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1 WILLIAM GOUW FERGUSON 1632-c.1695
Hunting Still Life on a Table

Signed - oil on canvas
25 x 20 inches

Ferguson is a peripatetic and slightly
elusive figure in the history of Scottish
art. He is, however, one of the most
accomplished British still-life painters
of the 17th century. His work shows the
clear influence of the Dutch painters,
in particular Jan Vonck and Willem
van Aelst. He worked in Utrecht, the
Hague and Amsterdam and he also
visited Italy and travelled to London
where his patrons included the Duke of
Lauderdale who commissioned pictures
from him for Ham House.

This painting, with its subject matter
of dead birds, is typical of the artist
and similar examples can be found in
the Rijksmuseum in Amsterdam (from
1662) and the National Gallery
of Scotland (1684).
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2 SIR HENRY RAEBURN RA 1756-1823

Portrait of Mr George Abercromby of Tullibody, Clackmannanshire (1705-1800)

Circa 1790-1800
oil on canvas - 49% x 39% inches

PROVENANCE: By family descent to Lord
Abercromby; London, Christie’s, 19171;
Mason; Lord Cochrane of Cults; his sale,
London, Christie’s, November 20, 1970, lot
178; anonymous sale, London, Christie’s,
June 18, 1971, lot 56; anonymous sale,
London, Christie’s, November 24, 1972,
Lot 2; anonymous sale, London, Christie’s,
November 25, 1977, lot 119; where
purchased by Agnew’s for the present owner;
Private Collection, Philadelphia

LITERATURE: Mackie, D. A. T., Raeburn:
Life and Art, vol.1, p.142, Edinburgh 1993;
Thomson, Duncan, Sir Henry Raeburn
Portrait Painter, opNB, Oxford 2004;
Thomson, Duncan, Sir Henry Raeburn
1756-1823, Scottish Masters, Edinburgh
1994

8 EDINBURGH FESTIVAL 2009

This powerful portrait of George
Abercromby, a lawyer by profession, is
difficult to date accurately. Stylistically
it could be around 1792-3 but, judging
by the sitter’s age and collapsed posture,
it could have been painted closer to the
time of his death in 1800. Abercromby
is shown in full length, in everyday
clothes. David Mackie describes this
picture as a ‘humane and sympathetic
portrait of advancing isolation: the
human mind seems to meditate on its
own conclusion’. It has been suggested
that the sitter may have been blind, or
partially sighted. It is documented that
his son Ralph (Lieutenant-General in
the Royal Army) had very poor eyesight
and needed a subordinate to describe to
him the events on the battlefield.

On Raeburn’s return from Rome, in
the early 1790s, a primary concern in
his portraiture is the creation of psycho-
logical effects to depict character and
inner life. Here it is achieved by placing
the sitter in the corner of the picture;
crossed legs and folded hands, his head
forward and eyes downcast. The isola-
tion that Raeburn portrays was as David
Mackie comments, ‘never approached
again [to] this extreme’.
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3 JOHN KNOX 1778-1845

Approaching Storm, Cloch Lighthouse, Clyde

Qil on canvas - 19% x 26% inches

LITERATURE: McClure, Ian, and Stevenson,
Hugh, John Knox Landscape Painter, An
Exhibition of the Work of the Artist John
Knox 1778-1845 and the Glasgow of his
Day, Glasgow 1974

John Knox, following the example of
his master, Alexander Nasmyth, used
as his subject matter historic sites

but also great sweeping panoramas of
the Scottish and Cumbrian landscape.
In this painting he takes the Cloch
lighthouse as his subject. One of the
earliest lighthouses in Scotland (built
in 1797 and designed by Thomas Smith
and Robert Stevenson), it would have
been an impressive sight at 8o feet high
with a light visible for 14 miles.

Knox painted the lighthouse several
times in varying weather conditions.
He exhibited another picture of the
same subject The Cloch Lighthouse
after Thunderstorm at the Glasgow
Institution in 1822 and therefore one
might assume that this version was
painted around the same time, or
perhaps a little later. In our very atmo-
spheric oil, Knox is more interested in
the approaching storm. Figures seem
incidental and the classical landmark
of the lighthouse is not the main
attraction or the artist’s concern. Knox
painted a series of pictures with notes
on weather conditions reminiscent of
titles given by John Constable to some
of his works. He favoured two styles —
the neoclassical and the more romantic
— but here he starts to combine the two,
clearly showing the influence of the
Flemish artist Horace Vernet.
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4 ANDREW WILSON 1780-1840

The Bay of Genoa

Inscribed label verso: ‘Wilson, property of
C.H. (?) Barrs of Bombay 13.1.90’
oil on paper laid on canvas - 15 x 25 inches

LITERATURE: Caw, James L., Andrew Wilson,
Landscape Painter and Picture Dealer;
opnB, Oxford 2004; Caw, James L., Scottish
Painting Past and Present, Bath 1975
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Andrew Wilson received his training
under the tutelage of David Allan. At
seventeen he went to London to study
at the Royal Academy Schools and
by 1800 he was in Italy. In 1803 he
returned with the express intention
of exporting Old Master paintings to
England and, though Europe was a
troubled continent in 1805, he managed
to import over fifty paintings to London
that year, among them Jacapo Bassano’s
Adoration of the Magi (National
Gallery of Scotland) and Ruben’s Brazen
Serpent (National Gallery, London). He
settled in London and then Edinburgh,
where he was appointed Master of the
Trustees Academy in Edinburgh. His
pupils included Robert Scott Lauder,
William Simson and D. O. Hill.

In 1826 he resigned, returned to Italy
and lived for the next twenty years
in Rome, Florence and Genoa. His
main activity was art dealing, collect-
ing on behalf of Lords Hopetoun and
Pembroke, Sir Robert Peel and others.
On the advice of Sir David Wilkie,
Wilson aquired a group of van Dycks
from various Genoese palaces with
the intention of creating a ‘Gallery of
National Importance’. The first of these
was The Lomellini Family (National
Gallery of Scotland) acquired in 1830.
This and further works became cen-
tral to the foundation of the present
National Galleries of Scotland. He also
continued to paint but very few of his
pictures ever made their way back to
the United Kingdom.

The Bay of Genoa was a subject he
often painted and our version probably
dates from his later period. Wilson
shows the harbour from the east with
a view to the old port, Porto Antico, in
the west. On the left is the Torre della
Lanterna, a historic symbol of the city.
The Lighthouse of Genoa, 249 feet tall
and one of the oldest structures of its
kind (built in 1128), is still today one of
the most important sights in the city.
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5 SIR DAVID WILKIE RAHRSA 1785-1841

The Sluice Gate

Signed and dated 1811 verso
oil on panel - 8 x 6 inches

PROVENANCE: Collection of Lennox Library,
New York; Thomas Agnew & Sons, London;
Private Collection, Scotland

The composition of this little panel

is highly informal, even casual, and
clearly suggests that like a number of
other similar small panels by Wilkie
from these years, it was painted out of
doors, on the spot, and that the artist’s
primary interest was the light of day
which is indeed rendered with wonder-
ful subtlety. His interest in painting out
of doors is confirmed by a reference that
he made to it in a letter he wrote the
following year on 12 September to his

landlady, Mrs Coppard. He described
this interest again four years later in
1816 writing to his friend, the landscape
painter, Perry Nursey and in that year
he also exhibited Sheepwashing, the
only full sized landscape painting that
he ever did exhibit. He said of this
picture ‘I certainly wish to gain some
proficiency in this way; but my ambi-
tion is no more than that of enabling
myself to paint an outdoor scene with
facility and in no respect to depart from
my own line’.

Though in fact Wilkie may have
first embarked on this kind of painting
as early as 1809 when staying with Sir
George Beaumont, this picture dated

6 SIRDAVID WILKIE RAHRSA 1785-1841

The Farmyard Scene

Signed and dated 1815 verso
oil on panel - 4% x 8% inches

PROVENANCE: Purchased from the artist by
General Sir James Willoughby Gordon; his
son Sir Henry Percy Gordon; his daughter
Julia Gordon; her grandson The Hon John
Disney Leith; his wife Mrs Jock Leith; sold
by her executors in Edinburgh in 1980 where
purchased by Anthony Reed, London;
Private Collection, Scotland
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1811 may be one of the earliest surviv-
ing witnesses of his interest in plein

air painting. Beaumont was himself an
amateur landscape painter and Wilkie
shared his patronage with his own
close friend John Constable. While
even Wilkie’s choice of subject here is
reminiscent of the ‘mossy posts’ which
many years later Constable declared had
made him a painter, the early date of
this picture attests to the importance of
the exchange of ideas between the two

artists.

We are grateful to Professor Duncan
MacMillan for his help in cataloguing
this painting
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7 SIR DAVID WILKIE RAHRSA 1785-1841

The Penny Wedding

Signed and dated 1830
oil on panel - 8 x 14 inches

PROVENANCE: Sir William Knighton,

1st Bt. (1776-1836) of Blendworth Lodge,
Hampshire; Christie’s, London, 21 May 1885,
lot 429 (140 gns. to Agnews); Thos. Agnews
& Sons Ltd., London (£147); Sir Donald
Currie (1825-1909), London, by 1908.

EXHIBITED: Newcastle-upon-Tyne, Laing Art
Gallery and Museum, Special Exhibition of
Selected Works by Scottish Artists, 1908, no.
L43 (lent by Sir D. Currie).

LITERATURE: Errington, Lindsay, David
Wilkie 1785-1841, Scottish Masters,
Edinburgh 1988; Miles, H.A.D., and Brown,
D.B., Sir David Wilkie of Scotland, Raleigh
1987; Tromans, Nicholas, David Wilkie
The People’s Painter: Wilkie and Scotland,
pp.224-5, Edinburgh 2007
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The prime version of The Penny
Wedding was commissioned in May
1813 by the then Prince Regent (later
King George 1v). It was begun in 1817
and delivered to Carlton House in
January 1819. Wilkie’s Royal patronage
continued and in 1830 he was appointed
Painter in Ordinary to the King (and
knighted six years later). Our example
of The Penny Wedding is dated 1830.

Wilkie was given permission to
borrow the larger oil painting with the
help of his close friend and patron, Sir
William Knighton, in order to exhibit it
at the Royal Institution in Edinburgh. In
recognition of his help Wilkie presented
him with this small oil. It is possible
that our painting was done in 1830.
However, he was known to date paint-
ings according to the year in which they
were actually gifted, not painted, so this
may well be a sketch for the larger oil,
and not a smaller copy of it.

Describing the subject matter, Wilkie
commented: ‘This marriage festival,
once common in Scotland, at which
each of the guests paid a subscription to
defray the expense of the feast, and by
the overplus to enable the new-married
couple to commence housekeeping’.

By the completion of the painting the
actual custom of the penny wedding
had been abandoned by the Presbyterian
Church, which believed it to be an
immoral and indecent Scottish tradi-
tion. However it survived as a subject
matter, and was often presented in a
more drunken atmosphere by other art-
ists of the time such as William Lizars,
David Allan and Alexander Carse

(their versions at the National Gallery
of Scotland). According to Lindsay
Errington, Wilkie’s Penny Wedding was
‘a sophisticated reworking of a Penny
Wedding design by David Allan’. As

in Allan’s painting, the spectator’s eye
is being dragged to the centre of the
picture where the dance takes place.
The seated guests around the room give
balance to the composition and empha-
sis on the main, central attraction. In
contrast to Allan’s earlier interpretation
Wilkie portrays a more discreet and
sincere Scottishness and as Nicholas
Tromans observes ‘with his bagpiper
character he personifies his own sus-
picion of tartanry and the accelerating
cult of Highlandism’.
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8 SIR DAVID WILKIE RAHRSA 1785-1841

Sancho Panza in the Days of his Youth

Signed and dated 1835
oil on panel - 24 x 20 inches

PROVENANCE: Painted between 1833 and
1835 for the Manchester cotton merchant
Henry McConnel for £150 (according to
Cunningham op.cit.), from whom it was
bought by John Naylor {1856~ ‘90G} and by
descent to his son John M. Naylor, Leighton
Hall, Welshpool (Christie’s, London, 19
February 1923, lot 47); Colonel Norman
Colville mc (Anonymous sale, Christie’s,
London, 14 July 1972, lot 156); Fine Art
Society, London

EXHIBITED: London, Royal Academy,

1835, (127); Edinburgh, National Gallery

of Scotland, and London, Royal Academy,
Paintings and Drawings by Sir David Wilkie,
R.A" 1958, (70); Minneapolis, University of
Minnesota, The Art and Mind of Victorian
England, 1974, (45); New York, Metropolitan
Museum of Art, The Royal Academy
(1837-1901) Revisited, March 11-April 27,
1975; New Jersey, Princeton University,

The Art Museum, The Royal Academy
(1837-1901) Revisited, May 10-September
14, 1975; Atlanta, The High Museum of Art,
The Royal Academy (1837-1901) Revisited,
September 27-October 26, 1975; Cincinnati,
Cincinnati Art Museum, The Royal
Academy (1837-1901) Revisited, December
6-February 1, 1975/6; Louisville, The Royal
Academy (1837-1901) Revisited, February
14-february 28, 1976, No69.; Glasgow, The
Fine Art Society, 32 Victorian Paintings from
the Forbes Magazine Collection, August
21-September 4, 1981; Edinburgh, The Fine
Art Society, 32 Victorian Paintings from the
Forbes Magazine Collection , September
7-September 30, 1981; New Haven, Yale
Center for British Art, and Raleigh, Caroline
Museum of Art, Sir David Wilkie of Scotland
(1785—1841), 1987, (37); New York, Richard
Feigen Gallery, Sir Thomas Lawrence e

Sir David Wilkie, Two Romantics, March
22-May 15, 1993, (9); London, Dulwich
Picture Gallery, David Wilkie 1785-1841:
Painter of Everyday life, 2002, (26).

LITERATURE: Cunningham, Allan, The Life
of Sir David Wilkie, p.45, London 1843;
Gower, Lord Ronald Sutherland rsa, Great
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Masters in Painting and Sculpture: Sir David
Wilkie, p.96, London 1902; Masters in Art, a
Series of Illustrated Monographs: Sir David
Wilkie, p.335, Boston 1906; Morris, Edward,
‘John Naylor and other collectors of Modern
Paintings in 19th Century Britain’, Annual
Report and Bulletin of the Walker Art
Gallery, p.100, Liverpool 1974-5; Tromans,
Nicholas, ‘Like splendid dreams realised’
David Wilkie’s image of Spain’, The British
Art Journal, ill., pp.38 and 41, illustrated

in colour fig.10; “Victorian Art and Mind’,
Apollo, p.5s27, December 1974

David Wilkie travelled to Spain in
October 1827, having already been away
from London for over two years on a
belated Grand Tour. He was to stay

in Spain for seven months, mostly in
Madrid, where he found the social life
congenial and was afforded the opportu-
nity to study the Old Master paintings
in Spanish collections. Wilkie’s travels
marked a shift in his approach to paint-
ing as he was increasingly influenced by
the Italian 16th century, in particular
Correggio.

David Tromans points out that:
‘Wilkie’s handling of paint loosened in
comparison with the minutely finished
genre pictures which had made him
famous ... Most importantly, almost
every trace of the comic was erased
from his art as the 16th-century Italian
masters which he was now looking at
so intently supplanted the more homely
Netherlandish models of his early
career’.

The subject of this picture is taken
from Cervantes’ Don Quixote and the
picture was exhibited in the Royal
Academy with a quotation in the
catalogue: Agua Limpia a La Oveja,

y Vino rubio para el Rey respondio
Sancho (Clean water for the sheep,
and white wine for the King, replied

Sancho). Wilkie approached his illustra-
tion to the Spanish classic very freely as
no such description of Sancho Panza’s
childhood occurs in the novel, and nor
do the words printed with its catalogue
entry. However, a leading critic at the
time wrote: ‘the child in the picture
was altogether nationally and phreno-
logically, marked out for the cunning,
anti-romantic Sancho the lover of good
cheer and shrewd proverbs’ (Nicholas
Tromans, David Wilkie 1785-1841,
catalogue to the exhibition at the

Dulwich Picture Gallery, 2002, p.121).
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9 WILLIAM DYCE ARA HRSA 1806-1864

Neptune Resigning to Britannia the Empire of the Sea

Inscribed verso Neptune Resigning to
Britannia the Empire of the Sea / W. Dyce,
1847./ Sketch for the Fresco at Osborne
oil on paper - 12% x 19% inches

PROVENANCE: H M Queen Victoria (stamp
verso: Queen’s personal property / VR),
Windsor Castle Inventory 1872 stamp verso;
Prince Arthur, Duke of Connaught (the
Queen’s youngest son) and by descent to his
daughter, Lady Patricia Ramsay (1886-1974),
wife of Sir Alexander Ramsay of Windlesham
Holt, Surrey, her sale: Christie’s, London,
July 26,1974, no.252, reproduced.

exHIBITED: London, The Royal Academy
1847, No.42; New York, The Metropolitan
Museum, Princeton, Art Museum, Princeton
University, The Royal Academy (1837-1901)
Revisited — Victorian Paintings from the
Forbes Magazine Collection, 1975 (11);
Delaware Art Museum, The Pre-Raphaelite
Era 1848-1914, April 12-June 6, 1976,
No.1—4, reproduced, p.13; London, The
Royal Academy of Arts, This Brilliant Year:
Queen Victoria’s Jubilee, 1887, 1977, No.13;
London, The Royal College of Art, Albert:
His Life and Work, October 11, 1983-January
22, 1984; Philadelphia Maritime Museum,
The Tale of the Mermaid, November 7,
1986-February 28, 1987; Explorer’s Hall,
National Geographic, Washington pc,
September 9-October 25, 1987; Mariner’s
Museum, Newport News, Virginia, June
s—August 16, 1987, fig.10; Munich, Neue
Pinakothek, Victorian Painting, February

25 — May 2, 1993; Prado, Madrid, May 13 —
July 31, 1993; Art Gallery, City of Aberdeen,
September 1993 — February 1994; The Noble
Horse: The Bunkamura, Japan, Museum

of Art, From Pegasus to Thoroughbred,
September 2 — October 22, 2000, fig. 5,
illustrated.

LITERATURE: Bell, Quentin, The Schools

of Design, London 1963 pp.79-83; Brydall,
Robert, Art in Scotland, Its Origins and
Progress, Edinburgh and London, 1889, p.402;
Carter, Charles, Centenary Exhibition of

the Work of William Dyce RA, Aberdeen

Art Gallery and Thos. Agnew & Sons, 1964
(exhibition catalogue); Winslow, Ames,
Prince Albert and Victorian Taste, New
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York: Viking Press, 1968, p.206, repro-
duced as fig. 25; Chester, Austin, The Art

of William Dyce ra, Windsor Magazine
1909, pp.576-590; Cope, Charles Henry,
Reminiscences of Charles West Cope, RA,
by His Son, London, 1891, pp.167, 171-173;
Dafforne, James, ‘British Arts: Their Style
and Character’, No.r1, Art Journal 1860
pPp.293-6; Dyce, James Stirling, The Life,
Correspondence, and Writings of William
Dyce rA 1806-1864, unpublished type-
script by Dyce’s son in the Aberdeen Art
Gallery; Elzea, Rowland and Betty, The
Pre-Raphaelite Era (1848-1914) Delaware
Art Museum, Wilmington, Delaware, 1976,
No.1—4, p.12, reproduced p.13; This Brilliant
Year: Queen Victoria’s Jubilee, 1887, The
Royal Academy of Arts, London, 1977,
No.13, pp.25, 27; Forman, Nessa, ‘Paintings
for Better or Worse’, The Sunday Bulletin,
Philadelphia, July 27, 1975, Section 4, p.8,
reproduced in colour; Fox, Celina, ‘“The Royal
Academy (1837-1901) Revisited’, Burlington
Magazine, May 1975, p.324, reproduced
p-326, fig.63; Glueck, Grace, ‘Capitaliste

et Fier de LU'Etre’, Connaissance des Arts,
May, 1982, p.82.Irwin, David and Francina,
Scottish Painters at Home and Abroad 1700—
1900, London: Faber and Faber, 1975, p.318;
Lansdell Sarah, ‘Art’, Courier Journal Times,
Louisville, Kentucky, December 7, 1975,
reproduced; Staley, Allen, ‘William Dyce and
Outdoor Naturalism’, Burlington Magazine,
November 1983, pp.475-6; The Art Union,
1847, p.186; [lustrated London News, May
8, 1847, reproduced p.297; “The Collectors:
Old Battersea House’, Architectural Digest
April, 1979, pp.110-111; Young, Mahonri
Sharp, ‘Pre-Raphaelites at Wilmington’,
Apollo, October 1976, p.306;

This was Dyce’s only exhibit at the
Royal Academy in 1847, and in the
catalogue was an explanatory note:
‘Sketch for a Picture to be painted at
Osborne House for Her Majesty and
H R H Prince Albert’.

He had returned to Italy in 1845-7, in
order to observe the fresco techniques

employed there, before embarking

on his work at Westminster. Dyce

had completed his Baptism of King
Ethelred, the first of the frescos to be
painted in the new House of Parliament
in August 1846, the same month that
he received the Royal commission to
paint a large fresco in Osborne House,
the holiday villa designed by Prince
Albert on the Isle of Wight, and built
by Thomas Cubitt between 1845 and
1851. Dyce had originally proposed a
subject from Boccacio’s Decameron, but
his patrons preferred a marine subject
to suit the location of the house. A
fresco on the stairwell with a maritime
subject, celebrating Britain’s success at
sea, was therefore a fitting subject.

The scene illustrates the imminent
coronation of Britannia by Mercury,
who bridges the gap between land and
sea-Neptune and Britannia. Britannia
stands triumphant, figures surrounding
her, their attributes signifying British
industry. The female figure holds a
distaff, symbolic of the textile industry
and the male figure to the extreme right
of the composition stands next to an
anvil, representing the manufacture of
iron and steel. The figure with his back
to the spectator carries Mercury’s cadu-
ceus, a symbol of peace, eloquence and
reason, again reference to Britannia’s
virtues. The seventeen-feet-wide fresco
is still in situ at Osborne House, which
was given to the nation by Edward vii.

It is recorded that when Dyce showed
what might have been this sketch to the
Royal couple, Prince Albert commented
adversely on the overt nudity of the
subject, whereas Her Majesty’s response
is recorded as ‘Not at all!’.
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10 WILLIAM McTAGGART RSARSW 1835-1910

Past and Present

Signed and dated 1860
oil on canvas - 34 x 39 inches

PROVENANCE: Robert Craig, Glasgow 1860;
Private Collection

LITERATURE: Kvaerne, Per, Singing Songs
of the Scottish Heart: William McTaggart
1835-1910, pp.50-57, Edinburgh 2007
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William McTaggart is one of the most
outstanding and original landscape
painters Scotland has produced. During
a career of consistent development,
McTaggart’s oeuvre moved from Pre-
Raphaelitism to Impressionism through
to Expressionism. Unlike many of his
contemporaries, he did not seek out the
more lucrative opportunities available
to artists in London, but spent his entire
career in Scotland.

The origin of the subject matter
in this painting can be found in the
Italian Renaisance and paintings such
as Titian’s The Three Ages of Man.
In McTaggart’s version he represents
the past as the old man, probably
McTaggart’s father, and the church wall
in the background and the five children
in the foreground are the present.
Lindsay Errington suggests another
reason that justifies the title: “The deli-
cate tonal interrelations, cast shadows
and reflected light, which he had learnt
in Lauder’s antique classes, are now
brought out of the studio into the strong
summer light, and translated into bright
colours. Only the areas of shadow...are
still treated with the transparent brown,
traditional to Scottish art. In terms of
its technique, his picture is indeed The
Past and the Present.’

The painting was bought by Robert

Craig from Glasgow, a demanding
patron who at times confused himself
as co-artist. Correspondence with the
artist shows that the client had very
strong views on how the painting
should be executed. He even posted
photographs of various churches for
the artist to choose from and use in the
oil. The painting was finally completed
sometime after May 1860 and in spite
of Craig’s interventions it is highly
representative of McTaggart’s 1860s

period of narrative composition.
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11 JOSEPH CRAWHALL RSW 1861-1913

The Moorhen

Signed - gouache on linen - 12 x 13% inches

PROVENANCE: William Allen Coats and then
by family descent

exHIBITED: The Fine Art Society, Festival
Exhibition: Camels, Cobwebs and
Honeysuckle, 1985 (40)

LITERATURE: Bury, Adrian, Joseph Crawhall
The Man and the Artist, London 1958;
Bury, Adrian, Two Centuries of British
Watercolour Painting, London 1950;
Hamilton, Vivien, Joseph Crawhall 1861—
1913 One of the Glasgow Boys, Glasgow
1990
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Although Crawhall came from Morpeth,
he was a close friend of several of the
Glasgow Boys, particularly of James
Guthrie, and he is generally seen as one
of the Boys. He did however differ from
the others in his preference for water-
based paints, in particular gouache

and bodycolour, rather than oil which
he rarely used at all after circa 1883.
Inspired by Arthur Melville, but also
especially by Japanese art, he developed
a fluent, almost calligraphic way of
painting where each cursive brush
stroke tells as an individual mark.

One of his most famous works is
The White Drake, painted circa 1895,
and now in the National Gallery of
Scotland. It is, however, one of a num-
ber of similar studies that the painter
did of single birds and animals. This
beautiful painting of a moorhen is one
of that group. Indeed, it belonged to one
of the foremost collectors of Crawhall’s
work, W.A. Coats, who also owned The
White Drake. In Crawhall’s technique
the support was also very important
and many of the most ambitious works
in this style are painted, as this picture
is, on linen. The linen may be sized,
but there is no evidence of any other
preparation. The natural colour of the
unbleached fabric is a soft, mid-brown.
Visible throughout the picture, this
establishes the tone and the dominant
colour. Laid down on this ground,
for the dark colours, the painter uses

transparent watercolour. Against the

tone of the linen this has the effect of
making the bird merge with its watery
setting as though camouflaged. But the
opaque colours, the touches of Chinese
white and the brilliant red of the bird’s
beak, its reflection in the water and its
leg partly visible in the water, seem all
the more vivid, giving an extraordinary
sense of life to the image. As a result,
although it is actually painted with
great care and deliberateness, it seems
like a spontaneous study from nature.
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12 JOHN MACLAUCHLAN MILNE RSA 1885-1957

Sunlit Street, St Tropez

Circa 1925 - signed
oil on canvas - 20 x 24 inches

PROVENANCE: supplied by the artist to the
family of the present owners either as a gift
or in payment for rent of the cottage on
Arran that Milne lived in during the summer

months in 1920s and 19308
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John Maclauchlan Milne, born and
raised in Edinburgh, followed a career
in the footsteps of his father, the artist
Joseph Milne. He studied at Edinburgh
College of Art and in 1919, shortly after
the First World War, he went to France
where he met and married his wife.
He would spend long periods of his life
there for the next 23 years.
Impressionism transformed Milne’s
palette. The streets of Paris and the
French Riviera inspired his paintings
that were now shown in the bright
Mediterranean light. He lived in Cassis,
while the Scottish Colourists, Cadell
and Peploe were there and was undoubt-
edly influenced by their vibrant,
colourful style.
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13 JOHN DUNCAN FERGUSSON 1874-1961

Cassis from the West

Circa 1930 - signed canvas verso This is a larger version of an oil on

oil on canvas - 21 x 25% inches panel painted in 1913, when Fergusson
EXHIBITED: Reid & Lefevre, .D.Fergusson and Peploe spent their last sketching
Painting and Sculpture, London 1939 holiday together. Stylistically this later

version appears to date from the 1930s,
when Fergusson was living in Paris and
making regular summer visits to the
South of France.
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