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Autumn Issue

CONTENTS
EDITORIAL

WHERE THERE S A WILL

DRAWINGS BY WILSON) GAINSBOROUGH AND CONSTABLE

THE CALENDAR 14—15

COST OF CALEiVDAR
Since the publication of the first issue of the Leeds Arts Calendar in the summer

of 1947 the cost of production has been constantly increasing. The price of
one-and-sixpence then fixed represented only the bare cost of production
without any margin of profit. This was made possible by the help and
co-operation of the late Mr. Edmund Arnold whose generous contribution has
happily been continued by his son, Mr. Martin Arnold.

Even with that generous assistance, a publication of this quality with so
small a circulation, can only exist with the help of generous subsidies which
have been made by the Leeds Art Collections Fund and the Leeds Corporation
in their desire to continue the Calendar at its present high standard.
It has been felt for some time that the price should be increased to bear

some closer relationship to the cost of its production and relieve to some extent
the amount of the subsidies. Now the decision has been taken to charge two-
and-sixpence per copy starting with the next issue.
We sincerely hope that present subscribers will realize the inevitability of this

increase and continue their support in order that the standard of this publica-
tion can be maintained.

ART GALLERY LECTURES
We should like to call the attention of our local subscribers to the series of

lectures being held in the City Art Gallery which has been organized by the
College of Art. This is an attempt to establish the co-operation with the
College which we have so long desired, and to fulfil a need of which we are
constantly being reminded by our supporters.
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Where there's a Will

7his contribution, which is, of course, entirely fIctitious, may be useful in drawing
attention to certain points in connection with death duties which may be of interest to some

of our readers. Obviously it is not intended to give a complete and reasoned statement of
the position and no responsibility can be accepted for the accuracy of the opinions expressed,
upon which professional advice should always be sought.

Dear Sam,
You may remember that a year or so ago I told you that I had just heard

I was the residuary legatee of an old bachelor uncle and you asked me to let
you know how it worked out.

Well, it's quite a romantic story and I think it will be specially interesting
to you, now that you are becoming a collector on a fairly large scale.
At first, the solicitor told me that the old man had dipped into his capital,

or possibly lost a good deal of it, since he made his Will a very long time ago
and that there would probably be nothing for yours truly at all. He told me
that, so far as he could find out, the investments and cash capital of the estate
would be about $80,000 (in the end this proved a pretty accurate estimate)
but that the duties would not leave nearly enough to cover the legacies;
$50,000 was given to my uncle's old School, various "Cats'omes," etc.,
besides a gift of some apparently valuable books, etc., to the University Library.
That was, however, before we examined his house and in due course I went
down and looked over it with the solicitor, who was quite a knowledgeable
chap in more ways than one.
The old man was a bachelor and had been more or less "batty" for a long

tirr,e; hardly anyone had been into the house for forty or fifty years: indeed,
it must be that long since I last saw him as a child. Well, the house was quite
fantastic, just like Miss Havisham's in Great Expectations quite filthy with
cobwebs all over everything; it was a most extraordinary jumble of stuff, with
"Victoriana" mixed up with some furniture and other things, which had
clearly been there for generations, and there were some obviously good pictures,
which I didn't attempt to identify at the time. However, it was obvious that
there was some good stuff there and that we should ask the best chap in the
district to do a valuation. I heard afterwards that he had thought it necessary
to get in experts on some of the stuff he found.
It appears that the old man's father had himself been an art student in

Paris for a few years in the 1860's and had picked up some Barbizon School
pictures. My uncle himself in his early years had been a considerable collector
of English china and rare books. We recognized at once some Chelsea and
Longton Hall figures.
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WEEDS, No. 1 RICHARD WILSON

A few weeks afterwards I got a telephone call that the valuation had come
out at the astonishing figure of over $35,000 and I had visions of picking up
some lovely pictures and furniture. However, I worked it out that this would
probably raise the rate of duty on the whole estate, so that the stuff would
have to be sold and even it it did realize that amount there would be practically
nothing left for me, although the fortunate legatees might get their legacies in
full.
However, the solicitor rang me up and explained that he didn't think the

position was anything like as bad as that, as it was obviously a case in which
some relief for death duty purposes could be obtained on the ground that the
collection included some works of art of national, scientific or historical interest.
It appears that this is a discretion exercised by the Treasury and that you
cannot fight it in court but, on the other hand, they are being fairly reasonable
about it now. Apparently the rough test is whether a particular thing or a
collection of special interest would be accepted by one of the national collections
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or museums on the assumption that they had not already got a specimen and
also that it must be sufficiently uncommon or interesting to command a place
in a collection of that standing. Obviously that means that the thing must
be of undoubted authenticity and of outstanding quality, but the value as such
is not really material.

Anyway, we got out a list covering the pictures which we thought might
come up to this test, and the best bits of the furniture and the collection of
china there were quite a few pieces of Chelsea Gold Anchor, including a
complete set of The Muses and the application was put in. A fellow from the
Victoria and Albert went down to look at the furniture and china, and someone
from the National Gallery to look at the pictures. With regard to the books,
I believe these were referred to the British Museum, but as there was a complete
description of them and the University Library had accepted them with
enthusiasm, I don't think they thought it necessary to go any further and the
application was allowed straightaway. Apparently they didn't agree with one
or two of the pictures and items of furniture which we applied for, but they
told us the rest of it would be allowed. The Barbizon pictures were obviously
up to standard but I was rather surprised that some of the other things were
approved —some of the china and pieces of furniture were valued at quite a
modest figure and were things which a knowledgeable collector might expect
to pick up through ordinary channels without having to spend a fortune.
With regard to the books and other odd things which had been given to the

University Library in the Will, there was a complete remission of duty, and
the value of the items was not included in the estate for ascertaining the rate
of duty on the rest of the

estate.'e

had a sale of all the stuff that had not been approved by the Treasury.
It was very successful and realized a total of about $15,000, very much on the
lines of the figures put in by the valuers, but I was faced with a very consider-
able problem as to what to do with the approved "works of art". Obviously
I hadn't room for the whole lot and my first idea was to sell what I did not
want in the course of winding up the estate, but the solicitor explained to me
that any further sale in that way would raise the estate above the $100,000
mark where the rate of duty rises from forty per cent to fifty per cent so that in
spite of a frightfully complicated business known as "marginal relief" it looked
as though whatever was realized would go straight to the Revenue and I
shouldn't get any benefit.
It appears that as long as the things are enjoyed in kind by beneficiaries

under the Will, or their descendants, they will be exempt from duty, but as
soon as they are sold the beneficiary who got them has to pay duty on

them,'lthoughI don't think any difficulty about marginal relief would arise. If you
keep them on the basis of claiming the exemption from duty you have to
give various undertakings to the Treasury particularly that the articles won'
leave the United Kingdom, that they will be properly preserved and that the
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WILTON HOUSE, No. 6 RICHARD WILSON

Treasury will have the right to periodical examination and access for special
purposes, but there is no need to allow access to the public.4
So I was in a real difficulty to know what to do, especially as I may have

to find in the not very distant future a few thousands in cash which I had
hoped might come from this estate.
A friend of mine, who is an official of the FitzGeorge and has his finger in

a lot of the art galleries as well as his own, was dining with me one night and
he produced a very useful suggestion, namely, that I should take over all the
approved stuff and later on I could sell as many of the articles as I did not
want to any museums and galleries which would take them. You know that
he has a jolly good thing in connection with his own gallery, known as the
Art Collections Fund, and he felt that his committee, plus this fund, would be
able to finance the particular things that he wanted for his own collections
and he thought he could make similar arrangements with some of the others,
including the National Art Collections Fund, although I probably should not
get a fat price for them.
It appears that articles of this sort which have been approved as being works

of art of national importance, if they are afterwards sold to national or
municipal bodies, universities, etc., are still completely exempt from

duty.'n

the end, the cash part of the estate worked out something like this:
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Remainder of the estate
Chattels sold at auction

Duties ..
Legacies
Debts, costs, fees, etc.

80,000
15,000
$95,000
42,750
50,000
2,250

$95,000
So that I am left with no cash but I get the works of art which I shall

probably sell to the art galleries and which should bring in about $10,000 for
me, whilst I have improved my own collection, subject of course to the under-
takings and to the possibility of paying duty if I ever sell, by some really lovely
things of a present value of about $10,000.
You must come and look at them as soon as you can. Anyway, I think this

is enough to make you interested in this business of relief from duty on works
of art, and I feel sure you will be able to make some use of it in connection
with some of the items in your own collection.
In my uncle's case the figures were pretty large but with the present rates

of duty any relief is, I suppose, very welcome.
Yours ever,

SANDY.
'inance Act 1894, Section 15 (2).
'- Finance Act 1930, Section 40 (1).
'inance Act 1930, Section 40 (2).

4 Finance Act 1950, Section 48.
s Finance Act. 1930, Section 40 (2) Proviso.

CORRESPONDENCE
Sir,
Referring to the article on "Some Amateur Draughtsmen", and in particular

to page 19 in the Galendar for the Summer of 1956.
There has been no member of the Gisburn family of Lister with an initial"W" since 1650, so that family must be ruled out.
Thomas Lister (1790—circa 1832), the second Lord Ribblesdale, was an

amateur draughtsman of considerable skill. I have in my collection here a
number of his drawings, plain and in colour, including two done by him when
five years old. He was a pupil of the younger Reinagle, and also of Barker of
Bath. He took Reinagle abroad on the Grand Tour, after leaving Oxford, and
I have several of his letters in connection with that visit and also from Reinagle
as to his progress in the art. I am, Sir,

Yours faithfully,
H. L. BRADFER-LAwRENCE.
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Drawings by
Wilson, Gainsborough and Constable

The group of watercolours and drawings to be exhibited this quarter com-
prises examples of the work of some of the most famous artists in the English
school of landscape painting Wilson, Gainsborough and Constable. They
make an exhibition of remarkable unity. This, I think, is true in spite of the
fact that the drawings shown cover a period of about eighty years at a time
when English landscape painting reached its apogee and underwent a most
rapid evolution and, aLso, in spite of the f'act that the four artists used the
mediums of drawing and watercolour for very different purposes.

ITALIAN LANDSCAPE, No. 5 RICHARD WILSON
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Several separate sets of rules, each with variations, were used in landscape
painting in the eighteenth century, and the one that Richard Wilson followed
mostly was the Italian. By far the bulk ofWilson's drawings are of Italian sub-
jects and of these a large number were in fact executed in Italy. This is a curious
fact considering that only a small part of his active life, about seven years, was
spent there. He was thirty-six, a fairly successful portrait painter who had done
some landscapes, when he set out for Venice in 1750, and yet only one or two
portraits have survived of the drawings he did up to this date. In the next
seven years he travelled about Italy collecting material both important
themes and insignificant details—for much of the rest of his life's work. When
he came back, probably in 1757, he evidently hoped to cash in on his Italian
researches, but he was to a certain extent disappointed. Back in England he
did a number of drawings mainly for particular paintings. Mr. Brinsley Ford
said that about twelve were known to him when he wrote his excellent book
on Wilson's drawings which is a general reference for the notes about this
artist in the present Calendar. These would be mainly drawings for a particular
purpose, often a gentleman's seat like the Uiew of Wilton (No. 6). That Wilson
was not more successful in selling his drawings of Italian subjects when he got
back to England must have been due in part to the fact that people buy their
souvenirs on the spot, their postcards of the Eiffel Tower in Paris, for example.
Many ofWilson's drawings and paintings were souvenirs to the extent that they
represented some of the best known views ofRome, the Campagna, and Naples,
Albano, the Torre delle Grotte, Tivoli and so on, while others are more or less
precisely located stimuli for the antique mood and were sold to people who
made the Grand Tour. Views of the Tiber, of ruins, umbrella pines and calm
lakes. In fact, of the paintings illustrated by Mr. Constable in his monograph
on Wilson which I take to be a very good sample of what exists by Wilson and
even of his total executed ceuvre, there arc almost three times as many Italian
views and subject pieces as English.
Of the drawings in this collection only one has a certainly identified and

specific subject, and that is an English drawing, the view of Wilton House.
Of the others one is a study at close quarters of a group of weeds including
large burdock leaves and grasses. A very similar drawing is illustrated by Ford,
plate 12, who says (p. 26) that it, and no doubt also ours, was probably made
in the grounds of the Villa Negroni about 1752. He also says that such studies
of plants that still exist do not seem to have been used directly in paintings.
This may be either because he painted these details out of a practised imagina-
tion or because the ones he used were worn and tom while those that were
quickly given to collectors survived.
It is interesting to compare this drawing with the remarkably similar

Gainsborough illustrated by Mary Woodall (pl. 38) and with the Constable
drawing (Key, Constable, pl. 122). The likeness between the first two is very
great but the differences are also striking. Wilson had a tendency to reduce
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RETURNING FROM MARKET, No. 10 THOMAS GAINSBOROUGH

things to soft knobbly flattish shapes while Gainsborough in his drawing
always emphasized the diagonal strokes of his hatching. The difference is of
course most obvious where the artists are more or less filling in for, while the
convolutions of the burdock leaf impose a natural rococo line, the hand of the
artist is freer in the background where Wilson draws his foliage as a series
of separate loops while Gainsborough draws with his showers of lines and rapid
zig-zags. Both drew in terms of light and shade rather than of outline, but while
Wilson applies his dark and light in one or two shades only. reinforced by an
outline which varies not only in weight but enormously in thickness, Gains-
borough and even more Constable use a wide range of shading equivalent to
that of a figure draughtsman and a much more conventional type of outline.
It is clear, however, that Wilson often put the masses of shading in first and

superimposed the structure. An example is the small composition No. 4. It
would be rather difficult to do this in the case of close study like the leaves or
a more topographical exercise like the tower, No. 3, or even when working
quickly on the site and so, in the weeds and in No. 2 as in many of such
drawings, Wilson seems to have begun with a tangle of lines, to have fixed
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them in space with a few simple masses of tone and then to have added
individuating marks in stronger strokes that fix the shapes and supply the
details. This is of course to simplify, but it was obviously part of Wilson's
intention to be methodical, and in his painting it is just the method rather
than any particular use of colour or composition that gives a certainty and
ease to his landscapes, a sort of classicism unparelleled in English landscape
painting. The purposes of this convention was to make the composition clear
and above all to render the distance in space for each layer, each range of
hills or screen of trees, as it was further distant would be cooler in colour and
less emphatically detailed. This convention of painting air was so strong in
Wilson that it seems already to affect the drawing of Admiral Smith (Ford,
pl. 16) made before Wilson left for Italy, which has the flattened effect of
something seen at a great distance or through an old looking-glass.

On the 7iber may be taken as an example of a sketch done on the spot with
its tangle of lines and few simple areas of shade, a study of effect and composition
rather than of detail. No. 3, the Round Tower, on the other hand, is a much
more detailed drawing, the nearest thing in this collection, on a very small
scale, to the famous Dartmouth drawings which like Wilson's finished
paintings have both detail and effect. The two Italian views to not bear the
stamp of having been done from nature. They seem to be a simple assembly of
the sort of things Wilson put into his pictures, even those that were essentially
topographical, to classicize the composition, especially the ubiquitous stone
pines, the small groups of figures, boulders, curving edges of lakes and distant
mountains. In so far as anything so routine can be a cappriccio I think these
are cappriccios, the systematic compilation of items designed to evoke thoughts
of the Campagna, of Vergil and of ancient Rome, or of rich and educated
Englishmen and culture-seeking artists on the grand tour.
The View of Wilton is the most complete drawing in this collection, the

only one securely identified and from which a painting has been executed
(Constable, pl. 58). As a topographical work it is very far from a simple record
of a view. It was not, of course, Wilson's invention to show the house obliquely
in the distance part of a larger landscape, but it is more personal that he
should emphasize the atmosphere so that the details should vanish and that he
should make the river look as much like an Italian lake as possible by the
choice of trees and dark shadows. The differences between the drawing and
the painting are in the trees on the left which have been straightened out in
the painting, and in the addition of a man fishing and an umbrella held by
one of the main groups of figures. There is a difference too in the whole
composition in that the artist has increased the vertical dimension by about
a third in the painting but has been unable to control the perspective of
the house while doing so, so that it has become strangely tilted. The purpose
was no doubt partly to get the composition into a normal picture shape but
also because Wilson, in contrast with his great predecessor Claude, was
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MEETING OF THE STREAMS, No. 12 THOMAS GAINSBOROUGH

evidently anxious to avoid any great emphasis on the horizontal and, on the
contrary, composed with sweeping curves and oblique lines. This is made
very clear by comparing the horizon of trees in the left distance and the edge
of the lake in the foreground in the drawing and the painting illustrated by
Constable. It is also interesting that Wilson has drawn attention away from
the house in the painting by moving the groups of figures and by silhouetting
them and the umbrella which he has given to the one on the left against the
most brightly lit patch of water.

Like Wilson, Gainsborough, though primarily a painter, made drawings
for their own sake and even occasionally sold them or gave them away.
Indeed, the majority of Gainsborough's drawings are not directly related to
a painting and this is not surprising because the drawings, I mean those that
were fully finished not those which, like No. 9, Returning from Ghurch, are bare
sketches and may have been done either for a painting or for a drawing, are
of almost equal status with the paintings and both were done primarily for the
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ARTS CAI.

LEEDS CITY ART GALLERY
OPEN DAILY 10.30 to 6.30; SUNDAYS 2.30 to 5.0

NOVEMBER 3 to 18 SCHOOL OF ARCHITECTURE EXHIBITION
Exhibition of work by students and masters

NOVEMBER 24 to
DECEMBER 15

NOVEMBER 27 to
DECEMBER 9

DECEMBER 15 to
JANUARY 7

JANUARY 26 to
MARCH 9

WYNDHAM LEWIS AND THE VORTICISTS
An exhibition, circulated by the Arts Council, comprising nearly
two hundred works by Wyndham Lewis and other Vorticists.

PAINTING AND SCULPTURE BY
JEWISH ARTISTS

An exhibition organized in connection with the celebration of the
Tercentenary of the readmission of Jews into England.

LEEDS FINE ARTS CLUB
Annual exhibition of members'ork

YORKSHIRE ARTISTS'XHIBITION
The biennial exhibition open to all artists born, resident or trained
in the county.

Lectures
MODERN ART TODAY AND TOMORROW

A series of twelve public lectures organized by the Leeds College of
Art illustrating the tendency towards abstraction and construction
in modern painting, sculpture and architecture will be given by
Mr. Maurice de Sausmarez and Mr. David Lewis on the following
evenings at 8 p.m. Admission I/-.

14th November, 1956
21st November, 1956
28th November, 1956
5th December, 1956
12th December, 1956
23rd January, 1957

TEMPLE NEWSAM HOUSE
OPEN DAILY, INCLUDING SUNDAYS, 11.30a.m. to Dusk

MARCH 23 to
APRIL 23 TWO CENTURIES OF CHINTZ

An exhibition borrowed from the Victoria and Albert Museum
collection.

Special Announcement
YORKSHIRE ARTISTS'XHIBITION
The closing date for entries for the above exhibition is January 12th.
Entry forms may be obtained by applying to the Director, Temple
Newsam House, Leeds.
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.ENDAR

SOME NOTABLE EVENTS IN YORKSHIRE GALLERIES
NOVEMBER 1956—JANUARY 1957

Arts Council Exhibitions
Arts Council Collection of Oil Paintings
Norwegian Prints
Samuel Palmer and his circle

Sheffield
Scarborough
Wakefield

Nov. 10 to Dec. I

Dec. 3 to Dec. 22
Dec. 29 to Jan. 19

Arts Council Film Shows
Huddersfield
Sheffield
Hull
Doncaster

November 7
8
10
13

Art Exhibitions Bureau
Selection from Royal Academy 1956
Looking at People
New English Art Club 1956 (selection)

Huddersfield
Scarborough
Hull

Nov. 24 to Dec. 29
Jan. 19 to Feb. 16
Jan. 26 to Feb. 25

Other Exhibitions
Huddersfield Art Society
Commercial and Industrial Photographs from Institute of British

Photography
Early English Watercolours (V. & A.)
Contemporary French Prints (V. & A.)
Sheffield College of Art Students'ketch Club
West Riding Artists'xhibition
Wm. Ohly Memorial Exhibition of Drawings and Sculpture
Sheffield Society of Artists
Development of the Christmas Card
Heeley Art Club
Contemporary Lino and Woodcuts (V. & A.)
Sheffield Women's Art Group
Wakefield Photographic Society

Huddersfield

Harrogate
Scarborough
Sheffield
Sheffield
Wakefield
Hull
Sheffield
Hull
Sheffield
Harrogate
Sheffield
Wakefield

to Nov. 17

to Nov. 25
Nov. I to Nov. 21
Nov. I to Nov. 21
Nov. 3 to Nov. 25
Nov. 10 to Dec. 23
Nov. 17 to Dec. 15
Nov. 17 to Dec. 16
Nov. 17 to Dec. 29
Nov. 24 to Dec. 23
Dec. I to Dec. 22
Dec. 5 to Jan. I
Jan. 26 to Feb. 9

Lectures
Series of three lectures on English Taste by Miss Stella Mary Pearce
'J. M. W. Turner'y Miss Helen Kapp
'Design in the Theatre To-day'y Miss Stella Mary Pearce
'Some Recent Trends in Architecture'y Denys Lasdun, F.R.I.B.A.
'Narration and Idea'y J. M. Jacob
'A Broken Window in Doncaster'y D. L. Dorm, A.R.C.A.
Design and Accident in Modern Art'y Peter Carey, A.T.D., A.M.A.

Scarborough
Sheffield
Scarborough
Wakefield
Wakefield
Doncaster
Wakefield

Nov. 8, 15 and 22
November 22
November 29
November 29
December 13
December 13
January 10
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artist's own pleasure and did not often find a buyer. Unlike Wilson, Gains-
borough in his maturity did not often draw scenes from nature in any very
specific sense but composed scenes sometimes using groups of "broken stones,
dried herbs and pieces of looking-glass" as his motif and often probably just
his imagination especially in his later drawings which Edwards, as early as
1808 calls "Romantic." He did however use the camera oscura though for
what purpose I do not know. His drawings, therefore, in contrast with those of
Wilson and even those of Constable, are in no sense "material" for his paintings,
although occasionally he did a painting after a drawing. They are exercises in,
or evocations of a mood. Barring the theory that specific forms and colours
provoke specific emotions it is clear that an imaginary drawing cannot appeal
to the feelings without a strong convention of expression. In Gainsborough's case
this convention was the picturesque, the theory of charming disorder and
variety that has been alluded to so many times in the pages of the Calendar.
Gainsborough as a landscapist was very pure in his use of the picturesque:

in his use of cows, cottages, small bushy trees, rough rocks, hilly ground, small
streams and rivers and medium sized mountains. He avoided the tall trees
and wide plains of the "Beautiful" and the high mountains and dramatic
of the "Sublime." He therefore comes between say Wilson and J. R. Cozens
and contented himself with the small scale things that, through poets like
Thompson and Gray, were beginning to become poetic and desirable. There
is always at least one person, a domestic animal or a house quite near in a
Gainsborough landscape, no vast mountains, no open moors and, of course,
no towns. Gainsborough appeals to our love of mild country, to our belief,
which I am sure is still quite usual, that only farmers are real people, but the
means he uses are the same as those he used in his most sophisticated portraits.
These include an extraordinary gift for the use of warm and cool colours,
rivalling that of the greatest masters in this respect, Rubens above all and
Titian, and for dark and light. This painterly gift is very rare in England.
Such great painters as Hogarth and Reynolds almost completely lacked it.
In Returning from Market a whole gamut of warm and cool tones has been
established between the brown of the cow which is watered down into the
yellow of the path and warmish black of the tree trunk and horse which is
diluted to the warm grey of the clouds. These two colours and their tints are
so laid on together, beside, over and under each other that they convey
perfectly the warm light of an autumn evening, the colours of the trees, cart
track, people and beasts. Notice, too, how in the Timber Waggon (No. 13) the
only patches of colour, a delicate pink and brown on the cart track, seem to
make a coloured drawing of the whole. They establish the blue of the paper as
a significant colour so that it ceases to be a mere middle tint like that of
Wilson's drawings. Similarly the white chalk heightening of the "Meeting of
the Streams" is sometimes faintly coloured with pink lighting up the sky and
the foaming water. A description of this technique was given by Edwards in
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A HILLY LANDSCAPE, No. 17 THQMAs CAINsBoRQUOH

1808: 'These were executed by a process rather capricious, truly deserving the
epithet bestowed upon them by a witty lady who called them "moppings."
Many of these were in black and white, which colours were applied in the
following manner: a small bit of sponge tied to a stick served as a pencil for
the shadows, and a small piece of whiting held by a pair of tongs was the

>1instrument by which the high lights v ere applied...
The Shepherd and his Flock is drawn on white paper with pure black and grey

ink and white chalk and yet here again colour seems to make itself visible for
the white is bluer than the paper and the grey mixed of black and white is
bluer than the grey which is just black watered down; the sky is made to look
blue by putting grey on the white paper and then painting white on top, the
bushes look cooler because the mixed grey is put over the washed grey whi eh'l

the rocks look warmer because they have been done the other way about.
Detail has been given to the middle distance by superimposing strokes of the
pen so that it is made to seem brightly lit without contrasts of tone while the
foreground is detailed by strong strokes of the brush. As always with Gains-
borough the actual means of execution make clear the composition while in
Wilson the composition is predetermined by a heirarchy of tones against which
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the details stand out. This drawing is related by Miss WoodalP to the drawings
given to Lord Bateman of about 1770 but in the exaggerated almost unreal
light it seems nearer to the drawings of cattle watering, Woodall plates 71—3,
which she believes to be of the early London period, that is, after 1774. The
style of some of Gainsborough's etchings is also very similar, but these are
undated and were published after the artist's death.
The two drawings, Pastoral Scene and Mountainous Landscape, are certainly of

the London period and are remarkably similar in composition. They are,
however, tUfferent in treatment. The Pastoral Scene has been unevenly
embrowned with varnish but it can never have been as colourful as the latter,
which must be contemporary with the artist's late most colourful landscapes,
which are equally cool in tone, and must therefore be some years earlier than
it. The rhythm of these later works is quite different from that of the earlier
ones which are often dominated by a rain of strokes of the brush upwards or
downwards. In 7he Shepherd (No. 15) the upward rhythm of the two woodland
scenes is still maintained but in the later drawings the rhythm has changed
to an undulating or circular one, much more like that of Rubens. The question
of rhythm in Gainsborough's drawings is an important one for by it he secures
the generalization that Wilson secures by units of tone. It can be seen in his
earliest drawings, where the detail is strongly marked, as parallel lines giving
the shading and filling in the less important parts. Slowly it dominates the
foliage and ground until it rules the whole setting as in 7he Meeting of the
Streams and the famous painting The Market Cart. Finally in the last years the
sweep of the landscape itself in turn dominates the rhythm of the strokes and
with this goes a change in the type of landscape favoured. In the beginning
it is a Dutch type with some open flattish land in the foreground and groups
or screens of trees. In the middle period rocks and trees often fill the whole
picture at close quarters and the land is steeply sloped or at least, as in Returning
from Market, the visual distance is small. In the late period the distance increases
again so that the foreground of the Mountainous Landscape is some hundreds of
yards away and the middle part of the picture correspondingly far. This is, of
course a crude generalization but it does seem significant and there are not too
many exceptions. It is paralleled in his oil-colour landscapes, of course, but
more surprisingly in his portraits which in their painted backgrounds follow the
same progress more or less as the pure landscapes. Portraiture as a whole is an
art of the close-up, but Gainsborough's early works often show the sitter seated
in a landscape and obviously at some distance. In the Bath period they fill the
canvas, and that was normal, but occasionally in later life he made a portrait
with a much more obvious sense of distance as that of the Duke and Duchess
of Cumberland walking in the Park (c.1787).

Constable's intention in drawing was exactly the opposite of that of Gains-
borough. His drawings are almost all studies from nature and even when not
done on the spot as, I imagine, the 7ree at Helmingham was not, they are clearly
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BORROWDALE, No. 20 JOHN CONSTABLE

based directly on sketches from nature. Wilson also drew from nature but he
worked so as to impose upon the evocative motifs that he selected an equally
evocative order and atmosphere. Constable also chose evocative motifs but
since they were not supposed to call out the poetry of Virgil but rather, say,
that of Wordsworth, the motifs are very different, and, since the bland
atmosphere of Claude and such clarity of composition are not appropriate to
the mood of this evocation, he chose another, or rather was forced into another.
Equivalent to the (relatively) commonplace words and freer metres of the
nature poets is Constable's much more direct brushwork, less conventionalized
colour and simpler composition. This is all the more the case in the sketches
of the two artists, for while Wilson drew to establish a composition (in accord-
ance with the rules more or less) to locate a few details and to work out a
suitable atmosphere which would be superimposed and was a convention,
Constable with his need for the direct impact of nature sought for many more
things: the momentary state of the light and atmosphere, the fortuitous shapes
of the clouds, the variations of colours with the weather and by contrast with
each other, for example, and all these things are found in his drawings where
they were noted for use in paintings. The drawings are, therefore, correspond-
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ingly various in type. Among the drawings at Leeds the Tree at Helmingham is
identical to the right half of the painting 7 he Dell at Helmingham. It is apparently
on a slightly larger scale that the largest executed painting of this subject,
which was painted in the years 1826 to 1830, but it's purpose is hard to
imagine. The painting was done on the basis of sketches probably made in
1800 when Constable was working in Helmingham Park, which belonged to
the Countess of Dysart and was not far from the artist's home. Leslie quotes
him saying, "I am quite alone among the oaks and solitudes of HelminghamPark... I have made one or two drawings that may be useful." Leslie owned
some of these in black and white. But the Leeds watercolour is too large to be
a sketch and it is most unlike Constable to do a full-sized watercolour study
or cartoon he invariably did these in oil, although this may be an exception.
Perhaps it is a drawing done for its own sake.

Borrowdale is a full-blown composition or rather view, because it is almost
completely discomposed. It is typical of the artist in that no idea of nature or
of representation beyond the bare idiom of perspective and tone, the same as
that of the camera, has been called into the picture. There is no scheme of
tonal recession, no particular balance of rhythm the mountains are allowed
to form or dissolve themselves according to the play of light or shadow upon
them. In the other Lake District study, Eskhaus, this has been carried to an
extreme at which the mass of'he land is no longer felt, only the glow of light
and the depth of shadow. AUilson carefully disciplined nature into a picture,
Gainsborough began and ended with the picture, but Constable here
approaches to a perfectly passive vision although at a second glance we notice
the high form on the right of the picture, further away the lower form on the
left, then further away again the second mountain on the right—a perfect
Claudian construction. Constable did not much like the solitude of the moun-
tains in the Lake District where he was sent by his uncle in 1806.
Constable's studies of clouds are famous. They are not scientific to the extent

that he made no attempt to distinguish the various kinds except to the extent
that they differed visually at the moment of drawing; nevertheless, the fact
that he often labelled them with a complete date, time of day and type of
weather suggests that he was not interested in them only for compositional or
expressive purposes but that he wanted to get them right.
The Ui.ew of Cromer i» one of the more topographical of Constable's drawings

and is the only evidence that Constable worked in Cromer. Again it is almost
without composition except that the most interesting details are in the middle.
An interesting feature ol the drawing is that the horizon is drawn with a ruler.
The drawing of Salisbury Cathedral is typical of Constable's fully coloured
watercolours but would have been quite exceptional among a group of drawings
by his contemporaries. Not only is it more freshly and brilliantly tinted but the
strong colours are applied wherever they may be needed in the foreground,
middle distance and distance without respect to the convention of "keeping"
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SALISBURY, Xo. 23 JOHN CONSTABLE

or atmosphere painting normal to Wilson and most earlier painters. The
sketch of rushes was apparently done to instruct the engraver Lucas who was
doing a series ol rather poor mezzotints after Constable's paintings, for they
appear on a minute scale in the foreground of a view of Salisbury Cathedral.
They are almost unique in his work for they seem almost Chinese in the
elegance of the pencil stroke, for Constable appears generally to have ignored
the possibilities of rhythmic drawing. Finally the small pencil sketches, like
that of the Mill, are moving because although they are rather cottagy in
subject matter, sentiment is avoided in the execution and left only to the choice
itself of the subject. They seem very close to the productions ol the Barbizon
school in France.

'dtoards .anecdotes of Painters, p. 8.
'-'ainsborougrh's Landsca/re Dratoings, an excellent book which git es a catalogue of Cainsborough's

drawings known to the author at the time (1939).
s Stirling Edn. p. 16.
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RICHARD WILSON (1714—1782)

WEEDs, recto: a clump of plants including burdock and grasses.
Verso: roof tops (unfinished).
Black and white chalk on brown paper; 9z X 8 in.
29.55/38.
Prov.: Capt. Richard Ford (Christies, June 19th, 1929, prob. lot 16).
This drawing, like No. 2, may have been in the William Lock sale of May 3rd,
1821 possibly in lots 390 or 397.

THE BANKs oF THE TIBER men and animals on the banks of a river. Part of a
ruined bridge r.
Black chalk heightened with white on brown paper; 10<X8 in.
Inscr.: Verso: in black chalk, Banks of ye Tiber and in a later hand, Richard
Wilson/Ford Collection.
13.259/53.
Prov.: Capt. Richard Ford (Christies, June 19th, 1929, perhaps lot 16); Agnes
and Norman Lupton who bequeathed it to Leeds, 1953.
The first inscription on the verso is almost certainly in the artist's hand. Probably
sold at Christies on June 19th, 1929, and called "River Scene".

ITALIAN LANDscAPE a cluster of buildings round a tower on a wooded hill-side.
Black lead on blue paper; 5st X 74 in.
13.258/53.
Prov.: Paul Sandby (collector's mark in lower 1. corner); Herbert Horne;
Edward Marsh; Agnes and Norman Lupton who bequeathed it to Leeds, 1953.

LANDscAPE, two figures standing under a pine tree with a building in the
distance.
Black lead and grey wash heightened with white; 3$ X 5f, in.
13.256/53.
Prov.: Nathaniel Hone (collector's mark in lower r. corner); Agnes and Norman
Lupton who bequeathed it to Leeds, 1953.

ITALIAN LANDscAPE, with trees, water, distant buildings and hills.
Black lead and grey wash with white on blue paper; (much rubbed); 5 X6< in.
13.257/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.

WILTQN HQUsE seen across the lake with three figures in the foreground, the
house to the r. and the Palladian bridge in the centre.
Black chalk on grey paper; 9S7 X 15~s in.
13.262/53.
Prov.: P. M. Turner; Agnes and Norman Lupton who bequeathed it to Leeds,
1953.
Bibl.: B. Ford: The Drawings of Richard Wilson, p. 62, No. 73; W. G. Constable:
Richard Wilson, pl. 58 and pp. 88, 111 and 189.
A small hole has been repaired. From this drawing Wilson made the oil sketch
from which he painted the large canvas of Wilton House from the South East,
both in the possession of the Earl of Pembroke.
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ITALIAN HELL VILLAGE, above a stream.
Black lead and white chalk on blue paper; 10$ x 13 in.
13.261/53.
Prov.: Mr. A. Morrison (Sold Sothebys, 1946, lot 121); Agnes and Norman
Lupton who bequeathed it to Leeds, 1953.
When this drawing was treated for foxing by R. S. Finberg in 1946 the gassing
removed all but a faint trace of the chalk which was restored by Mr. Lupton
working from his notes.

THE FLtGHT tNTo EGYFT, the Holy Family, the Virgin carrying the Child
mounted on a mule, followed by St. Joseph on foot, passing through a wood.
Black chalk and grey wash heightened with white on grey paper; 10„' 13s in.
13.260/53.
Prov.: J. M. W. Turner; Mallord Turner; L. G. Duke; Agnes and Norman
Lupton who bequeathed it to Leeds, 1953.
Religious subjects by Wilson are extremely rare and the style of this one is crude
and unlike anything I have seen by him.

9

10

11

12

THOMAS GAINSBOROUGH (1727—1788)
RETURNING FRQM CHURGH, a group of men and women, one of whom rides a
donkey, walking away from a church, r.
Black lead; 7g 0<94 in.
13.107/53.
Prov.: Arthur Morrison (Sold Sotheby's, 19th March, 1946, lot 51). Agnes and
Norman Lupton who bequeathed it to Leeds, 1953.
RETURNING FRQM MARKET two figures on horseback in a lane with a dog and
cows 1., trees r.
Black lead and watercolour; 72 x 9~ in.
10.1/35.
Prov.: Earl Horne; purchased Leeds Art Collections Fund 1935.
BibL: Mary Woodall Gainsborough's LandscaPe Dratvings No. 78 and p. 50, pl. 49:
Catalogue of L.A.C.F. Exhibition 1949, No. 52.
Study for painting at Holloway College, c.1769.
FARM CART AND FIGUREs) on a shaded road. A man on the cart and woman
standing by the lane.
Black lead and watercolour; 9~ x 12< in.
13.110/53.
Prov.: Com. H. S. Palmer (Sold Christies, 11th December, 1933, lot 183);
Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
BibL: Woodall, No. 218.
A version of this in black chalk was exhibited at the Walker Gallery in June
1939, entitled Weston Lane, Lansdotvne, Bath, and a related landscape at
Cincinnati 1930 cat. No. 29.
MEETING oF THE STREAMs, under silver birch and other trees.
Black chalk heightened with white on blue paper; 10 x 122 in.
13.109/53.
Prov.: Dr. Dibdin; Mr. Neeld; Mr. Howard Bliss; Agnes and Norman Lupton
who bequeathed it to Leeds, 1953.
Late Bath period.
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RUSHES, No. 29 JOHN CONSTABLE

13 TIMBER WAGGQN driving down a woodland road with pond 1. and a church
tower l. over trees.
Black, pink, brown and white chalk on grey-blue paper; 12-„-x 164 in.
5.109/52.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1952.
Bibl.: Woodall, No. 216 and p. 53.
The paper has had from ~S in. to 2 in. added all round by being set on to a
larger bit of paper of the same kind.

14 A SHEPHERD AND HIs FLGGK, on a road between high rocks.
Black ink and grey wash with white heightening; 104 x13~ in.
562/24.
Prov.: Rev. E. Gardiner; purchased Bilborough bequest 1924.
Bibl.: Woodall, pl. 77 and p. 56.
About 1775. This drawing is close to some of Gainsborough's few etchings.
The Rev. Gardiner was related to the Gainsborough family.

PaP ~4



15

16

17

SHEpHERD AND SHEEp, with ships on the water beyond.
Brown wash and chalk; 7 x 8s in.
13.108/53.
Prov.: Sir Henry Edward Bunbury; Agnes and Norman Lupton who bequeathed
it to Leeds, 1953.
Bibl.: Woodall, No. 219.
Inscribed in ink on the verso of an old mount, H. E. Bunbury./Dratving by
Gainsborough.
PAsTQRAL SGENE IN HILLY'ANDscAPE, with sheep, cows and a cottage with a
man fishing in a pond r.
Black chalk and watercolour heightened with white, varnished; 84 x 1 1 s in.
13.111/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
Bibl.: Woodall, No. 217.
This drawing has been tom across and the varnish is patchy. Early London
period.
A HILLY LANDscAPE, with pond in foreground r. cattle l. and mountains and
buildings in distance.
Chalk and watercolour; 8~ x 12 in.
17.13/5.
Prov.: A. E. Anderson, who presented it to Leeds, 1935.
Bibl.: Woodall, No. 79; Studio, Jan. 1950. 111.
About 1785. The motif of the knoll r. foreground occurs frequently in the
late period and is found also in No. 15.

18

19

20

JOHN CONSTABLE (1776—1837)
TREE AT HELMINGHAM with a figure and bridge l.
Watercolour; 42 x 29 in.
5/38.
Prov.: Purchased Harding Fund, 1938.
Bibl.: Shirley, Zhe Rainbow p. 53; Leslie, Life of Constable, Shirley Edn., p. 297
and pl. 101.
This drawing is identical to the r. half of a sketch, pl. 82, and to the painting
Dell at Helmingham, exhibited R.A. 1830.
CRQMER, low hills and woods and a church tower with sea beyond.
Black lead; 4~ x 12 in.
28/36.
Prov.: Sydney D. Kitson who presented it to Leeds, 1936.
Bibl.: Leslie, Life of Constable, Shirley Edn. pp. 88 and 97.
An oil painting done from this drawing was in the collection but was lost during
the war. It was of inferior quality and probably not by Constable.
BQRRowDALE morning, a river centre with mountains to the 1. and beyond.
Black lead; 13 x 18'n.
Inser.: Bord... dale—morning / Bord,/ Borderda / Border Gale morning / morning.
5.43/52.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1952.
The first inscription may be in Constable's hand though it has been strengthened
by another. The others, all in one hand, may be an attempt to make sense of it
where it is obscure, or Constable's attempts to find a phonetic equivalent to the
name of the place as he had heard it spoken, cf. 'Ashcourse'nscribed on No. 21.
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22

23

25

26

27

EsKHAUsE, SGAwFELL, at sunset or sunrise, dark mountains in the foreground
and red lit mountains beyond.
Watercolour; 5 X 10j'n.
Inscr.: on a strip of card probably from the old mount: Ashcourse Senday Oct. 12
1806 the ftnest senry there ever tvas.
13.61/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
This view has been identified by Herbert Bell of Ambleside as from 1. to r.
Harter Fell, Birker Fell, Eskdale, Slightside, Scawfell.

CLQUDs, grey cumulus with blue patches showing through higher clouds.
Watercolour; 3s X64s in.
13.57/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
SALISBURY, the cathedral seen rising above trees with a house in front, from
across the river.
Watercolour; 5s X8 in.
Inscr.: in lower r. corner in pencil Salisbury and on verso, Salisbury Cathedral /
Thursday Aug. 19th 1819 / 7—8 P.M. / j Constable.
13.63/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
Bibl.: R. B. Beckett, 3ohn Constable and the Fishers, p. 50.
This inscription may be genuine but on Aug. 14, 1819, from a letter of Fisher
it does not seem as if any visit to Salisbury was likely.

EsTUARY AT Low TIDE, with a wide strip of mud in the foreground and low
hills beyond.
Pen and brown ink with watercolour; 6s X9s7 in.
13.64/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
SAILING BoATs tN THE BAY, recto: boats, some anchored, some under way in a
near calm, with low hills beyond.
Verso: a coast scene similar to the above with fewer boats and seen from closer
to the land.
Black chalk and white heightening on grey-blue paper; 7 X 1 l~~ in.
9.700/49.
Prov.: Dr. Percy, S. D. Kitson who presented it to Leeds, 1949.
ARUNDEL (?) three cows standing in a pond 1. with a large building in the r.
distance on a low hill.
Black lead; 4s X 6s in.
13.58/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
The identification with Arundel is quite uncertain.

BELT oF TREES with houses in middle distance.
Black lead; 3~~ X 6 in.
13.62/53.
Prov.: Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
This seems to have come from the same sketch book as No. 28 and may therefore
have the same provenance.
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28 A MILLHOUSE AND WILLOWS.
Black lead; 3~a X6 in.
13.59/53.
Prov.; Sir J. ? C. Robinson; Agnes and Norman Lupton who bequeathed it to
Leeds, 1953.

29 RIISHES forming a loose tuft.
Black chalk on white paper; 74 x 9 in.
Inscr.t in pencil on top r. corner in a modern hand: Sketch for the engraver—
I.ucas / for the Salisbury / picture.
1 3.60/53.
Prov. Agnes and Norman Lupton who bequeathed it to Leeds, 1953.
The inscription refers to the foreground of the mezzotint of Salisbury Cathedral
from the meadows.
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