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Winter Issue
CONTENTS
EDITORIAL
SOME IMAGINATIVE

WATERCOLOUR

PAINTERS

THE CALENDAR
GRAHAM

SUTHERLAND

THE CHELSEA CHINA FACTORY

19

..

JOAN GREAVES

22

ART GALLERY ALTERATIONS
Since the reopening of the Art Gallery in 1946 the Central Court has
remained as a somewhat dilapidated relic of the war years when the building
served a valuable but irrelevent purpose to that for which it was originally
built in 1888. The grandiosity of this now outmoded architectural feature of
the original gallery first changed its character in 1949 when the arcading on
the north and east sides was filled in to create a new watercolour gallery. The
fifty-feet high central portion of this room has remained undecorated and
wholly unsuited to any purpose, though it has been used for certain exhibitions
organized by outside bodies. Now this part is to be reconstructed to provide a
ground floor lecture theatre and a new gallery above. The additional exhibition
space will be a most valuable asset to the art gallery and will most likely be
made to accommodate the collection of 18th century costumes which has
been in store since before the war.
Of even greater importance will be the lecture theatre, which is expected to
accommodate about three hundred and fifty people. Its value to the art gallery
for lectures, recitals, film shows and opening ceremonies is immediately obvious,
but in addition it will be made available for lettings to outside organizations
and in this way can become a valuable amenity to the city.

SPRING CALENDAR
The next issue of the Calendar, to be published on April 1st, will be devoted
exclusively to acquisitions made during the year ended March 31st, 1955. It
will also constitute the catalogue of the exhibition of acquisitions to be opened
at Temple Newsam on the 2nd April.
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t$
LANDSCAPE No. 2
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Wash: 9g" X 12s"

PRESENTED BY SIR MICHAEL SADLER

ALEXANDER COZENS

Some Imaginati ve Watercolour Painters
Alexander

Cozens was born in Russia, according to the family tradition in

1717, the son of the shipbuilder to Peter the Great. His earliest training in the
art of watercolour probably consisted in the copying of engravings, of which
the Dutch carried on a profitable export trade, but the influence of Oriental
art may have inspired his love of the expressive and elegant brush stroke. In
a rhapsodical accent of Cozens earlier life written by his later pupil and patron
William Beckford when still a boy, the gift to him of drawings by a Persian is
recounted. In 1742 he signed a view of Eton engraved by Pine. In 1746 he was

in Rome and while travelling through Germany to England lost a collection
of drawings some of which were found by his son John Robert in Florence
30 years later and are now in the British Museum. In Rome he went daily to
the studio of Joseph Vernet, a painter of'igures in landscape and seascape
and practised etching. He concentrated entirely on landscape, inventing and
jotting down in notebooks numerous systems for his day's routine, the method
to be used in watercolours, his ambitions and so on.
Back in England he taught drawing at Christ's hospital from 1749 to 1754,
at Eton perhaps from 1763, certainly from 1766 and to the young princes from
1778 to 1782 or 84.
He exhibited at the Society of Arts from 1760—2 sending oil paintings and
drawings and in 1763 and 1765—71 with the Society of Artists mainly drawings
and from 1772—81 with the Royal Academy. In 1771 he published The Shape,
Skeleton and Foliage of Thirty-two Species of Trees for the Use of Painting and Drawing,
in 1772 he issued a prospectus for morality illustrated by representations of
human nature in poetry and painting which did not appear. In 1778 his
Principles of Beauty relative to the Human Head with plates engraved by Bartolozzi

appeared.
About this time he must have met Beckford, having been engaged, probably
as his drawing master. Cozens must have encouraged Beckford's life of fantasy
and was for some years his confidant. His A Pew Method for Assisting the
Invention in Drawing Original Compositions in Landscape was published at about
the time of his death, which occurred on April 23rd, 1786.
In the British Museum are two sheets, etched in outline of landscapes
derived from the blots of the "New Method". They are headed "Various
species of Composition of Landscape in Nature" and are the remains of
another of Cozens'ystems.
Alexander Cozens, like the other artists in this group, did not live directly
upon the sale of his drawings and was therefore able to devote his art to
to what was
imaginative landscape. But as a teacher, Cozens'llegiance
esteemed the highest form of landscape painting, the imaginative and the
page 5
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ALEXANDER COZENS

Italianate, fitted him to cultivate the highest taste in his pupils, among them
some of the most discerning patrons of their age. In any case, whatever the
reason, Cozens was enabled to concentrate his amazing imaginative power
and skill and the processes and principles of picture making while having in
his mind as a source for his imagination a strong idea of what a noble landscape
should look like this was derived from his experience of the surroundings of
Rome and the drawings and paintings of especially Claude but also Rosa,
Gaspard, Poussin, and perhaps Rembrandt, Seghers, Koninck and others.
Although almost all of Cozens'rawings are signed, few are dated and it is
not practicable to arrange them in a chronological order here. The general
trend in Cozens'ork is the natural one towards greater skill and elegance in
execution and towards greater freedom in composition, but, since at all times
Cozens made drawings of very different degrees of freedom and finish, they
cannot be dated at all accurately in this way.
It is clear from notes in his sketchbooks of all periods as from the character
given him by Beckford, "as full of systems as the universe," that Cozens was
obsessed with order, method and classification. He even went to the length of
applying these apparently academic ideals to the problem of retaining in a
finished picture the vitality of a sketch. The book which embodies this system
is the JVew Method and the technique he proposed was that of making "blots,"
of the nature of which caused him to fall into derision
the misinterpretation
after his death. Their intention was that random brush strokes and the effects
of painting on creased paper should supply the place of deliberate detail and
so ensure that the idea of the general character of a landscape did not evaporate
from the artist's mind while he slowly and carefully realized the minutiae.
This blot would then be traced, details would be drawn from nature, a suitable
sky would be added and so on. The fundamental premise being Cozens'pinion
that once the general character of the landscape had been determined by the
blot the detail could be worked out as painstakingly as the artist wished
without endangering the work. The fact that the accidents of the blot might
suggest detail in the same way as Leonardo's weathered stones, was not the
important part of the theory.
The idea of the general character of landscape is part of the common theory
of art of the period of the rise of academies. It was believed that an art which
merely imitated was inferior to one which dealt in generalities as expounded
The theory had to be extended, for
for example in Reynolds'iscourses.
variety's sake, to cover different kinds of beauty like those of the sexes, the
ages, the boxer and the runner of the classical concept of personal beauty. It
must be imputed to a desire to clothe his art in the dignity of a theory like that
of figure painting that Cozens expressed himself in this way. A human
body is a finite object but a landscape may be any shape and has no boundaries and is therefore almost impossible to classify. In practice, therefore,
Cozens'general characters" are somewhat pictorial: "A narrow flat almost

—
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ROMAN RUINS, A FANTASY

"
Body colours: 104" x 14$
BEQUEATHED BY AGNES AND NORMAN LUPTON

JOHN SKELTON

parallel and next to the eye bounded by a narrow range of groups of objects"
and sometimes objective: "A waterfall," but always ad hoc.
Of the Cozens drawings in this collection only one is dated, that of 1766
(No. 1). It is highly finished and illustrates well the fault that Cozens was so
determined to avoid. Nos. 2, 3 and 4 seem to be later. Outline has disappeared
and the brush strokes are freer and more rhythmic. Regarded as a finished
drawing 7he Chestnut Tree is remarkable in that the subject is just a tree seen
from a little distance. Neutral as a subject and without the apparatus of
contemporary landscape composition it cannot have looked like a "picture"
in its own day.
The Lonely Tozoer (No. 6) illustrated on the cover of the Calendar, is a fine
example of the type that Cozens called spirited sketches in which his brush
work approaches most closely the energy and elegance of the Orient. It seems
very probable that Cozens'dea of the "blot" grew out of the ever increasing
freedom of these sketches notwithstanding
his story of accidental stains.
The final group contains some of his freest sketches, approaching quite
closely to blots, and some of the tracings and detailed drawings made for or
from them. Nos. 13 and 14 are such a pair and the drawing from the Cooper
collection also exhibited is a rough mirror version of No. 14 with the buildings
replaced by natural features.
William Taverner (1703—72) was a lawyer and son of a lawyer. As an
amateur he was flattered with a very adulatory obituary in the Gentleman's
Magazine and then disappeared to fame until the present century. His drawings,
often in body colour, show the influence of Gaspard Poussin and also of the
Dutch tradition. The one in this collection, if it is by him, is untypical and may
be perhaps regarded as an architectural record rather than as a picture.
Of John Skelton almost nothing is known. He died in Rome in 1758 or 1759
probably quite young. His dated drawings run from 1754 to 1758. He worked
often in body colour in much the same tradition as Taverner but with more
skill. Of the two drawings in this collection the more interesting is that which
combines in a purely fanciful way the Tomb of Cestius and the Temples of
Peace and Concord: a grand tour souvenir almost in much the same spirit as
the modern postcard which combines views of the Arc de Triomphe, Eiffel
Tower etc.
The Rev. William Gilpin (1724—1804) was ordained in 1746, was master of a
school at Cheam from 1747 to 1777 which he ran on advanced and humanitarian lines, and rector of Boldre in Hampshire from that year until his death.
Although little younger than Cozens he belongs to a very different generation.
An amateur painter, his books, to which his drawings supply the best illustration, were very influential in the rise of the cult of the "picturesque." His
drawings contain ruins or cottages, small but rough hills, varied lighting and
all the other ingredients specified in his writings. He often chose a very rough
paper so that even his materials could be as picturesque as possible. Although
P~V 9

Gilpin made frequent sketching tours he was very free with the motifs in his
views and much of his work is almost purely imaginative. Gilpin, it is clear,
learned much from A. Cozens and seems to have tried his hand at "blots."
He regarded the flourish of the brush stroke as picturesque in itself. Indeed,
the direct influence of Cozens is more often to be found in amateurs and
than in professional watertheoreticians like Gilpin and Payne-Knight
colourists, and this is due, I think, primarily to the ideal quality of his work
rather than to the fact that he was a teacher of amateurs.
R. Cozens" by A. P. Oppe is the comFor Alexander Cozens "A. and
prehensive work, published in 1952 by A. and C. Black and referred to in the
catalogue as Oppe. The catalogue of the Exhibition of the Artist's work of 1946
at Sheflield and the Tate Gallery, also by Oppe, has some additional information.
All authorities repeat the same facts about Taverner and Skelton. Iolo
Williams'Early English Watercolours," published by The Connoisseur, 1952,
is perhaps the best summary of the period.
Gilpin is his own best expositor in his printed works. Christopher Hussey in
"The Picturesque" gives the best modern account of the taste to which he
contributed.

J.
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ALEXANDER COZENS (1700—1786)
LANDscAPE, three persons in a boat on an irregular stretch of water, another on
1
the shore and a "castle" on a hill above.
Brown wash on brown paper; 132 x 18$ in.

2

3

Inscr.: in ink on the water bottom right, Alex. Cozens 1766 and on the mount
below the left corner of the drawing Alexr: Cozens; on the back of the mount in
pencil 119 and 18098, on the mount under the drawing, C.
496/23.
Prov.: Sir Michael Sadler who presented it to Leeds, 1923.
LANDscAPE, two hills and cultivated fields.
Grey wash on yellow paper, 9s- x 12s in.
Inscr.: on mount below left corner of drawing Alexr. Cozens; in pencil on top
right of drawing 35; on back of the mount, 88.
497A/23.
Prov.: Sir Michael Sadler who presented it to Leeds, 1923.
Composition related to that etched as No. 9 of "Various Species".
CHEsTNUT TREE, growing from behind a boulder.
Brown wash on brown paper, 12 x 9-„t in.

13.78/53.
Prov.: Heywood Johnstone; A.
bequeathed it to Leeds. 1953.
Bibl.: Oppe, p. 97.

J. Finberg;
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Agnes and Norman

Lupton who

4

LANDscAPE a hollow in flat ground with hills beyond.
Brown and grey wash on yellow paper; 9s x 12 in.
Inscr.: in ink on mount below left corner of drawing Alexr. Cozens. Collector'
mark JDF stamped blind.

8.4/31.
Prov.: John Deff'ett Francis; Sir Michael Sadler who presented it to Leeds, 1931.
Bibl.: Oppe, p. 93n.
Versions: Sir Kenneth Clark; Mallord Turner.
A blot of this composition was aquatinted for the "New Method".
5 LANDscApE, a small lake in a hollow.
Black and grey wash with black lead in the sky, on yellow paper; 6ss
Inscr.: in ink on mount below left corner of drawing, Alexr. Cozens.

x

7$ in.

8.5/31.

Prov.: Sir Michael Sadler who presented it to Leeds, 1931.
A composition of which several related examples exist, e.g. at the British Museum
and at the Victoria and Albert.

6

LQNELY TowER, on a mound with uneven country about.
Black and brown wash on yellow paper; 5> x 7$ in.

Inscr.: on

mount below left corner of drawing, Alexr. Cozens.; top left of drawing

a stroke in pencil perhaps the number l.
497/23.
Prov.: Sir Michael Sadler who presented it to Leeds, 1923.

LANDscApE, with hills and trees.
Black lead with brown and black wash; 6-ss
Inscr.: in pencil on top left of drawing 4.

x

8 in.

13.76/53.

Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
A RIvER BED with cliffs and mountains beyond.
Black and brown wash on reddish-brown paper; 18s x 25~s in.
Inscr.: in ink on the mount below the left corner of the drawing, Alexr. Cozens,
and on the drawing top right B1 on the back of the mount 63.

13.80/53.

Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
A GULF, with a small town, harbour and shipping.
Dark brown wash on reddish-brown paper, damaged at the edges and on a
new mount; 18 X 24~~ in.
13.79/53.
Prov.: Douglas Thompson; Agnes and Norman Lupton who bequeathed it to
Leeds, 1953.
Closely related to No. 3 in "Various Species" and to p. 17 in the British Museum
Sketch Book.

10

of rocky hills.
Pen or fine brush and black ink with grey wash on Chinese paper; 84 x 12< in.
Inscr.: in ink below 1. corner of drawing, Alexr. Cozens; in pencil on drawing
near top left, 2; in ink on the back of the mount, F0.14 and 972 and in pencil 27;
in pencil on the mount under the drawing, 14.
13.74/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
Etched in reverse as No. 2 of "Various Species" and similar to the Blot No. 2
LANDscAPE, a prospect

in "New Method".

with hills in the distance, a river or lake on the far bank of which
stands a cottage, a steep cliff'ises to the left.
Pen and brown ink on sepia wash; 6s- x 8 in.
Inscr.: in ink on mount below left corner of drawing, Alexr. Cozens; in pencil in
the middle of the drawing at the top 22 and in ink on the back of the mount
Fo 14 and 987 with a cypher.
LANDscAPE

13.72/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
The cypher which appears on this and other drawings is a small circle with a
dot in it, four arms of a cross projecting from it and a fifth pointing to the top
left with a vertical stroke to the left.
12 LANDscAPE, a lake with a high cliff to the left and buildings in the distance on
the far shore.
Grey wash on yellow PaPer; 5ss X 8+ in.
Inscr.: in ink on mount below lower left corner of the drawing, Alexr. Cozens; in
ink on the back of the mount FO.14, cypher, and 984 and in pencil 72.
13.77/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
13 ITALIAN LANDscAPE a domed building and a castle in hilly country on the shore
of a lake.
Pen or fine brush and black ink on yellow paper; 4 x 6g in.
page

I3

ARTS CA
LEEDS CITY ART GALLERY
OPEN DAILY 10-30 to 6-30; SUNDAYS 2-30 to 5-0

JANUARY 29 to
MARCH 13

YORKSHIRE ARTISTS

The Biennial exhibition of works of art by artists born or resident
in the county or associated with Yorkshire art schools. Last date
for receiving works of art, 15th January.

MARCH 26 to
APRIL 20

MARCH 14

LEEDS COLLEGE OF ART

Exhibition of the work of masters and students.

POETRY READING by Jill Balcon and C. Day Lewis

CENTRAL COURT
JANUARY 15 to
JANUARY 23

LEEDS CAMERA CLUB

FEBRUARY 5 to
FEBRUARY 12

LEEDS PHOTOGRAPHIC

SOCIETY

TEMPLE NEWSAM HOUSE
OPEN DAILY, INCLUDING

APRIL 2 to
MAY 7
An annual exhibition
during the year.
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SUNDAYS, 11-30 to dusk

ACQUISITIONS OF THE YEAR
of works of art acquired by gift or purchase

LENDAR
SOME NOTABLE EVENTS IN YORKSHIRE GALLERIES
Arts Council Exhibitions

JANUARY, FEBRUARY and MARCH

Paintings and Drawings by Harold Gilman
Rembrandt Etchings

York

Sheffield
Hull
Wakefield
Wakefield

Book Illustration in England from 1949 to 1954
New Arts Council Collection

Brigh ouse
Sheflield
Harrogate

G. F. Watts

Street Literature

Jan. 1 to Jan. 22
Jan. 1 to Jan. 23
Feb 26 to Mar 19
Mar. 26 to April 16
Feb. 12 to Mar. 5
Feb. 19 to Mar. 12
Feb. 12 to Mar. 13
Feb. 26 to Mar. 20

Other Exhibitions
20th century Sculpture
Royal Tour Photographs

Batley
Doncaster

(Times Exhibition)

February 14
March 14

York
York

February 4 and 5
March 8 and 9
February 10
February 24
March 10
March 22

Scarborough
Halifax
Brighouse
Wakefield

West Riding Artists'xhibition
Huddersfield Art Society Annual Exhibition
Nostell Priory Pictures, Furniture and other objets d'rt
Pictures from Chatsworth
Paintings by Albert Reuss
Society of Mural Painters
Doncaster Art Club Annual Exhibition
Watercolours of the English School
European Glass (V. & A.)
East Riding Artists
The Lycett Green Collection
Society of Mural Painters
Small Sculpture
British Miniatures (V. & A.)
Victorian Narrative Pictures (A.E.B.)
Rivers and Inland Waterways
62nd Annual Spring Exhibition of Modern British Art

Art Films circulated by the Arts Council

January 29th

Sheffield

Batley
Huddersfield
Doncaster
Scar borough
Halifax
Hull

York

Wakefield
Huddersfield
Sheffield
Hull

..

York

by Philip James
"Industrial Design" by Misha Black
"The Foundation of the Baroque Style in Europe" two lectures by
Michael Jaffe
"Mannerism"
two lectures by Professor Pevsner
"The Design in Public Transport" by Harold F. Hutchinson
"Industrial Design" by John Barnes
"Design in the Street" by A. G. Sheppard Fidler
"A Review of Present Day Design" by Sir Gerald Barry

—

Wakefield
Wakefield

Huddersfield
Hull

New English Art Club (A.E.B.)
Commonwealth as seen by the Artist

Lectures
"Book Illustration"

Scarborough
Bradford

to Jan. 15
to Jan. 30
Jan. 8 to Jan. 22
Jan. 8 to Feb. 5
Jan 8 to Feb. 5
Jan 8 to Feb. 12
Jan. 15 to Feb. 12
Jan. 22 to Feb. 29
Jan. 27 to Mar. 27
Feb. 5 to Feb. 26
Feb. 5 to Mar. 5
Feb. 5 to Mar. 6
Feb. 12 to Mar. 12
Feb. 15 to April 3
Feb. 19 to April 3
March
Mar. 12 to April 2
Mar. 12 to April 9
Mar. 14 to April 11(?)
Mar. 19 to April 16
Mar. 19 to April 23
Mar. 25 to June 5

—
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Sheffield
Sheffield
Sheffield
Sheffield

Inscr.: in pen on the mount below left corner of drawing: Alexr. Cozens; in ink
on back of the mount Fo.I4, cypher and 980, and in pencil II.
13.75/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
14 ITALIAN LANDSCAPE, as above No. 13.
Black and grey wash on yellow paper; 3s x 64 in.
Inscr.: in ink on the mount below left corner of the drawing, Alexr. Cozens, and
on the back in pencil 55.
603/24.
Prov.: Sir Michael Sadler who presented it to Leeds, 1924.

ITALIAN LANDscAPE, a lane winding through trees with a high wall to right and
a small church in distance.
Pencil, pen or fine brush and black ink on yellow paper; 4„x 7~ in.
Inscr.: in ink on old mount below left corner of the drawing: Alexr. Cozens; in
ink on the back of the mount Fo.I4 and 904 and in pencil I3 and 2.
13.71/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
16 LANDscAPE, a prospect of distant hills seen through trees.
Brown wash on yellow paper; the old mount has been severely trimmed;
4-,'
7 in.
Inscr.: in ink on the mount below left corner of the drawing: Alexr. Cozens; in
pencil on the back of the mount 53.
13.73/53.
Prov.: Sir Michael Sadler; Agnes and Norman Lupton who bequeathed it to
Leeds, 1953.

15
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17

PLANTS, on the edge of a hill.
Pen and brown ink on yellow paper; 6< x 7s in.
Inscr.: in ink on the mount beneath lower left corner of drawing: Alexr. Corensl
in ink on the back of the mount Fo.14, cypher and in pencil 21 and 37.

STUD% OF MOORLAND

13.70/53.

Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
Quite closely related to No. 1 in "Various Species" and, more distantly to
No. 1 in "New Method".
WILLIAM TAVERNER (1703—1772)
18 THE TEMPLE oF CQNGQRD, RDME Ionic columns supporting the frieze of the
ruined temple.
Watercolour; 16< x 104 in.
13.195/53.
Prov.: Henry Wagner; L. G. Duke; Agnes and Norman Lupton who bequeathed
it to Leeds, 1953.

JOHN SKELTON (died 1758 or 1759)
19 ITALIAN LANDscAPE, a river and small town seen through trees; a hill to the left.
Watercolour; 5s x 8s in.
13.182/53.
Prov.: T. C. Blofield?; Sir Henry Theobald; L. G. Duke; Agnes and Norman
Lupton who bequeathed it to Leeds, 1953.
20 Recto: RoMAN RUINs, the Temple of Concord, the Temple of Peace and the
Pyramid of Cestius grouped together with trees growing amongst them and a
small figure seated on the ground.
Verso: Sketch of the Ponte Molle, unfinished.
Recto: Pen and black ink with watercolour and body colour.
Verso: blacklead, pen and black ink with watercolour; 10< x 14> in.
Inscr.: verso: in brown ink: ? emple of (Peace erased) Concord, Cestius's Tomb.

13.183/53.

Prov.: T. C. Blofield; Sir Henry Theobald; Agnes and Norman Lupton who
bequeathed it to Leeds, 1953.
With the drawing, mounted behind it, is a sheet inscribed: ? he? emple of Concord,

j

the Zemple of Peace and Cestiuss tomb / with a Distant view of the hill of Tivoli,
Grouped together In this / Dra~ing according to the authors fancy.
Skelton 1758/ JVB.
This is the last drawing of the author, he died / soon after it was made, and is buried at
the foot of the tomb represented in it. / "Relliquias,
Vides Monimenta
Velerumque

Virorum".

That is, he was buried,
pyramid.

presumably,

in the English

cemetery

close to the

REV. WILLIAM GILPIN, M.A. (1724—1804)

21

ROCK% AND MOUNTAINOUS

CONCLUSION

OF A LAKE.

Grey wash, 104 x 14> in.
Inscr.: stamped blind 14'G bottom right; and on sheet fixed to back of mount,

This drawing represents the rocky and mountainous conclusion of a lake. The space
representedis about a league; through which the lake appears contracting itself more and more
till it is supposed to end a little behind the rocky promontory on the foreground. The old
baronial castle is seated therefore on an eminence near the conclusion of the lake; and tho
originally perhaps intended only as a place of security, is yet so happily situated, that it
enjoys a most noble view over the lake and its mountainous boundaries on each side. All the

Page

lower grounds,

5. 110/52.

on the right,

as far as the eye can reach, are covered with wood.

Prov.: Agnes and Norman Lupton who bequeathed
22

it to Leeds, 1952.

LANDSCAPE WITH TOWER.

Watercolour; 11 x 14s in.
Inscr.: Stamped blind WG bottom left corner.
50/24.
Prov.: William H. Clough who presented it to Leeds, 1924.

IB~

23

A VIEW INTO A WINDING VALLEY
Grey wash; 10< x 14> in.
Inscr.: stamped blind WG bottom right corner, and on a sheet on back of mount:
3 view into a winding valley. The high ground, on the right is a part of one of the
side-screens; and the inlightened ground, on the left is a part of the other. The valley
winds round a knoll with a castle upon it just touched with light; and goes ogbetween the
mountains.

5.111/52.

Prov.: Agnes and Norman Lupton who bequeathed
ANONYMOUS
24 RIVER AND ROCKS UNDER A WOODED BANK.
Grey wash; 9s x 13$ in.
5.244/52.
Prov.: Agnes and Norman Lupton who bequeathed
Probably by a pupil of Alexander Cozens.
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Graham

Sutherland

Graham Sutherland is a much written upon painter and so his life need be
only very briefly summarized here. He was born in 1903, brought up in the
temperate countryside of the south of England and in 1918 was apprenticed
to an engineer in Derby. After a year in the shops he left to go to the Goldsmiths'chool of Art where he remained until 1925 taking a special interest
in etching. He was able to sell his etchings and taught the skill at the Chelsea
School of Art until the war. In the early thirties he began to exhibit paintings
with the London Group, but not until a visit to Pembrokeshire in 1936 did he
find the forms which have been strong enough in his mind to produce important
paintings. From his first show of paintings in 1938 he has been increasingly
successful. An exhibition of his works together with those of Moore and Piper
was put on at Temple Newsam in 1941. He became a notable war artist and
was appointed a Governor of the Tate Gallery but has recently resigned. His
work has been exhibited by the Arts Council and by the British Council and
other agencies abroad. Having painted the portraits of three of the most famous
men of our time, Maughan, Beaverbrook and now Churchill, he has with the
last achieved what must be a unique honour
reproduction covering half the
front page of the Daily Express, although, no doubt, not for aesthetic reasons.
Part of Sutherland's success lies in the fact that he has been able, while
remaining a modern painter, that is of the traditions of the school of Paris, to
paint what to Englishmen and other nations appear to be pictures of a distinctly
English tradition. This is mainly due to the fact that Sutherland is a landscape
painter and the English regard themselves, and are regarded, as peculiarly
sensitive to nature (which means in this case landscape). It may be added that
the English like also to be thought a race of Romantics and Sutherland, too,
has been the leader of the new school of English Romantic painting of which
much was hoped in the period just after the war. "Romantic" is a term you can
make apply to almost anything and anyone you please but in the case of
Sutherland there is good reason for its use. There are hints in his work of the
painters of the Romantic period properly so called: of Palmer, Blake, Ward,
Turner and Constable, and also of the older artists of the fantastic and terrible
North whose spirit was so determinedly
anti-classic: Grunewald, Bosch,
Brueghel and Patenir. Even more important is, what has been often pointed
out, the affinities of Sutherland with the Romantic poets, particularly the early
Wordsworth
where nature is so often remembered in moments when the
rocks, clouds and trees and waters suddenly acquire a will and a force of their
own. It was more than a metaphor to Wordsworth that this should happen—
more than a mere figure of speech but in the direct painter's language of his
time no equivalent could have been painted.
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It is still impossible to paint a metaphor but it is possible to paint a pun and
this is a part of the revolution in the language of painting achieved by the
cubists. Where several kinds of representation may be used in a picture at one
time the same image may signify two different things according to the context
in which you read it; this is a visual pun, something comparable to the puns
which convey the different levels of imagery in the writings of James Joyce

and Dylan Thomas.
Sutherland still uses also the simpler idiom, in which the means of representation are uniform within the picture, but with a new force. Although apart from
its colour the painting (illustrated on page 21) in the Leeds collection merely
represents a tree trunk, the artist has so placed the forms that it seems to be
a monster floating in space and the blotchings and convolutions of the bark,
covered with moss and lichens indifferent on a tree trunk, are made loathsome
as the skin of a monster. In quite a similar way the more recent standing forms
are horrible just because they are vegetables, roots of grass for example,
pretending to be human. The horror of this is attested to by the films and
radio serials by the countless pulp magazines and comics that make use of
exactly the same idea.
Another kind of imagery employed by Sutherland closely related to the
others is the metamorphic. Sutherland relates how, when pondering about the
crown of thorns for his Northampton crucifixion, he began to see the thorns
themselves turning into the head of Christ and thence to construct heads out
of thorns. Some of the most terrible images of Picasso have been made in this way.
Sutherland's war pictures are not often his best. Clearly the kind of idiom
I have been describing is not appropriate to purely architectural or human
subjects. Sometimes twisted girders and burned out paper rolls took the place
of naturally contorted things, the tunnel of a tin mine may seem to be a vortex
or a throat. The locomotives at Trappes (p. 21) is a very cubist picture and is built
on a number of diagonal and parallel axes. The small engines in the background, drawn in much the same idiom as a comic and quite different from
the foreground, serve much the same purpose as the few fields in normal
perspective or the palisades of the older and more recent paintings and the
clay pipes, smiles and guitars of the cubists to give by their familiarity a point
around which the rest of the picture may crystalize.
Of the recent portraits too much has perhaps already been said. They stand
somewhat outside his oeuvre, but the artist has characteristically caused the
personality of the sitter to speak not through gesture or facial expression, for
the poses seem to have been caught as a camera catches a movement in the
distortion of incompletion, but through the surface and structure of the faces.
It is by this kind of distortion and by the way the paint itself creates the figure
but is allowed to remain paint as the notorious missing feet of the Churchill
attest, for the paint has become a kind of mask, that we are forced to realize
we are looking at a kind of illusion and not at a representation.
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The Che1sea China Factory
China from the "Chelsea Porcelaine Manufacture" represents more than
that from any other English factory the sophisticated modes and tastes of the
18th century and suggests the dazzle, elegance and frivolity of a class which,
whatever its failings, as least appreciated beauty in lively form. It was primarily
created for those who craved enjoyment, rather than utility from their porcelain.
This was the only English factory which received oven indirect royal
patronage. Unlike the factories on the Continent, entirely maintained through
royal wealth and under royal domination, they depended in England on the
resource and ingenuity of single individuals striving to create and market their
wares in competition with their wealthier rivals abroad. Although others played
their part in early days, the name chiefly associated with Chelsea is that of
Nicolas Sprimont. A Huguenot silversmith of considerable talent, born at
Liege in 1716, he later came to England like many other of his co-religionists.
A group of these exiled silversmiths at first concentrated themselves around
Soho, where they continued their work. Sprimont's mark as a London maker
is entered in the records of the Goldsmith's Hall for 1742, in which year he
married Ann Protin of Kensington, the daughter of a jeweller. Among his
fellow-countrymen
in London was Thomas Briand, silversmith, chemist and
arcanist and Charles Gouyn, jeweller and silversmith. The extent to which
these two were concerned in the beginnings of the factory has never been
entirely explained, but it appears that Gouyn was the first manager until about
1749, and Briand took care of the chemical side. How close was the connection
between the factory and William Augustus, Duke of Cumberland, is not clear,
neither is it known whether he provided any funds; but it seems certain that
Chelsea porcelain was made for his household. Early busts of him in white are
to be found. His friend and secretary, Sir Edward Fawkener, certainly acted
as manager until his death at Bath in 1758, when Sprimont became sole
proprietor.
A not surprising but nevertheless interesting characteristic of many of the
early domestic pieces is the marked influence of silver shapes. Whereas other
English factories usually relied on copying other porcelain designs, those of the
Chelsea pieces, notably sauceboats, salts and sweetmeats, are identical with
contemporary silver patterns.
The earliest piece at Temple Newsam is the impressive royal bust of George II,
father of the Duke of Cumberland. The king wears a loose cloak clasped
in front over an embossed cuirass; the star of the Order of the Garter is partly
concealed by the cloak. A similar bust, bought by Lady Charlotte Schreiber
in 1869, is now shown with the rest of this well-known collection in the Victoria
and Albert Museum. The fine modelling of these busts is attributed to
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Roubiliac, and the specimen at Temple Newsam is appropriately placed
opposite another bust, a likeness of Pope in marble, by the same sculptor.
Roubiliac's connection with the factory is a little uncertain; but he and
in 1744 Sprimont became godfather to Roubiliac's
Sprimont were friends
so
the tradition which ascribes to him the modelling
only daughter, Sophie
well
of these busts may
prove correct.
at
Temple Newsam House belong to a later period when
Most of the pieces
taste demanded a richer, more extravagant decoration and when the free use
of gilding had begun. A large number of decorative figures of outstanding
quality were produced but, unfortunately there is no Chelsea figure at Temple
Newsam comparable with the Bow Charity group. There are, however, a pair
of candlestick-holders, of the so-called "gold anchor" period, lent by Mrs. D.
U. McGrigor Phillips. They represent two cupids and have been made to take
their date is about 1765.
ormolu candle holders
Although at Temple Newsam, the factory in its earlier stages is not well
represented, some of the gold anchor pieces are fine and worthy of recognition,
notably the tall claret ground vase, with gilt vertical stripes and rococo handles
encrusted with flowers. At one time in the Burney Collection, the vase was
exhibited at the Chelsea China and Pottery exhibition in June 1924, and later
purchased for the permanent collection.
It is as yet unexplained why Chelsea, unlike the other factories, made so
little of the early blue and white porcelain. Examples are rare, and such as are
museum pieces. Yet from the factory
known are usually well-authenticated
or gros bleu ground, of which the
mazarine
blue
famous
came the later
a typical example. The Watteaucollection
presents
jardiniere in the permanent
illustrates the French influence
in
the
vignette
gilded
like subject of the painting
more
sophisticated
pieces. The same
of
these
which affected the decoration
of
the
seen
on
the
panels
plate, which is on loan,
ground colour is again to be
ordered by Queen
the
service
resemblance
to
marked
and which bears such a
Mecklenburg-Strelitz
in 1763, at the
of
the
Duke
Charlotte for her brother,
centre
of
the
shows the
in
the
plate
cost of $ 1,150. The landscape painting
artists
the
some
of
the
factory.
handwork
of
employed
by
fine quality of the
bowl
and
seen
on
the
delightful
tea
can
be
Another example of fine painting
which
has
also
monochrome,
in
green
saucer, with a panoramic landscape
been lent.
The quality of decoration was at all times high and often ingenious. Some
of the most enchanting pieces are those decorated with fable scenes inspired
by Francis Barlow's illustrations from cKsop's fables. Although subjects for
decoration were borrowed, the influence coming from Meissen, Sevres and the
Orient, yet the interpretation remains alive and attractive.
The output of the factory was at times greatly affected by the illness and
absence of its proprietor. Towards the middle of 1756, Sprimont began an
illness which, by the end of 1758, had compelled him practically to close the
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—
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works. After a further period of prosperity he again became ill in 1763, production dwindled and by 1766 very little was being made. Finally, in 1769, he sold
the factory to James Cox who resold it to William Duesbury, from which time
began the production of china of an entirely different style, the two being
comparatively easy to distinguish.
Sprimont died in 1771 aged fifty-five. It is not easy to estimate his nature
and character; but a man who could attract the attention of so great a sculptor
as Roubiliac, who could adapt his silver designs for porcelain and work with
skill in either medium and whose taste in paintings inclined towards Barlow,
Watteau and Boucher, was no mean artist. His wares are rare and rightly
prized. The assertion that his is the finest of English porcelain is almost too
tempting to resist.
Ieonanued from page 18]
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CHEsTNUT TREE growing beside a rock and with hills in the background.
Blacklead and grey wash; 134 x 11~ in.

13.31/53.

J.

Prov.: Heywood Johnstone; A.
Finberg; Agnes and Norman Lupton who
bequeathed it to Leeds, 1953.
On account of its similarity to the drawing of the chestnut tree by A Cozens,
No. 3, it seems probable that this was executed by a pupil.
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