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Chippendale Exhibition 1951
Although Leeds has not been chosen as one of the five main centres for the

Festival of Britain to be held next year, the City is to have its own festival
period during which the national touring exhibition will be shown on Wood-
house Moor. Other activities will also be arranged at this time, and both the
City Art Gallery and Temple Newsam House will have special exhibitions.
Temple Newsant is normally an attraction to all visitors to Leeds, but it was

felt that on the occasion of the Festival, it should make a very special contribu-
tion. In most centres the theme of activities will be based on local achievements
and celebrities in the arts and sciences. There have already been many
exhibitions dealing with the artists of Yorkshire but so far the craftsmen have
been neglected.
Among the celebrated craftsmen of Yorkshire one of the most famous is

Thomas Chippendale who was born in Otley, near Leeds, in I7I8. Of the
great number of'eorgian cabinet-makers his name has become a household
word throughout the world and to him have been attributed the finest pieces
of furniture of the Georgian era. There is a tendency even to-day for many
people to describe any fine piece in the rococo, Gothic or Chinese style as
"Chippendale." But he was only one ofmany cabinet-makers who contributed
to the golden age of English furniture.
Little is known about Chippendale's early life in Yorkshire, and the county's

claim to him is confined to his birth and his native forebears. He was the son
of an Otley carpenter and was baptized in Otley Parish Church on June 5th
I7I8. Practically all subsequent references to him are as a successful cabinet-
maker in London, where he died in I 779.
Chippendale was the first to publish a catalogue of furniture under the title:

A Gentleman and Cabinet Maker's Director, and it was this brought him fame,
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many people being under the impression that he alone was responsible for the
new style which characterised the finest products of the English cabinet-
maker's art. This has now been disproved through the careful researches of
contemporary experts, but Chippendale still remains one of the most famous
figures of his time, a great craftsman, and one of the important contributors
to the glory of Georgian England.
Few pieces can be definitely ascribed to him for his designs, which were not

entirely his own, were copied all over the country. But there are houses where
the original accounts, or indisputable records still exist. Some of these pieces
have already been promised for the exhibition but we also wish to include pieces
which conform with his designs and which could be reasonably ascribed to his
workshop. With the assistance ofMiss Margaret Jourdain, one of the outstanding
authorities on Georgian cabinet-makers, we hope to bring together an
exhibition which will give a picture of Chippendale's productions.
With the dispersal of so many great collections during the last few decades,

many fine pieces have found new homes and all trace of them has been lost.
Other pieces such as chairs, commodes, chests, desks, bookcases and wardrobes
still remain, perhaps in daily use, in the houses of families where furniture has
been passed on from generation to generation. We should be glad to hear
about such pieces with a view to their being included in the exhibition if they
can be reasonably ascribed to Chippendale, and if the owners would be so
generous as to help in making this, the first exhibition of its kind, as comprehen-
sive as possible.

Central Court Exhibitions
In an attempt to make some provision for local societies and to make the

best possible use of the central court at the Art Gallery, the committee has
now devised a scheme for letting this room, giving special preference to local
art organisations. This will enable the local art societies to hold their annual
exhibitions in the Art Gallery without interfering with the main collections.
Such groups as the Leeds Philatelic Society and the Leeds Camera Club have
also been brought into the scheme because no other provision is made for
them in the city.
Concentration of these relevant activities is most desirable and it brings an

added interest to the Art Gallery. The Leeds Camera Club and the Leeds
Philatelic Society have already held exhibitions there. The Leeds Fine Arts
Club is to hold its annual exhibition there from April r5th to 2gkx.
In the interim periods the Central Court will be let at a nominal rental for

lectures, meetings and displays which are, in the opinion of the committee,
relevant to the main purpose of the Art Gallery.
Central Court exhibitions will be shown as a separate item in the Calendar,

because, although the committee holds the right of veto, these exhibitions will
be organised and arranged by the societies and not by the Art Gallery.
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WALNUT DAYBED COVERED WITH ITALIAN VELVET
Height: Length: Width: 2'"

GIVEN BY SIR HENRY PRICE
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English I 8th Century

BOUGHT BY CORPORATION FUND
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Quarterly Review

SOME RECFNT ACOUISITIONS

FURNITURE

The generosity with which a number of people connected with the city help
to build up the collections at Temple Newsam has become almost a tradition.
Sir Henry Price, who was one of the five donors of the Long Gallery suite,
has now added further to the important collection of English furniture by
giving the settee and daybed which were made for the tst Duke of Leeds in
x695. These two pieces are believed to be the most perfect and most important
items of furniture of the late t7th century. They are known to all students of
furniture, being described and reproduced in most of the standard works on
the subject.
The pieces are of walnut with carved legs, arms, stretchers and pediments,

painted and gilt. The pediment on the settee has three crestings each formed
of an escutcheon bearing the cipher of the tst Duke of Leeds, surmounted by
a ducal crown. The same motive is repeated on the back of the daybed. The
upholstery is of coloured velvet, believed to be Italian in origin. The condition
and colour of the velvet on both pieces and the six cushions are almost perfect.
Until the dispersal of the Duke of Leeds'ollection about t928 the pieces had
remained at Hornby Castle, Yorkshire, and have latterly been in the possession
of Lord Wilton.
Sir Henry Price's gift now brings them back to the West Riding and ensures

their permanent residence in the county for which they were originally made.
Another superb example of English furniture has recently been bought by

the Corporation. This is a richly carved and gilt side table of George II
period. The freedom and crispness with which the carving is carried out
indicates immediately the hand of a master craftsman, but, as is the case of so
many fine Georgian pieces, it is not easy to ascribe it to any one of the many
cabinet makers of the period. The fish-scale decoration of the legs, combined
with the vigorous sweep of the acanthus, the stylized shell, and the daisy and
rose swags have caused it to be attributed to Benjamin Goodison who was
active between t727 and t 767. Goodison was a brilliant craftsman and made
furniture for Hampton Court as well as other royal palaces. He also helped
to furnish some of the houses owned by Sarah, Duchess of Marlborough.
The King's barge was one of his famous productions. The attribution, however,
is made on purely stylistic grounds and has no certain foundation.
These pieces of furniture, with the paintings reviewed on the following page,

can be seen at Temple Newsam in the exhibition of the year's acquisitions.
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THE CIRCLE OF THE MEGALITHS Oil on canvas 8I x 4I
BOUGHT BY CORPORATION FUND

PAUL NASH ( I88g—Ig46)



PAINTINGS AND DRAWINGS

Important among the recently acquired pictures is the portrait of Sir George
Savile by Benjamin Wilson (r 7a r—r 788) bought by the Corporation Fund from
the collection of Lord Hastings. This sensitive portrait is one of the few
paintings by Wilson which is reasonably well authenticated. Very few of his
pictures are signed, and the problem of distinguishing his work from that of
Wheatley, Zoffany and others is at present engaging the attentions of art-
historians in England and America. There are two signed and dated portraits
already in the permanent collection. The newly acquired one came from
Malton Constable, Norfolk. Although not signed there are contemporary
records which substantiate the attribution to Wilson. Both sitter and artist
were Fellows of the Royal Society.
Another portrait by Wilson of The Hon. judge Christopher Robinson has been

lent for an indefinite period by Lord Mackintosh. This picture is signed and
dated r75o.
For the last fifty years the portrait of Samuel Oldknoro of Marple by Joseph

Wright of Derby (r 735—r 797) has been on loan to the City Art Gallery. It is
the only example of Wright's work in the collection. It has now been bought
for the permanent collection.
A small painting of considerable local interest which has been bought for

the permanent collection is the Self Portrait by William Robinson. Robinson
was a native of Leeds and a pupil of Joseph Rhodes. Later he was employed
as art-master to the Bronte family. He was a highly competent portraitist and
for some years acted as assistant to Sir Thomas Lawrence whose style he
adopted. Robinson's work is often confused with that of the master.
Of the more recent paintings acquired?he Circle of the Monoliths (r938) by

Paul Nash (r889—r946) is a noteworthy addition. This important canvas
completes a trio of major works by one of the most important British artists of
the century. Each represents a different phase of Nash's development and this
latest addition is characteristic of the period when he was still absorbed with
surrealism. It is the landscape of a dream-world, remote, uninhabited and
uninhabitable, but endowed with that strange super-reality which is outside all
material experience.
Two paintings by John Cooper, who died in r 943, have been added to the

collection. These are the only examples which we possess of the work of this
highly accomplished Yorkshire artist. Although most of his life was spent in
Menston, Cooper was well known in London art circles. He was trained at
the Slade, and was for some time art master at Bow and Bromley School of
Art. It was whilst teaching here that he formed the East London Art Club
which later became the East London Group. The first of these paintings 7he
Garden has been given by Mrs. Phyllis Phillips, and the second 7he Anchorage
has been bought by the Corporation.
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Spencer Gore's Interior, Mornington Crescent has also been bought from the
Corporation Fund. In his article on the Camden Town School in this number
M. de Sausmarez makes reference to this interesting painting which is re-
produced on page I9. The reputations of Spencer Gore and his associate
Gilman have steadily increased and they must now be reckoned among the
most significant painters which England has produced during the last half-
century.
The exhibition of the years'cquisitions at Temple Newsam is on view until

May t4. It includes a large number of drawings and watercolours by Cotman
and his associates from the Kitson collection. Also shown is the interesting
painting from the Halifax gift reproduced on page 24.

THE GARDEN Oil on canvas 22 x 27
BOUGHT BY CORPORATION FUND

JOHN COOPER
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PORTRAIT OF SIR GEORGE SAVILLE, BART.
Oil on canvas 2qg x 24$

BOUGHT BY CORPORATION FUND

BENJAMIN WILSON ( I 72 I—88)



The Camden Town Group

PICTURES IN THE LEEDS COLLECTION

MAURICE DE SAUSMAREZ

English artists, unlike their French colleagues, seem reluctant to form groups
or coteries. On the whole, they are suspicious of the sort of mental agility and
capacity for dialectic so characteristic of French artist-circles. Since the
beginning of this century French art has given rise to a perplexing number of
movements, groups, and sectional interests. Over here scarcely half-a-dozen
clearly articulate groups have emerged. The Camden Town Group, Wyndham
Lewis and Vorticism, The Seven and Five, and Unit One. In each case the
overcoming of insular reserve has resulted in a new dynamic power in English
art. Of these groups the most important may prove to have been the Camden
Town Group—important in its achievement and in its influence which has
lasted to the present time. Painters who were connected with the Euston
Road School and many others like Ruskin Spear, Robert Buhler, Edward
le Bas, whether they acknowledge it or not, are the heirs of the Camden Town
Group.
Behind the Group stands Sickert. It would be more exact to say "through

the Group passes Sickert" since his relations with every movement and
institution were mercurial. Was he not at the forefront of the Allied Artists
and the London Group at their inception, resigning almost as quickly his
important positions in the New English Art Club and the R.B.A.? There are
letters to the papers which bear the signature "Rd. Sickert, P.R.B.A., A.R.A.,
A.R.P.E., L.G., Me. de la Societe des Artistes Independants." The last cachet
in this list is almost. comical in the paradox it suggests. Never was so truly
independent an artist so closely associated with institutions and authorities,
both progressive and reactionary.
The roots of Sickert's art were in France and in most ways he was untypical

of English artists. He was not ashamed of intellectual display though he had
nothing in common with the emasculated type of intellectual. Undoubtedly
one of the greatest wits of this century he delighted in talk and argument and
seemed always ready to take up his pen for a sizzling letter to the press. It is
not really surprising that he played such an active part in. the formation and
counter-formation of groups.
Although Sickert's influence in the Camden Town Group was great, it was

Harold Gilman who was the prime mover in its formation in i9i t. Sickert
had for some time held meetings of his friends at r 9 Fitzroy Street, but it was
over dinner at a restaurant in Golden Square that the new society was
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THE BLUE BLOUSE Oil on canvas 24 X r8 HAROLD G1LMAN (1878—r g r g)
PURCHASED FROM ADMISSION FUNDSI 1943
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suggested. Gilman, who had studied at the Slade School under Brown, Tonks,
Steer and Russell after a short term at Oxford, was then thirty-five years old;
Sickert, the senior member of the Group, was fifty-one.
The sixteen original members of the Group were Spencer Gore (president),

J.B. Manson (secretary), Walter Bayes, Robert Bevan, Malcolm Drummond,
Charles Ginner, J. D. Innes, Augustus John, Henry Lamb, Wyndham Lewis,
M. G. Lightfoot, Lucien Pissarro, W. Ratcliffe, Doman Turner, Walter
Richard Sickert and Harold Gilman. After the first exhibition at the Carfax
Gallery in igri the addition of Duncan Grant increased the number to
seventeen.
Apart from a certain agreement about the need for an association of painters

that would give equal opportunity for exhibiting to artists of various tendencies
whose views were in conflict with established societies, it is difficult to find any
common factor. Sickert, Gore, Gilman and Pissarro, with Manson, Bayes,
Drummond, Lightfoot, Ratcliffe and Turner made one fairly closely related
group; Innes, John and Lamb made another, while Bevan, Ginner, Wyndham
Lewis and Grant were more or less outside both camps and themselves had
little in common. When the Camden Town Group is mentioned as signifying
a particular technical handling, the reference is usually to the Sickert-Gore-
Gilman faction and after a study of the paintings certain similarities in handling
will be noted.
Gilman, uncompromising and forcefully outspoken, had been influenced by

Sickert but later transferred his allegiance to Cezanne and Van Gogh.
Spencer Gore, sensitive and poetic, developed from a form of pointillism
associated with Camille Pissarro, and continued by his son Lucien, to extreme
simplification of natural forms in a high-pitched key of colour. Sickert then
at the height of his low-toned Dieppe period took on a higher-keyed palette
and the use of small patches of colour juxtaposed on a groundwork of the chief
masses of colour and tone with occasionally the hint of impasto. He had come
under the influence of Camille Pissarro (via Lucien and Gore) and had realised
the value of the new prismatic chiaroscuro which obviated dark undecorative
shadows.
R..P. Bevan who had worked at Port Aven was developing, in angular

patterns of shape, his own variant of Gauguin's simplification of form and
theory of synthesis.
The talented M. G. Lightfoot who died in the year of the Group's formation

at the early age of twenty-six was producing drawings reminiscent of Seurat.
Wyndham Lewis, in firm and rigid designs, was already exploring the fringes

of cubism.
Augustus John and his friends, Dixon Innes and Derwent Lees (who was

not a member of the Camden Town Group) were developing a style of
decorative landscape in high-pitched colour and figure motifs treated with
similar formalisation,
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IN SICKERT'S HOUSE AT NEUVILLE HAROLD GILM AN ( I878—I g I g)

Oil on canvas R3$ x I 7g
BOUGHT BY CORPORATION FUND
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Manson followed Pissarro, Bayes was close to Sickert, Radcliffe and Drum-
mond were pupils of Gilman and Sickert. Doman Turner was a pupil of
Gore who, since Turner was deaf, had taught him water-colour painting by
a series of letters.
Lamb was assimilating Gauguin and Cezanne after a studentship in London

and Paris, and Ginner too had lately arrived from France with Post-Impres-
sionist theories to discuss.
Much has been written of Sickert. Mr. Eric Westbrook has already covered

his work in the Leeds Collections in previous issues of the Arts Calendar
and so I shall confine my survey to the other members of the Group.
To the circle Gilman contributed a capacity for dialectic and the forth-

rightness and conscience of an evangelist. At the time of the formation of the
Group he had already begun to adopt a palette of prismatic colour and was
loud in his denunciation of "dirty" painting. Bitumen and all the "useful"
mud of'cademicism was anathema. Even his previous mentor Sickert was
occasionally decried for failing to adopt the Signac palette. From his days at
the Slade School until his death in igrg Gilman struggled continuously to
extend the boundaries of his own art by intelligent experiment and enquiry.
The stages in his development are particularly well exemplified by his paintings
in the Leeds collections. Velasquez and Whistler were his early models until
Sickert's influence prepared the way for Post-Impressionist ideas coming from
Ginner and, finally, his love of Van Gogh.
In igr4 Gilman coined the term "Neo-Realism" to describe the content of

works he was then exhibiting at the Goupil Gallery. It stood for (i) personal
research, (2) love of medium, (3) objective transposition of nature. Through
"this method of intimate research" results "a decorative composition which is
an unconscious creation produced by the collaboration of Nature and the
Artist Mind."
Two paintings in Leeds represent Gilman's early work. Firstly the portrait

of his friend Spencer Gore with its swiftness of bravura handling and simple
close-toned scheme of colour. It is remarkable in the amount that is stated
with such effortless simplicity and economy of means. It brings to mind
Sickert's portrait of George Moore in the Tate Gallery and Sickert's dictum that
"real quality, like style in literature, is the result of complete knowledge of the
subject treated and of simplicity and directness in the treatment." The other
early Gilman In Sickert's House at JAuville is reminiscent of Vuillard, whom
Gilma.n greatly admired. Again there is a simplicity and restraint about the
.whole work with its infinite subtleties in the relationships between variations
of warm and cool greys. A complete lack of self-consciousness characterises
the work. There is no element of illustration, no stressing of descriptive
fragments. Here we have a piece of visual poetry of the quality of Proust's
writing.

7he Blue Blouse is one of Gilman's most successful portraits. The handling
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PORTRAIT OF SPENCER GORE Oil oII canvas I4$ X Ioz HAROI.D GILMAN (I878—I9I9)
BOUGHT BY HARDING FUND~ I 986

of paint is rich and there is unity and controlled deployment of planes in
colour. The colour values, particularly the blues, are rarefied and intensified
by the appearance here and there of the Indian red ground through the
mosaic of brush strokes. The whole work has a vitality and alertness which
is immediately arresting. It is a fine and powerful canvas.
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ARTS CA

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

APRIL 1 to 22 FERNAND LEGER
The only showing outside London of this retrospective exhibition,
arranged by the Arts Council, of Leger's work which includes
paintings and drawings from 1905 to the present day.

MAY CONTEMPORARY LITHOGRAPHS
A selection of 80 lithographs and monotypes by contemporary
British artists which will be offered for sale.

Central Court Exhibitions
APRIL 15 to 29 LEEDS FINE ARTS CLUB

The annual exhibition of members'ork

Picture of the Month
APRIL FRANCESCO GUARDI

The Giudecca, Venice from Baildon House

MAY FOLLOWER OF ANTHONY VAN DYCK
Lord Walter Strickland from Boynton Hall

JUNE SIR JOSHUA REYNOLDS
The Duke of Cumberland from Bramham Park

TEMPLE NEWSAM HOUSE
OPEN DAILY, INCLUDING SUNDAYS, 11-30 to 6-15

APRIL 4 to
MAY 14 ACQUISITIONS OF 1949

A selection from the additions to the collection between March
1949 and April 1950.

MAY 19 to
JUNE 11

FRENCH PAINTINGS FROM THE
BURRELL COLLECTION

Impressionist and Post-Impressionist paintings from the Collection
of Sir William Burrell.
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LENDAR

SOME YORKSHIRE EXHIBITIONS

York, Art Gallery
York, Art Gallery
Hull, Ferens Gallery
Scarborough, Art Gallery
Bradford, Cartwright Memorial
Sheffield, Graves Gallery
Sheffield, Graves Gallery
Sheffield, Graves Gallery
Doncaster, Art Gallery
Sheffield, Graves Gallery
Batley, Bagshaw Gallery
York, Art Gallery
Sheffield, Graves Gallery
Wakefield, Art Gallery
Sheffield, Graves Gallery
Hull, Ferens Gallery
Sheffield, Graves Gallery

Renaissance Art
Paintings lent by Dr. Roland

East Riding Artists Annual Exhibition
Japanese Colour Prints

Hall 57th Annual Spring Fxhibition
Pictures from the Earl of Plymouth's Collection II

Old Masters from the Graves Collection II
Five Students from the Sheffield College of Art

Cook Collection, Group VII
Gems of Landscape

Heeley Arts Club
The Best from the Permanent Collection

Watercolours from the Permanent Collection
The Eragny Prints

Gilbert Davis Collection of Watercolours
Modern Trends in Art

Classical and Romantic Art

APRIL
April to June

to April 10
to April 16
to May I
to June 4

April 5 to July 1

Aptil 5 to Aug. 14
April 6 to April 29
April 6 to May 7
April 6 to Sept. 25
April 8 to May 13
April 12 to May 12
April 12 to May 31
April 15 to May 6
April 15 to May 6
April 15 to May 13
April 29 to Aug. 14

Scarborough, Art Gallery
Keighley, Museum
Harrogate, Art Gallery
Sheffield, Graves Gallery
Wakefield, Art Gallery
Sheffiield, Graves Gallery
Doncaster, Art Gallery
York, Art Gallery
Batley, Bagshaw Gallery
Hull, Ferens Gallery
Sheffield, Graves Gallery
Harrogate, Art Gallery

Scarborough Art Society
Paintings of the Yorkshire Dales

The History of Lithography
19th Century Watercolours
School Loans Collection

Gertrude Hermes
The Bayeux Tapestry

Masterpieces from Woburn Abbey
Ganymed Prints
Hull Art Club

The Street Scene
Lakeland Artists

MAY
May 4 to June 1
May 6 to June 6
May 6 to May 23
May 6 to June 15
May 8 to May 14
May 13 to June 10
May 13 to June 4
May 15 to June 11
May 17 to June 17
May 20 to June 10
May 20 to July 14
May 27 to June 11

Scarborough, Art Gallery E
Hull, Ferens Gallery
Doncaster, Art Gallery
Keighley, Museum
Bradford, Boiling Hall Museum
Sheffield, Graves Gallery
Wakefield, Art Gallery W
York, Art Gallery
Batley, Bagshaw Gallery
Bradford, Cartwright Memorial Hall

nglish Watercolours from Four Yorkshire Homes
Selected Portraits

Old English Watercolours
Landscape Painting by Contemporary Artists

Regency Brighton
Pictures from the City of Derby Collection

orks by Students of the Wakefield College of Art
Dudley Holland and Austin Wright

Ralph Whitling and Arthur Common
Cook Collection, Group VII

JUNE
June 1 to July 30
June 1 to June 30
June 10 to July 2
June 10 to July 2
June 10 to July 8
June 17 to July 27
June 19 to July 6
June 23 to July 23
June 24 to July 22
From June 24
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If Gilman was indebted to Cezanne and Van Gogh in the formation of his
later style it was by way of a serious and thoroughly assimilated study.
Nothing irritated him more than a superficial aping of a style, and it was
characteristic of him to exhibit a portrait of his mother at an exhibition of the
Allied Artists with the title 7hou shalt not put a Blue Line round thy Mother in
protest against the prevailing fashionable cliche derived from certain Post-
Impressionists.
Gilman must have been in Leeds sometime between rgiz and igr3 when

he made the studies and working drawings for the painting Leeds Market now
in the Tate Gallery. A design of great intricacy in which the vast glass roof
is a prominent feature, more tightly painted than most of his works, it appears
to owe something to his friendship with Charles Ginner.
Mrs. Mounter in the Leeds collection is a lovely low-toned work on a scheme

of plum, dull khaki-greens with a note of vermilion. The transitions of form
built in facets of colour retain the decorative intention while suggesting
convincingly the plastic qualities. Again there is a creamy richness of paint
and a delight in its substance. Gilman painted many versions of his old
landlady and Frank Rutter has referred to them as "the apotheosis of the
charwomen, the transfiguration of homeliness, age and toil into a spiritual
loveliness of colour that time cannot wither."
The Interior by Gilman (reproduced in the last issue of the Calendar) is one

of his finest works and shows him at the fullness of his powers. To stand close
up to this painting and let one's eye move across its jewel-like surface of
sumptuous colour is to experience a rich and sensual pleasure. Then to stand
back and, through the logic of the relationships, to watch the mosaic of
brilliant colour build the substance and density of the forms. This brings an
intellectual satisfaction to complete the synthesis of reason and emotion, the
dual basis of all great works. The subject is one of extreme simplicity a
half-clad nude standing in front of a fire which is concealed but suggested by
the flamelike colour reflected on flesh and drapery. The relationship of the
lemon coloured wall to the colours which build the flesh is rare and exciting.
In his later works like this one Gilman states the main "colour-focus" in

terms of the most brilliant colour that can reasonably be associated with the
particular form or localised area, and from this pursues a logical transposition
of colour, preserving always the authentic sequence of colour tones. In these
works his ability to achieve a logical progression of relationships in the most
powerful prismatic colour is masterly. Unless one is prepared to surrender to
the delights of Gilman's sensuous use of paint and orchestration of colour, the
significance and value of his mature works will never be fully appreciated.
In igt4 Spencer Gore died at the age of thirty-six and it is probable that

the loss of this brilliant young artist was a contributory factor in the gradual
disintegration of the Camden Town Group and its merging into the London
Group. The death of Gore profoundly affected Gilman, Sickert and all who
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had been associated with him. Sickert in one of his finest literary efforts has
paid tribute to Gore's genius. Endowed with a super-sensitive perception and
a capacity for transforming the commonplace and familiar into visions of
exquisite freshness, Gore is one of the most rare and personal artists of the last
half century.
In the Leeds collection the Standing Prude is typical of his quiet, reflective

painting. It is a sensitive whispered statement in muted colour of great beauty
and the close and subtle transitions of colour and tone make an interesting
contrast with the Gilman nude. It is indicative of their differing temperaments.
7he Interior at gl Mornington Crescent, lgro recently added to the collection is
another fine example. The fire blazing in the hearth is what Sickert would
call "the eye-catch," the darks concentrated about this area give it even
greater predominance. Despite the fact that the shadowed head is strongly

INTERIOR AT 3r MORNINGTON CRESCENT, rgto SPENCBR FREDEBsCK GoRE (1878—rgr4)
Oil on canvas no X 24

BOUGHT BY CORPORATION FUND 1950
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FITZWILLIAM SQUARE, DUBLIN GHARLEs GINNER
watercolour Is/ x 8$

BOUGHT BY BILBROUGH BEQUEST 1923

silhouetted against the light wall it takes a secondary focal place. The rest of
the painting in all its parts is beautifully controlled. The wall in light, subtly
patterned with pink and pale raw sienna, is heightened by relationship with
the pale cobalt blue of the blouse and the sequence of reds diminishing in
power to the outward extremities of the picture. The rhythmic pattern created
by the assorted rectangles of the frames on wall and mantelpiece contributes
to the vitality of the composition. The whole painting is built up with small
comma-like touches of broken colour characteristic of Gore's earlier manner.
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?he Balcony (reproduced in the last issue of the Calendar) in Gore's later
style shows a broader and more vigorous handling. The essentials are stated
with firm strokes depending entirely on the logic of tone and colour juxta-
position for their pictorial coherence. Vigorously drawn with the brush and
built mainly in simple harmonies of grey violet, putty pink, yellow green and
blue green, the ginger red hair of the standing figure, the spot of bright pinky
red at the base of her neck and the greyed yellow ochre of the light on her
costume provide the pivotal notes of colour.

I.etehworth is a small painting giving a very inadequate idea of Gore's last
phase with its evidence of the impact of Cezanne and Gauguin. In the best
of his final works there is a power and monumental quality added to his
personal distinction of colour which give them a unique place in British
painting.
Of Lucien Pissarro's work, Leeds possesses only The Railway Bridge, Aeton,

which may suggest something of his importance in the overall raising of colour
key. But it was through his direct lineal connection with the great French
movements and as the repository of much of their wisdom that he became
such a powerful influence in the Group.

Charles Ginner is still with us continuing his unpretentious and meticulous
paintings. He has remained faithful to his muse despite the vagaries of fashion
and his work is as unique now as it was in tgr i. A zest for construction, an
unaffected delight in bricks, tiles and the wealth of detailed vision and a love
of richly encrusted pigment. Every Ginner is a triumph of patience, loving
care, unselfconscious delight in the visible world and persistent effort. Fit<-
william Square, Dublin is a naive acceptance of the totality of visual experience
and yet there is a subordination of all the wealth of detail to the unity of the
whole which is to be found in all Ginner's best work. Formalised pen strokes
and scratches explain the differing qualities and textures in leaves, trees,
brickwork and pavement producing the effect of fine embroidery. It is
crystalline in its statement and makes an interesting comparison with Sickert's
drawings, always so full of atmosphere and pervading mood.
For Gilman, Gore and their followers the Camden Town period was the

most important phase in their creative lives but for others like Sickert,
Wyndham Lewis, Augustus John and Duncan Grant it was a prelude to other
periods of greater personal significance.
For John's companion Dixon Innes it was a finale—he died in ?gag at the

age of twenty-seven. The Pyrenees, a small work in oils in the Leeds collection,
shows Innes at his best. It is a landscape brilliantly condensed into a few
vigorous brush-strokes and boldly related tones from a limited palette of
ultramarine, Indian red, yellow ochre and white. A moment and a mood is
captured and the whole work has a powerful intensity. If Innes'vening in
Wales is compared with Derwent Lees'elsh Hills it will be realised how very
close they were in outlook and in their handling of the watercolour medium.
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A flood of colour strong in tone, free brush strokes suggesting the incidental
forms or textures and the whole subordinated to a strong decorative impulse.
Again a comparison of Derwent Lees'he Little Gardens, Cassis with Augustus
John's Landscape at Chirk shows clearly the extent of the bond between these
three artists. In the John there is a quality which reminds one of Matisse
and the Fauves. Decorative pattern interest is foremost. An immediate and
simple statement of colour is augmented by brush strokes creating decorative
symbols for the natural forms, symbols which still have the power of conveying
the authentic feeling of landscape. Lees'ainting presents much the same
qualities intensified in colour and more consciously and precisely formalised.

The Red House on the Hill by Duncan Grant is surely a work of this period.
The handling of paint is very reminiscent of Sickert. Freely painted over
another painting it is built from a simple juxtaposition of separate brush
strokes, the relationship of colour and tone creating the drawing.
Walter Bayes and Henry Lamb are represented by interesting drawings.

[continued on page 28
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Shaftesbury and I'aolo de Matteis

THE CHOICE OF HERCULES

WILLIAM WELLS

Visitors to the exhibition of "Landscape in French Art" at Burlington
House may have noticed a comparatively small painting by Nicolas Poussin
called 7he Choice of Hercules which the catalogue describes as having been so
far only "known from the engraving by Robert Strange." It was acquired
by Sir Richard Hoare for Stourhead House where it was seen by Horace
Walpole in I 762. Subsequently it was believed "lost" and was thus described
in all the works of scholarship which had occasion to mention it. It came to
light again recently when Stourhead and its contents were bequeathed to the
National Trust.
A curiously similar rediscovery was recently made among a number of

paintings which originally formed part of the Ingram family possessions, were
inherited by Lord Halifax with Temple Newsam House from his aunt, Mrs.
Meynell Ingram, and remained in his possession after the house and some of
its contents were sold to the Corporation in I922. Lord Halifax has now
generously presented these paintings to Temple Newsam and it was interesting
to find among them a picture representing 7he Choice of Hercules which, when
partially cleaned, was seen to bear the signature "Paulus de Matthes f I 7 I2."
The cleaning of this picture has since been completed and it is reproduced
here for the first time. The signature is left centre on the dark rocky ground
below the left foot of Hercules.
Like the Poussin rendering of the same subject this famous old painting had

not been forgotten by modern scholars, but it was only known to them from
the engraving made of it by Simon Gribelin, the anglicized Frenchman who
also engraved the frontispiece to Dryden's translation of du Fresnoy's De Arte
Grapht'ca, and a free copy in the Augsburg picture gallery which, however
differs from the engraving in a number of ways.
Gribelin's engraving was included in the revised edition of Shaftesbury's

Characteristics, published posthumously in I7I4, which also included Shaftes-
bury's treatise on history painting and the heroic style under the title: A
JVotion of the Historical Draught or 7ablature of the judgment of Hercules.
A comparison of the engraving with the painting which has now returned

to Temple Newsam shows the former to be a close transcript of the latter
and there can be little doubt that this is the painting, or to be more precise
the "sketch," made by the Neapolitan artist, Paolo de Matteis, for his patron,
Anthony Ashley Cooper, third earl of Shaftesbury and grandson of the first
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GIVEN BY THE EARL OF HALIFAX

earl, the famous Liberal statesman. Barred from politics by feeble health, the
third earl devoted himself to literature and art, spent much of his time in
Holland and Italy, and produced a number of writings setting forth his views
on philosophy and art. As a practical patron of the arts, he also commissioned
a number of works and these were carried out under his personal supervision.
Although the rediscovery of the painting throws no new light on its history

which has been touched on in Dr. Edgar Wind's article: "Shaftesbury as
a Patron of Art " in the journal of the l4arburg Institute (I938) and told in more
detail by Benjamin Rand in his edition of Shaftesbury's Second Characters (I9I4),
it is perhaps sufficiently interesting to justify a brief recapitulation here.
The history is indissolubly linked with Shaftesbury's activities both as a writer

and patron and more particularly with the creation of his treatise on the
"Judgment of Hercules" of which the painting is merely an offshoot, but at
the same time its intended culmination. The treatise was first printed in
French in the journal des Scavons for November I7I2, was then translated by
the author and issued separately in English in I 7 I 3 before being included,
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as mentioned above, in the revised edition of the Characteristics, where
incidentally it had no place for it was Shaftesbury's intention to include it in
a new publication which he was working on in Naples at the time of his death
together with a comparable treatise on "The Tablet of Cebes" and a more
general essay on art called "Plastics." That volume would also have con-
tained the ill-fated "Letter of Design" which Shaftesbury had written as a
letter of dedication addressed to Lord Somers but had not been printed with
the separate English translation of the "Notion" and first appeared at the
end of the I 732 edition of the Characteristics. This dedicatory letter and various
private letters which Shaftesbury wrote from Naples contain some very
interesting information about the growth of the "Notion" in Shaftesbury's
mind and how it came to be realised in the form of a treatise and a painting
by another hand. This correspondence makes it quite clear that the treatise
was written to guide the painter in his task and that Paolo de Matteis, as
other artists whom Shaftesbury employed had done, merely acted as his
obedient executant.

I ~

I ~

THE CHOICE OF HERCULES
Engraving after Paolo de Matteis

SIMON GRIBELIN
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In the "Letter of Design," which Shaftesbury sent to Lord Somers with a
copy of his treatise, he says "this very Notion had its rise chiefiy from the
Conversation of a certain Day, which I had the happiness to pass a few years
since in the Country with your Lordship. 'Twas there you shew'd me some
Ingravings, which had been sent you from Italy. One in particular I well
remember; of which the subject was the very same with that of my written
Notion inclos'd. But by what hand it was done, or after what Master, or how
executed, I have quite forgot." In November i7ii, Shaftesbury settled in
Naples where, still active but persecuted by ill-health, he spent the remaining
fifteen months or so of his life. Writing to a friend on the 23rd of February
r 7 i 2, he says that he is working at "a noble virtuoso scheme" and promises
to send the copy of a little treatise which he has written or rather dictated
"in French for the painter's use" and "which Mr. Crell is now actually
transcribing from the foul" and he ends by explaining that this treatise had
been composed in French "from what passed in conversation with my painters,
and some other virtuosos with whom I can converse only in that language."
Another passage in the "Letter of Design "makes it plain that the painter'

work had occupied three stages, the third of which was still in progress: "I
must, by way of prevention, inform your Lordship, that after I had conceiv'd
my Notion such as you see it upon paper, I was not contented with this, but
fell directly to work; and by the hand of a Master-Painter brought it into
Practice, and formed a real Design. This was not enough. I resolved afterwards
to see what effect it wou'd have when taken out of mere Black-and-White
into colours; and thus a Sketch was afterwards drawn. This pleased so well,
that being encouraged by the virtuosi, who are so eminent in this part of the
World, I resolved at last to engage my Painter in the Great Work. Imme-
diately a Cloth was bespoke of a suitable Dimension, and the Figures taken
as big or bigger than the common Life; the subject being of the Heroick
kind, and requiring rather such Figures as shou'd appear above ordinary
human statue." From this it is apparent that the painting now at Temple
Newsam is the "sketch" from which a larger picture was being made when
Shaftesbury wrote.
It was Shaftesbury's intention to send the best of these versions to Lord

Somers and hints though with some diffidence as if he was not quite sure the
merit of the painter he had chosen was quite worthy of such an honour, that
it might be hung in the Prince's palace at Whitehall where it would "perhaps
be no slight Memorandum hereafter to a Royal 2"outh who should one day
come to undergo this Zrial himself; on which his own Happiness, as well as
the Fate of Europe and of the World, wou'd in so great a measure depend."
For Shaftesbury the Choice of Hercules between good and evil did not merely
involve the fate of an individual soul but that of mankind. This idea is
fundamental to his high ideal of history-painting which his treatise was
intended to exemplify by means of a concrete example.
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The "choice" or "judgment" or "decision" of Hercules, or "Hercules at
the Crossroads," the theme underlying Shaftesbury's treatise and the paintings
of Matteis and Poussin, is the old one told by Prodicus in the 5th century B.c.
and retold by Xenophon in the Memorabilia, where, to quote the greatly
abbreviated paraphrase given by Shaftesbury, it is described how Hercules
"being young, and retir'd to a solitary place, in order to deliberate on the
choice he was to make of the different ways of Life, was accosted (as our
Historian relates) by the two Goddesses, Virtue and Pleasure." It was later
treated by Hesiod, Philostratus and other Greek writers, and also figures in the
literature of the early Christian period being revived in the literature,
art and drama of the German renaissance. The theme was also by no
means unknown in Italian art of the renaissance and later times and here
it received what Panofsky has described as its "canonical" treatment in
Carracci's design for the Farnese, now in the Naples museum. In England,
however, the "Choice of Hercules" was ignored until it was made widely
known by Shaftesbury's treatise. It was taken up by Reynolds in t 76m in his
witty parody, "Garrick between Tragedy and Comedy," and by Benjamin
West two years later in a "straight-forward" version which owes something to
Reynolds and Poussin and probably also to Shaftesbury's treatise. In his
exhaustive study of the subject, Panofsky showed how the theme sometimes
became interwoven with somewhat related themes such as the "Judgment of
Paris" and the "Dream of Scipio Africanus" and he was able to throw
extremely valuable light on several problematical pictures, in particular
Raphael's Dream of the Enight in the National Gallery and Titian's Divine and
Earthly Love, and also on an obscure engraving by Durer since elucidated by
Dr. Wind.
In his "Notion" Shaftesbury offers a practical demonstration of historical

painting and his treatise is now recognised as occupying an important place
in the evolution of the "grand manner." Underlying the argument is the idea
of unity, unity of Time, unity of Action and unity of Place, for he believed
that it was only by the strictest attention to these principles that the full moral
and philosophical implications could be successfully extracted from the theme.
Thus the artist is enjoined to be perfectly clear in his mind as to the precise
moment in the unfolding of his theme which he has chosen to depict and he
must choose that moment which is most fraught with meaning. This doctrine
of the "pregnant moment" was later made famous by Lessing's I.aocoon,.
It has already been noted that the copy in the Augsburg picture gallery

differs in several particulars from the engraving. The copyist has for example
depicted Virtue wearing sandals. This is not as might be supposed a fortuitous
embellishment on the part of the copyist, but indicates that he had another
model in mind which was very probably in fact the engraving by Robert
Strange after the picture by Poussin who quite correctly depicted the figure
of Pleasure wearing sandals. This motive, as Panofsky has shown, derives from
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the version of the story told by Philostratus in his Life of Apollonius of 7yana,
of which a much read Latin translation was first published in lyons. Unlike
his predecessors, Philostratus conceived Virtue not as a beautiful goddess but
as mean and poverty-stricken in appearance (aspectu horrida, macie quoque et
squalore confecta) and specifically states that in contrast to Pleasure who wore
"golden sandals," she dragged herself along on "bare feet" (nudis autem pedibus).
The copyist has plainly borrowed this motive without understanding its
significance and thus misapplied it.
Up till now the Ingram family papers preserved in the archives of the City

Library have yielded no clue as to how or when the painting by Matteis
entered the Temple Newsam collection. It is possible that the Shaftesbury
papers preserved in the Record Office contain some information about its
subsequent history.
It will be exhibited with the acquisitions of the year along with one or two

other cleaned pictures from Lord Halifax's gift.

THE CAMDEN TOWN GROUP [conanued from Page 22]

Bayes'alms is a study in free caligraphic style with delicate pale touches of
coloured chalks to conjure up the atmospheric colour. Lamb's drawing of the
head of a Bretton Peasant is typical in its strong emphasis on structure in planes
and in the simple but beautifully expressive silhouette.
Wyndham Lewis seems strangely isolated in this company and we have it

on the authority of Ginner that it was Gilman's adamant support that over-
came all opposition to his election. Sickert, too, was quick in appreciating the
forceful and incisive quality of his drawings. No account ofWyndham

Lewis'tatureas an artist could be given without reference to the years that followed
the span of this group. Since he had only reached his twenty-fourth year
when he was elected, it would seem more just to leave his work for a later
appraisal.
It can be claimed with ample justification that the Camden Town Group

of painters has had an influence on English painting more potent than any
since the beginning of the century in establishing a clear channel for the
transfusion of Post-Impressionist principles and vitality into the central
tradition. The Leeds collections are enriched by the power, integrity and
beauty of their works.
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THE LEICESTER GALLERIES
LEICESTER SQUARE:: LONDON
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"IN PARIS NOW"—Works by living French EDWARD BAWDEN—Recent Water-colours
Artists The MICHAEL SADLER CollectionDORA GORDINE—Recent Sculpture
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The Art CoHection of Sir W. ROTHENSTEINALFRED STEVENS—150 Drawings
The HUGH BLAKER Collection
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