6.6.

John Crome
1768 — 1821

CROME WAS BORN in Norwich on 22 December 1768,
the son of John Crome, a journeyman weaver and pub-
lican. He seems to have been uneducated, and became at
the age of twelve an errand boy for Dr. Edward Rigby, a
Norwich physician. In 1783 he was apprenticed for seven
years to Francis Whisler, a house, coach, and sign painter.
His first sketch in oil dates from 1790, and at about that
date he set up a partnership with Robert Ladbrooke,
sharing a garret with him; the young men sketched land-
scapes in and around Norwich and exhibited at the
printsellers Smith and Jagger. In 1792 Crome married
Phoebe Berney (Ladbrooke married her sister the fol-
lowing year); the couple had five daughters and six sons.
On marrying, Crome prudently became a teacher.

One of Crome’s earliest mentors was William Beechey,
who worked in Norwich from 1782 to 1787; as a young
man Crome visited him frequently in his London studio.
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NOTHING IS KNOWN about these two sitters. The raised
hair, combed over arolland plaited intoa knotat the top,
and sleeves held up by laces looped around small buttons
are fashions characteristic of the mid to later 1760s.

The traditional attribution to Cotes has been rejected,
since the handling is coarser than hisand he is not known
to have worked on this small scale.! The design and con-
templative expression of 1960.6.6 do, however, derive
from him.? The technique indicates that the works are
by the same hand, and the portraits are at present pen-
dants, which suggests that the sitters are related; the facial
characteristics do not, however, display any family
resemblance, and the portraits may have been cut down
at a later date to serve as pendants, possibly to fit the
existing early nineteenth-century frames.

Notes

1. Edward Mead Johnson, letter, 20 May 1971, in NGA
curatorial files.

2. Compare the portrait of Elizabeth, Duchess of Beaufort
by Cotes, at Badminton in Gloucestershire (Johnson 1976 [see
biography], no. 295).

But the person who helped him most significantly at the
outset of his career was Thomas Harvey of Catton House,
whom he met in about 1790. Harvey, a wealthy master
weaver, was an amateur artist, a generous patron, and a
distinguished connoisseur. He was then in the process of
building up a fine collection, notably of Dutch landscape
paintings but also including works by Richard Wilson
and Gainsborough. Crome was deeply influenced by the
Dutch landscapes, is said to have copied a Hobbema in
the collection, later copied Gainsborough’s The Cottage
Door(Huntington Art Gallery, San Marino, California),
and in 1796 and 1798 painted compositions in the style
of Wilson. He was also well acquainted with John Opie
in Norwich from 1798.

Crome was largely instrumental in founding,in 1803,
the Norwich Society of Artists (of which he became pres-
ident in 1808), an institution at first primarily a forum



for biweekly discussions on art. The first exhibition of
the society was held in 1805, and Crome contributed
between ten and thirty works regularly every year until
his death. He first exhibited at the Royal Academy of
Arts in 1806, but only showed there at irregular inter-
vals; as he grew older he was an infrequent visitor to
London.

Crome’s reputation was high throughout Norfolk, not
only as a landscape painter but also as an enthusiastic
drawing master. Among his earliest pupils were John
Gurney of Earlham and his daughters Richenda and
Elizabeth, whom he accompanied to the Lake Districtin
1802 and 1806; he also taught the Dawson Turner family
at Yarmouth, and from 1813 was drawing master at Nor-
wich Grammar School. Crome’s principal pupils were
his eldest son, John Berney Crome, who succeeded him
in his practice, James Stark, and George Vincent.

Acuvealsoasarestorer and dealer, Crome had a shrewd
business sense and made a comfortable living; Dawson
Turner said that he earned from fifteen to fifty guineas
for his pictures in the latter part of his life, when there
was an increasing demand for his work. From 1801 until
his death he occupied a good-sized house on Gildengate
Street in Norwich, and collected pictures, prints, and
books. He visited Wales and the Wye Valley with Lad-
brooke in 1804, but he made only one journey abroad, to
Parisin 1814.

Crome was independent-minded—he was a Non-
conformist and Freemason—jovial, good tempered,
engaging, a lively and witty conversationalist, and a wel-
come visitor in houses great and small throughout the
county. He died in his home on Gildengate Street on 22
April 18215 an exhibition of his works was held that
autumn.

Crome rarely signed or dated his paintings. Few are
documented and few identifiable from the titles given in
exhibition catalogues, so that the evolution of his style is
difficult to chart. Apart from a few pictures based on his
experience of Wales and the Lake District, and the major
compositions resulting from his French trip—the Bou-
levard des Italiens and the Fishmarket at Boulogne (both
R. Q. Gurney, Bawdeswell Hall, Norfolk)—his subject
matter was local in inspiration, with numerous varia-
tions on the same theme: views in and around Norwich,
of Mousehold Heath, and of Yarmouth Harbour and jetty;
beach, river, and woodland scenes; and pictures in which

magnificent oak trees, picturesque cottages, windmills,
or watermills are prominent motifs.

Crome’s early style is hardly known, but around the
age of thirty he was still painting in the bold manner of a
sign painter and was influenced by the generalized back-
grounds in the portraits of Beechey and Opie, with mas-
sive forms, somber color, and unnaturalistic lighting.
Gradually, under the influence of Dutch painting, notably
of Jan van Goyen and Hobbema, his style became sub-
tler, with greater naturalism in his treatment of build-
ings, trees, and skies, a greater feeling for light and
atmosphere, and a greater fluidity and thinness of han-
dling combined with rich impasto in the lighter pas-
sages. Crome’s later style is characterized by an increas-
ingly sophisticated feeling for light, air, shimmer, and
movement. Always, however, he retained his feeling for
breadth and his ability to concentrate attention on a pic-
torial motif. As he wrote to James Stark, “Breath [sic]
must be attended to, if you paint but a muscle give it
breath [sic]. ... Trifles in nature must be over-
looked . . . your composition forming one grand plan
of light and shade.”! His freedom of handling and lack
of finish were the subject of contemporary criticism.
Crome never attained the facility of John Sell Cotman or
of John Thirtle in his watercolors, but, though lacking
in technical skill, he achieved a remarkable luminosity
in his etchings, which were chiefly of trees with an elab-
orate tracery of branches and foliage.

Crome’s naturalism and rural subject matter were taken
up not only by his pupils, John Berney Crome, Stark,
and George Vincent, but by most of the second and third
generation of Norwich School artists, who looked to him
as the founder of the school. His work continued to be
much imitated and was sometimes forged. In the late
nineteenth century and until the 1920s he was regarded
as the equal of Constable and Turner. Although his rep-
utation has since declined, his work has never lost its
appeal.

Notes
1. Crome to James Stark, January 1816 (Goldberg 1978,
1:17).
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1983.1.39(2914)
Moonlight on the Yare

c.1816/1817
Oilon canvas, 98.4 X 125.7(38% X 49Y2)
Paul Mellon Collection

Technical Notes: The coarse canvas is plain woven; it has
been lined. The absence of cusping except along the right edge
suggests that the dimensions may be slightly altered; although
the work is only a little smaller than a standard canvas size, 40
X 501n., the original painting might have extended an inch or
so farther at the top, where the tips of the branches are trun-
cated. The ground is light beige. The painting is executed in
rich, fluid, translucent scumbles with thicker wet into wet
blending in the sky and whites, and some palette-knifelike pas-
sages in the tree trunk and interstices of the foliage on the left;
theground is used asa middle tone. The paintsurfaceisslightly
solvent abraded and has been very slightly flattened during
lining; paint losses are minimal. The older natural resin var-
nish has been partially removed from the trees and foliage and
completely removed in the sky. The moderately thick top layer
of synthetic varnish has not discolored.

Fig. 1. Rembrandtvan Rijn, The Mill, c. 1650, oil on canvas,
Washington, D.C., National Gallery of Art

Provenance: Kirkman Daniel Hodgson [1814-1879], Ash-
grove, Sevenoaks, Kent; by descent to his son, Robert Kirkman
Hodgson [1850-1924], Gavelacre, Hampshire. H. Darell
Brown, London, by 1908 (sale, Christie, Manson & Woods,
London, 23 May 1924, no. 17), bought by (Thos. Agnew &
Sons), London, by whom it was probably sold to the Hon.
(later Sir) Arthur Howard [1896-1971] in the 1920s.! (Thos.
Agnew & Sons), London, by 1973,2 from whom it was pur-
chased July 1974 by Paul Mellon, Upperville, Virginia.

Exhibitions: Probably Norwich Society, 1817, no. 14, as Moon
Rising. Franco-British Exhibition, Fine Art Palace, White City,
London, 1908, no. 73. International Fine Art Exhibition, British
Fine Art Palace, Rome, 1911, no. 19. English Eighteenth Cen-
tury Pictures, Thos. Agnew & Sons, London, 1919, no. 19.
Crome Centenary Exhibition, Castle Museum, Norwich, 1921,
no. 29. British Art, Royal Academy of Arts, London 1934, no.
447 (Commemorative Catalogue, no. 332, repro. pl. xcviiib).
Treasures from Sussex Houses, Art Gallery, Worthing, 1951, no.
167. Crome and Cotman, Thos. Agnew & Sons, London, 1958,
no. 52, repro. John Crome, Arts Council of Great Britain; Castle
Museum, Norwich; Tate Gallery, London, 1968, no. 12. Wil-
liam Wordsworth and the Age of English Romanticism, New York
Public Library; Indiana University Art Museum, Bloom-
ington; Chicago Historical Society, 1987-1988, no. 280, 187
color repro., fig. 173.

THE R1VER YARE rises near East Dereham, Norfolk,
runs south of Norwich and flows into the sea at Yar-
mouth. The exact location depicted is not identifiable.

The picture, which is one of Crome’s masterpieces,
was evidently intended as a nineteenth-century equiva-
lent of the moonlight scenes of Aert van der Neer, but
there seems little doubt that it was also inspired by the
motif and massive chiaroscuro of Rembrandt’s The Mull
(fig. 1), which Crome could have seen in London either
when it was exhibited for six months between 1798 and
1799 or in 1815,3 and which it would appear he greatly
admired. The tree trunks and branches, painted with
Crome’s characteristic freedom of handling, are roughly
conceived, according to the principles of the pictur-
esque, but the moonlight effect, which permeates the
whole canvas, is redolent of the romantic movement. The
painting has been left largely in an unfinished state, only
the central area being carried to a higher finish, but the
imageis fully realized and passages such as the thick gray
smears accomplishing the effect of light breaking through
the trees on the left suggest that Crome had completed
the picture to his own satisfaction.

The picture has been variously dated c. 1808-1815
(with a preference for the earlier years), 1814, c. 1816
(on the assumption that it is the work exhibited in 1817),
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and 1817.4 The shimmering effect of the light supports a
later rather than an earlier dating.

Notes

1. Sir Geoffrey Agnew to Paul Mellon, 9 April 1974, in
NGA curatorial files.

2. Sir Geoffrey Agnew to J. Carter Brown, 8 August 1973,
in NGA curatorial files.

3. Goldberg 1978 (see biography), 1,41, n. 18. The owner,
William Smith, was M.P. for Norwich between 1802 and 1826,
so that Crome may well have had private access to the picture.
Farington mentions the painting as being among those on the
wallsin the course of recording in his diary a dinner party given

George Cuitt the Younger
1779 — 1854

CuITT was the only child of George Cuitt, a landscape
and topographical painter, and his wife Jane; he was
baptized in Richmond, Yorkshire, on 13 October 1779.
Nothing is known of his education or training, but he
assisted in his father’s work and turned to etching as a
result of his enthusiasm for Piranesi. In about 1804 he
went to Chester as a drawing master, and from 1810
onward he published several series of etchings of ancient
castles and abbeys, town houses, and picturesque cot-
tages. A sketchbook dated 1821 documents travels in
North Wales, Warwickshire, Derbyshire, Durham, and
Yorkshire. Cuitt returned to Richmond perhapsin 1821
and built himself a house in Masham. He resumed view
painting and published several more sets of etchings,
including one of Yorkshire abbeys. His etchings were
collected into one volume by Nattali, to whom he had
sold the copyright, and published in 1855. Cuitt died in
Mashamon 15 July 1854.

Cuitt painted in a neat style close to that of his father
(the work of the two is difficult to disentangle), a style
which was evidently influenced by William Marlow, a
late eighteenth-century topographical painter who also
worked in Yorkshire, though intermittently. Cuitt’s
panoramic views are minutely detailed. Some of his
paintings of picturesque scenery are more romanticized,
following the taste for the sublime, and his etchings reflect
the dramatic chiaroscuro of Piranesi.
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by Smith in London, 19 June 1801 (Farington Diary, 4:1563).

4. By, respectively, Clifford 1968 (see biography), 201;
Dickes 1905 (see biography), 98; Baker 1921, 149; Goldberg
1978 (see biography), 1:218.

References

1905 Dickes 1905 (see biography): 98, repro.

1921 Baker, C. H. Collins. Crome. London, 1921:149,
pl. xxxv.

1968 Clifford 1968 (see biography): 200-201,no. P43, pl.
38.

1978 Goldberg 1978 (see biography): 1:186, 218, no. 99;
2:pl.99.
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1959.1.1(1526)
Easby Abbey, near Richmond

c.1821/1854
Oilon canvas, 65.9 X 91.6(26 X 36)
Gift of Miss Harriet Winslow

Technical Notes: The medium-fine canvas is plain woven; it
has been lined. The ground is white, fairly thinly applied. An
extensive preparatory sketch of the composition has been drawn
in with a red pencil or crayon and reinforced with liquid black
paint applied with a brush; unlike the underdrawing of the
trees, the underdrawing of the architecture isincorporated into
the surface design and is clearly visible. The painting is exe-
cuted in thin, opaque layersin the landscape, architecture, and
sky; some of the foliage and areas of the foreground are applied
in translucent glazes; the highlights are slightly textured. There
is a pentimento in the tree on the right, which originally had a
broader trunk. The paint surface is very slightly abraded
throughout; apart from a damaged area of sky just beneath the
lowest branches of the tree on the right, which has been
retouched, the paint losses are minimal. The thin natural resin
varnish has not discolored.

Provenance: Harriet Patterson Winslow, Washington, as
Fountains Abbey by George Smith of Chichester.



George Cuitt the Younger, Easby Abbey, near Richmond, 1959.1.1

THE viEW is of Easby Abbey, Yorkshire, looking west-
ward with a panorama of Richmond in the distance. Easby
is one of the most picturesque monastic ruins in York-
shire.

Traditionally attributed to George Smith of Chich-
ester, the picture was rightly attributed to George Cuitt
the Younger—who perhaps in 1821 resettled in Rich-
mond—>by Sir Ellis Waterhouse.! He compared it with
a view of the same scene apparently signed and dated
1829 by Cuitt.2 Another view, larger in size, with a sim-
ilar framing tree and even more closely related in tech-
nique, was with Spink & Son in 1977 (fig. 1). A third,
but with a different foreground, passed through the sale-
roomin 1983.3

The Washington painting is very carefully con-
structed in overlapping planes, and is executed for the
most part in an exceptionally tight technique; the fore-
ground is more painterly in handling, and the atmos-
pheric shadowed areas relieve the precision. The exact
rendering of the topographical distance is characteristic
of an architectural engraver; the underdrawing revealed
by infrared reflectography (fig. 2) is close in character to
the draftsmanship of a long line of topographical artists
from the early seventeenth century onward. The dark
foreground with framing trees was a convention in British
landscape art of the eighteenth century and, taken with
the glowing light at the horizon, provides an echo of
Claude.

CUITTTHE YOUNGER
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Fig. 1. George Cuitt the Younger, Easby Abbey, Yorkshire, oil on canvas,

private collection [photo: courtesy Spink & Son]

Not enough is known about the topographical fea-
tures, or of any development in Cuitt’s landscape style,
to enable the picture to be dated to a particular period of
his residence in Yorkshire.*

Notes

1. Letter, 17 March 1959, in NGA curatorial files.

2. M. H. Grant, The Old English Landscape Painters, 3
vols. (1and 2: London, n.d. [1926]; 3: Leigh-on-Sea, 1947), 2:
pl. 148a.

3. Sale, Christie, Manson & Woods, London, 18
November 1983, no. 64, color repro.

4. Twosmall, neat drawings of Easby Abbey were included
in a sketchbook dated 1821 (Abbott and Holder, London, list
no. 214, June 1983: nos. 99-118). Peter Boughton, keeper of
art, Grosvenor Museum, Chester, kindly drew my attention to
this reference.
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Fig. 2. Infrared reflectogram of a detail of 1959.1.1



Jeremiah Davison
€. 1695 — 1745

JEREMIAH DAVISON was born in England inabout 1695,
of Scottish parentage. Nothing is known of his education
or artistic training, but he is known to have copied works
by Van Dyck and Lely in the Royal Collection; Vertue
records that he copied many of Lely’s pictures “with great
attention & by such means formed from thence and nature
a pleasant easy stile of Colouring.”! Davison became
acquainted at meetings of a masonic lodge with James,
2nd Duke of Atholl, whose portrait he painted and who
took him to Scotland, recommending him widely. Dav-
ison worked in Edinburgh from about 1737 to 1740,
painting the Scottish aristocracy, and maintained an
equally prosperous practice after his return to London.
He shared with Hudson, Ramsay, and Vanderbank the
services of the drapery painter, Joseph Van Aken. His
prices were moderate; he is recorded as charging thirty-
two guineas for a full length in 1737. Davison died at his
house in Leicester Fields, London, in December 1745.

In his earlier work Davison was slightly rhetorical in
the Kneller tradition; his later three-quarter lengths were
modeled on Hudson and were accomplished and often
painterly. In his mature smaller portraits he achieved a
robust directness, freshness, and feeling for texture
characteristic of the age of Hogarth, though his mod-
eling remained hard; in his large-scale work he was
naturalistic in detail but derivative, stiff, and contrived
in composition.

Never an original talent, Davison was superseded in
the mid-1740s by Allan Ramsay. No pupils are recorded.

Notes
1. Vertue Note Books, 3:129.
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1947.17.29 (937)
James, Sth Duke of Hamilton

1737/1740
Oilon canvas, 75.9 X 63.5(29% X 25)
Andrew W. Mellon Collection

Inscriptions:
Inscribed on reverse of canvas in ink, in a later hand: Dundas
and: Mat Brown.

Technical Notes: The canvas is plain woven. It is unlined,
and probably still attached to its original stretcher; the original
tacking margins survive intact. The canvas was primed before
being attached to the stretcher. The weft at the bottom is dis-
torted upward, suggesting that a significant piece of canvas has
been cut from the lower edge; since the tacking margin on the
lower edge is unpainted (confirming that the painting has not
been reduced in size), the probable explanation is that the canvas
used for the picture was cut from a much larger pre-primed
length. The ground is gray-green. The painting is executed
fairly thickly, blended wet into wet, with considerable reworking
of the costume. X-radiographs show that the painting was orig-
inally planned as an oval, and that the arm had been positioned
twice before the present attitude was reached (see below). There
is extensive retouching across the shoulder and in the fore-
ground, and possibly elsewhere. The thick varnish has discol-
ored to a significant degree.

Provenance: Painted for James, 5th Duke of Hamilton [1702/
3-1742/3]; by descent to Alfred, 13th Duke of Hamilton (sale,
Christie, Manson & Woods, 67 November 1919, 1st day, no.
7, as by Mather Brown), bought by (Tooth Brothers.), London,
from whom it was purchased 4 February 1920 by (G. S. Sedg-
wick) for Thomas B. Clarke [d. 1931], New York. Sold by
Clarke’s executorsin 1935 to(M. Knoedler & Co.), New York,
from whom it was purchased January 1936, as part of the Clarke
collection, by The A. W. Mellon Educational and Charitable
Trust, Pittsburgh.

Exhibitions: Portraits Paintedin Europe by Early American Art-
ists, Union League Club, New York, 1922, no. 11. Portraits by
Early American Artists of the Seventeenth, Eighteenth and Nine-
teenth Centuries Collected by Thomas B. Clarke, Philadelphia
Museum of Art, 1928, unpaginated and unnumbered.

JAMES, sth Duke of Hamilton, a Tory who intrigued
with the exiled Stuart dynasty, was created a knight of
the Order of the Thistle in 1723 by the titular James III.

DAVISON
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Fig. 1. Jeremiah Davison, fames, Sth Duke of Hamilton,
1737/1740, oil on canvas, Lennoxlove, Duke of Hamilton
[photo: Scottish National Portrait Gallery]

Invested with the Order of the Thistle in 1726 by
George I, he was a lord of the bedchamber from 1727 to
1733, when he resigned on account of his opposition to
Sir Robert Walpole. He was married three times, the
third time in 1737 to Anne, daughter and wealthy co-
heiress of Edward Spencer, of Rendlesham, Suffolk.
Hamilton, said to have been “‘one of the handsomest and
most graceful men of his time,”! was much portrayed:
by Mignard as a young man, Rosalba, William Aikman
(atleast three times), Vanderbank, John Alexander, and
William Hoare. He died in Bath, of jaundice and palsy,
at the early age of forty.

This portrait was for long attributed to Mather Brown
on the evidence of the old inscription on the back of the
canvas, an inscription not of great antiquity but evi-
dently placed there when the picture was still in the
Hamilton collection. Sawitsky, for example, felt no reason
to doubt that the work was an early Mather Brown.? In
order to fit this attribution Sedgwick asserted at the time
of the picture’s purchase that the sitter was actually Alex-
ander, 10th Duke of Hamilton (1767-1852),3 a better
known personality than the sth Duke. Thiserror wasnot

BRITISH PAINTINGS

corrected until 1952, when a photograph of the version
of the portrait of the sth Duke at Lennoxlove, Had-
dington, East Lothian (fig. 1), at that time attributed to
William Aikman, was made available to the National
Gallery by its owner, the then Duke of Hamilton. Lane
and Rutledge at this point suggested that the Wash-
ington portrait was a copy of the Aikman by Mather
Brown;* their view was supported by Clare and Dav-
idson.> Campbell catalogued the work in 1970 (as did
Wilmerding in 1980) as attributed to Mather Brown.®

The Hamilton inventory of 1759, however, which lists
either the Gallery’s or the Lennoxlove version of the por-
trait, documents the painter as being Jeremiah Dav-
ison.” The sitter wrote to James, <ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>