

















ALEXANDER MANN 1853-1908

12 TANGIER FROM THE DUNES

Oil on canvas Mann made his first visit to Tangier in November 1890 and remained [1] Tam grateful to Martin Hopkinson
167X 20% in - 41.9 X SL.5 €M there for over a year, returning with Lavery through Spain in the late for references to Mann and Lavery in
Signed and dated 1892 Seville and Madrid in 1892. See also

spring of 1892 (see no.14)." His major work produced during this
iod A Weddine P . 1 howi fi £ Christopher Newall, ‘Introduction’,
period was edding Procession, alarge canvas showing a frieze o Alexander Mann, 1853-1908, 1983,

Moorish figures on the beach, shown at the Glasgow Institute of Fine (exhibition catalogue, The Fine Art

Arts in 1892. From his sketchbooks and small studies, it is clear how- Society), n.p.
ever that other aspects of life in the city equally appealed as he painted (2] Mann’s portrait of Kaid MacLean
rooftop scenes, views of the Kasbah and an equestrian portrait of Kaid passed through The Fine Art Society in
Maclean, the Scots military advisor to the Sultan.? 1990.

However, striking views of the ‘white city’ from the sweeping bay (31 Bill Smith and Selina Skipwith,
to the east also became favourite motifs — as they did for Lavery. In A History of Scottish Art, The Fleming

Mann’s case, clear divisions of tone combined with suave handling Collection, 2003, (Merrell), p.91.

derived from his tutelage under Carolus-Duran, make Tangier from the

Dunes, a work of mastery. A companion piece, Sand Dunes, Tangier, is in
the Fleming Wyfold Collection.?
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Oil on canvas
22 X 241n- 56 X 63.5 cm
Signed and dated 1891

PROVENANCE: Angus Maclean, n.d.

exHIBITED: Edinburgh, Royal Scottish
Academy, 1891, 10.448

Glasgow Art Gallery, The Glasgow Boys,
1968, (Scottish Arts Council) no.s3
London, The Fine Art Society, The
Glasgow School, 1970, no.14

London and Glasgow, Glasgow 1900,
1979, 10.29

LITERATURE: Roger Billcliffe, The
Glasgow Boys, 1985 (John Murray ed.),
p-249; 2008 (Frances Lincoln ed.), p.220
(illus. p.221 in col.)
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GEORGE HENRY RA RSA RSW 1858-1943

THROUGH THE WOODS

One of the fundamental aspects of the Bastien-Lepage mantra, grasped
by Lavery at Grez-sur-Loing, was the concept of ‘spatial layering’. In
observing the figure in the open air, the eye scanned the field of vision,
noting the high definition of the immediate foreground and the more
generalized, atmospheric effects in hills and trees in the distance. In
woodland scenes the figure stood within this ‘envelope’, behind the
brambles, grasses and saplings of the foreground, as in his La Rentrée
des Chévres (National Gallery of Ireland), shown at the Salon of 1884.
More than any of their contemporaries, George Henry and Edward
Atkinson Hornel grasped these concepts and applied them. Influenced
by the rich impasto of the Marseilles painter, Adolphe Monticelli, they
developed textural surfaces that often give the effect of a decorative
mosaic, in which figures are sometimes almost submerged. In Henry’s
case, glancing into the thicket, he catches sight of two children who
appear to be running ‘through the woods’. These presences, like the
vision of the saints in Bastien-Lepage’s Joan of Arc listening to the Voices,

1880 (Metropolitan Museum of Art, New York), are akin to momentary

apparitions, and the long, sustained, static observation of the early
Lavery, Guthrie and Walton, takes on a new set of possibilities.

Surprisingly Henry regarded these seminal pictures of 1889—91 as
‘boilers’ — short for ‘pot-boilers’, or works of minor, or purely decorative
significance.! At this time Henry was preoccupied with grander ideas
for murals often involving abstract themes based upon the seasons.
Moving in this direction, he and Hornel were among the first artists to
escape the strict adherence to naturalistic truth.

[1] Billcliffe, 2008, p.220, Quoting from
letters to Hornel (Hornel Trust).
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Oil on canvas

8% x 5in-22 X 13cm

Signed and dated *92
PROVENANCE: The Drambuie
Collection; their sale Edinburgh,

26 January 2006; Private Collection,
Scotland
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SIR JOHN LAVERY RA RSA RHA 1856-1941

EL EMBISTE

Lavery’s travelling companion on his return from Tangier, overland
through Spain in 1892 was Alexander Mann, who noted that the painter
was attending bullfights, even though suffering from a heavy cold."

By 9 May, when both artists were in Madrid, Lavery, immune for the
moment to the real horror of what he saw, went once again to sketch a
bullfight.” His curiosity for this spectacle was undoubtedly aroused by
Joseph Crawhall, his close friend.” It led to a series of small sketches
which coincidentally echo the bullfight studies of the Catalan painter,
Ramon Casas. Lavery responded to the bold colour and abstract beauty
of the setting. In later years he confessed to Walter Shaw Sparrow:

... a curious thing happens when an artist sits down before bis subject; mate-
rial things vanish, only colour and its plots remain, and they look visionary.
I have never seen a bullfight, though I have been present at twelve in Madrid
and Seville. I don’t think I could watch a bullfight, as I am very fond of

horses; it is the moving colour that attracts me at this cruel xport.4

[1] Letters dated 21 April, 24 April
and 1 May 1892. I am grateful to Martin

Hopkinson for these references.

[2] Letter from Alexander Mann, dated
9 May 1892.

(31 Crawhall’s first bullfight scenes
painted at Algeciras, were shown at

the Scottish Society of Painters in
Watercolours exhibition in Glasgow

in 1889.

(4] Walter Shaw Sparrow, Jobn Lavery
and his Work, n.d [1912], (Kegan Paul,
Trubner, Trench and Co), p.98. Four
small studies of bullfights are known,

all characterized by powerful contrasts
of light and shade, and by vivid. Where
the watercolours of Arthur Melville and
Joseph Crawhall are carefully planned,
Lavery’s control and concentration
enables the whole picture to be executed

in one sitting.
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Oil on canvas
18% X 14%1In - 46.4 X 36.2 cm
Signed
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ALEXANDER ROCHE RSA 1861-1921

PORTRAIT OF A YOUNG GIRL

Early writers on Alexander Roche attributed his ‘romantic blood’ to the
fact that his father was French and his mother hailed from the Borders.
Although five years younger than Lavery, his friendship with the painter
predates their studentship in Paris, where Roche not only worked at
Julian’s, but was for a time, a pupil of Jean-Léon Gérome. Like Lavery,
he believed that recognition at home in Glasgow was contingent upon
success achieved in exhibitions in London and Paris and accordingly,
his early masterpiece, Good King Wenceslaus was shown to acclaim

at the New English Art Club, while A Squall on the Clyde received an
honorable mention at the Paris Salon.

By 1890 Roche was exploring Italy, spending his summer at the vil-
lage of Anticoli in the Sabine hills. In the autumn of 1892 he and Lavery
travelled to Munich, Basle and Venice with the intention of journeying
south. The purpose was fourfold. They would be féted as famous art-
ists in Munich, would visit an artist friend of Roche’s in Basle, would
sightsee in Venice and return to the Sabine village where Roche had
formed a liaison with a peasant model named Jovenilla. The story goes
that he had proposed marriage to this young woman and according to
Lavery, she ‘rejected him very wisely telling him that he was a lord and
that she was a poor peasant’. The hapless Roche on the evening of the
wine festival embraced her in public ‘before all the village’, and she drew
a knife on him, ‘saying that her body was sacred and if he came near
her she would kill him’. ‘He was sober in an instant’, Lavery records.
Nevertheless they continued their relationship, exchanging knives as
friendship tokens — ‘he giving her one with so many instruments in one
handle that it kept the village interested for days’.” In 1892, with Lavery
in tow, Roche hoped to renew his relationship with Jovenilla, again
hoping marriage. However, when in Basle, his German artist friend
produced a knife to cut his cigar, saying he had bought it from an Italian
model for one /ira. It was Roche’s pocket knife — and the infatuation
ended in that moment.

Regional costume in central Italy is similar to that worn by the model
in the present picture, and at least two other head studies of similar can-
vas size are known.” It would seem logical to identify the subject of the
present canvas as Jovenilla and observe the stylistic changes which were
overtaking Roche’s work in 1890.

[1] Haldane MacFall, “The Art of
Alexander Roche rsa’, The Studio, vol.
xxxvil, 1906, pp.206—8. Roche’s 4 Squall
on the Clyde was reputedly purchased by
the French artist, Gaston La Touche.

[2]1 Unpublished manuscript, private

collection.

(31 Portrait of a Girl, sold Sotheby’s
28 August 1990; An Italian Beauty, sold
Christie’s 14 February 1992.
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Oil on canvas

20 X 161n - 50.8 X 40.9 cm

Signed

exHIBITED: Edinburgh, Bourne Fine

Art, Enlightenment to Colourists, 2007

On loan from a Private Collection,

England

44

EDWARD ARTHUR WALTON RSA PRSW 1860-1922

MAGNOLIA

For Walton, as for many British painters of the 1880s, plein air natural-
ism facilitated portraiture. The model may not be identified, the work
may not be commissioned, but the processes were the same. Child stud-
ies, often borrowing their titles from background flowers, were common
and the beauty of spring blossom was a universal metaphor for youth.
Echoing the work of artists as various as George Clausen, Henry La
Thangue and Henry Scott Tuke, Walton poses his child model in front
ofa screen of foliage and she gazes out impassively at the spectator. In
this he recalls the iconic Daydream, 1885 (National Gallery of Scotland,
Edinburgh), in which a girl confronts the viewer in a similar manner.
The picture demonstrated for the first time, Walton’s skill as a figure
painter and in a massively confident leap, he painted a series of water-
colours of street scenes in Helensburgh. The transition from a reputa-
tion, based up to that point, almost exclusively on landscapes, was
complete. Three years later, with A Girl in Brown (Private Collection,
Australia), Walton successfully ventured into portraiture.

In the early 1890s however, after his marriage to Helen Law, Walton
never completely forsook halflength and head studies of girls — as
Magnolia, Alice (Private Collection), Jenny (unlocated) and The White
Flower, (Kirkcaldy Museums and Art Gallery) indicate.
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Oil on canvas

20X 15in- 51 X 38 cm

Signed

exHIBITED: Edinburgh, The Fine Art
Society at the English Speaking Union,
1968, n0.47 and 1969, no.40

London, The Fine Art Society,

The Glasgow School, 1970, no.7

London and Glasgow. The Fine Art
Society, Let Glasgow Flourish, 1979, no.21
London, The Fine Art Society, Srping 97,
no.22

LITERATURE: William Hardie, Scoztish
Painting, 1976 (Studio Vista), plate 72
Roger Billcliffe, The Glasgow Boys, 2008
(Frances Lincoln), p.238 (illus.)

On loan from a Private Collection,
England
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DAVID GAULD RSA 1867-1936

GIRL AMONGST LEAVES

Like those of Walton, Gauld’s head studies of young women engageus (1] See for instance, The Procession of
through a screen of foliage. Broad, flat, lush leaves of maple and chest- St Agnes, in Bourne Fine Art, Raeburn

nut are sensuously painted and from within their cover, a face emerges. 0 Redpath, 2009 (exhibition catalogue)

The painter simulates an encounter that is at once fleeting and for all e
time. The image is an evocative fragment, derived perhaps from one

of his semi-Symbolist themes on The Eve of St Agnes, in which a group
of maidens solemnly process through the woods." A face appears for a
second and is gone.

Gauld’s work in this genre, along with that of Lavery, Kennedy, and
Walton, was directed towards ‘Fair Women’ exhibitions in the nineties.
These shows, at Laurie’s gallery in Glasgow, at the New Gallery in
London and later at the International Society of Sculptors, Painters and
Gravers took their theme from Tennyson’s ‘Dream of Fair Women’ and
in the case of the New Gallery, were not restricted to British contem-
porary art. Painting, at the turn of the century should address beauty,
and beauty resided in women and nature. A closely related head study
passed through the Fine Art Society in the spring of 1984 (no.59). The
model is thought to represent, Margaret, later Mrs David Gauld.
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Oil on canvas

12% X 161in - 31.7 X 40.7 cm

Signed and dated 96

ExHIBITED: London, The Fine Art
Society, Five Centuries of Scottish Painting,
2006, n0.36
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EDWARD ATKINSON HORNEL 1864-1933

IN GALLOWAY

By 1896, Hornel had begun to exhaust his Japanese studies, and he
returned to subject matter closer to home. Galloway, a world of woods,
meadows, streams and children’s dances, with its history locked in
ancient relics that were currently being unearthed, had become deeply
embedded in his personal mythology.! It was reborn in the first of a
series of canvases in which two or three girls are submerged in a dense
impasto. Japan, with its infinite variations on ‘music party’ and ‘tea
ceremony’ themes, initially brought vivid colour to these studies. The
Marseilles painter, Adolphe Monticelli, long admired for richly worked
fétes champetres, brought tone and texture, and in a moment of great
creativity, Hornel came close to the borders of abstraction. It is golden
autumn in In Galloway, and a group of dancing girls descend the hillside
pasture, their music failing to rouse the feeding goats in Hornel’s

visual puzzle.

[1] For Hornel’s involvement in local
affairs, see Bill Smith, Hornel, The Life
and Work of Edward Atkinson Hornel, 1997
(Atelier Books), pp.99—100. See also John
Morrison, Painting the Nation, Identity
and Nationalism in Scottish Painting,
1800-1920, 2003 (Edinburgh University
Press), pp 192—198.
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Oil on canvas

76% X 38%21In - 194.4 X 97.7 cm

Signed

Verso, inscribed label on frame
PROVENANCE: Private Collection, usa,
by descent, until 2008

eXHIBITED: Pittsburgh, Carnegie
Institute, International Exhibition, 1898
LITERATURE: David Martin, The
Glasgow School of Painting, 1897, (xxxx),

pp-68-70
Anon, ‘Pittsburgh’s Art Exhibition’ The
New York Times, 13 November 1898
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EDWARD ARTHUR WALTON RSA PRSW 1860-1922

THE SHEPHERD

As one of the first west of Scotland painters to adopt the rural natural-
ism of Bastien-Lepage, Walton’s shepherds and cowherds were among
his earliest motifs. In The Daydream, 1885 and The Herd Boy, 1886
(both National Galleries of Scotland) it was clear that he had taken this
subject matter to its extreme and like Guthrie and Lavery, sought to
develop what for him were new genres in portraiture and in the repre-
sentation of modern life in suburban settings.

Walton never completely abandoned the pastoral and after his move
to London in 1896, he continued to paint landscapes in Galloway and in
East Anglia (see no.24). The fulllength Shepherd is however an unusual
foray into what at first seems like an earlier theme. In its scale it anticir
pates the monumentality of the artist’s fifteenth century horse traders in
Glasgow Fair, his contribution to the mural sequence for the Banqueting
Hall of the City Chambers in Glasgow.

Like his confreres, Walton was strongly supportive of the efforts of
Charles M. Kurtz to establish their reputation in North America. The
decision to submit The Shepherd to the Carnegie ‘International’, where
Lavery’s Bridge at Grez was also sold, was taken in the light of his own
recent sale of Alice (Private Collection) to a North American collector.
When shown in Pittsburgh, the painting was awarded an ‘honourable
mention’, The New York Times remarking that the boy’s blue eyes:

... have an expression of tender sympathy — the shepherd is represented bare-
headed and his flaxen bair is disheveled and tossed.

It concluded that ‘the work of E.A. Walton has always been
strongly individual’."

[1] Anon, ‘Pittsburgh’s Art Exhibition’
The New York Times, 13 November 1898
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JAMES PATERSON RSA PRSW 1854-1932

FENCEBAY, FAIRLIE

Watercolour and bodycolour
9 X 11%20n-22.8 X 29.2 cm
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JAMES PATERSON RSA PRSW 1854-1932

CLUDEN MiLL ON THE NITH NEAR DUMFRIES

Watercolour, 7 X 10in - 17.7 X 25.4 cm
Signed

Although in later years, Paterson painted in Edinburgh and was a regular
visitor to Tenerife, his lifelong passion was for the shires of Ayr and
Dumfries, painting on the coast at Fencebay and in the Nith valley on
Cluden water by its two ancient mills. Such was his commitment to the
scenery of the area that in 1893, he published Nithsdale, an illustrated
volume of his own works with the Glasgow publisher, James Maclehose.

53
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Oil on canvas
40 X 241In- 101.7 X 61 cm
Signed

exHIBITED: Glasgow, Royal Glasgow
Institute of the Fine Arts, 1904, no.7
(as Mrs Quartermaine)

LITERATURE: James L. Caw,

‘A Scottish Painter: E.A.Walton ArsA’,
The Studio, vol.xxvi, August 1902, pp.167,
169 (illus.)

Fiona MacSporran, Edward Arthur
Walton, n.d. (Foulis Archive Press),

p-69 (illus. p.71 as Mrs Quartermaine,
unlocated)

On loan from a Private Collection,
England
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EDWARD ARTHUR WALTON RSA PRSW 1860-1922

Miss AIMEE DE BURGH (MRS QUARTERMAINE)

With the expansion of portraiture in the eighteenth century, actors,
musicians and /iterati became part of a new aristocracy based on

wealth and celebrity. In Walton’s day, the internationally féted Sarah
Bernhardt would charge portraitists by the hour — recognizing that her
face might help to make a young artist’s career. Even with this proviso,
Bastien-Lepage’s portrait of the great fragedienne, an aesthetic delight
in pearl greys and pinks, was only achieved amidst tantrums, evasions
and unkept promises. No such subterfuge is likely to have featured in
Walton’s sittings with a young actress who was yet to make her London
debut.

Aimée de Burgh (d.1946) first appeared on the London stage in
1900, two years after her portrait was painted. Her many roles included
that of an artist’s model in The Light that Failed, a play adapted from
Rudyard Kipling’s novel of the same name, which ran at the Lyric
Theatre in 1903. She married the actor, Leon Quartermaine, who
starred as Lord Monteith in Proud Maisie, based on Scott’s The Heart of
Midlothian, which was staged two years before. The marriage ended in
divorce when Quartermaine took up with Fay Compton.

At a time when Sargent’s pyrotechnics dominated portraiture at the
Royal Academy, James L. Caw declared that Walton’s portraits were
‘pervaded by a certain “shy” beauty’. Writing in 1902, he recalled ‘with
pleasure’, the portrait of ‘Miss Aimée de Bourgh’, (sic) as, ‘... an exquisite
exercise in white and ivory tones, associated with a pretty face and a
graceful pose’.! Here was a painter who eschewed flashy brushwork in
favour of Whistlerian decorum. While Walton responded to contem-
porary fashions that aped the eighteenth century in hats and hairstyles,
subtle and sympathetic observation of personality characterize his treat-
ment of Miss de Burgh.

(1] James L. Caw, ‘A Scottish Painter:
E.A. Walton arsa’, The Studio, vol.xxvi,
August 1902, p.167
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Oil on canvas

87% X 48in-221 X 122 cm

Signed

Verso, Mrs McEwen with Margaret and
Katharine / by John Lavery / 5 Cromwell
Place London sw, 1907

exHIBITED: London, New Gallery,
1908, n0.251
LITERATURE: Frank Rutter, “The
Passing of Venus’, The Academy 2 May
1908, p.74
Frank Rinder, “The New Gallery’,
The Art Journal, 1908, pp.171-2.
“The New Gallery’, The Athenaeum,
2 May 1908, p.548.
“The New Gallery’, The Graphic, 2 May
1908, p.618 (illustrated p.611).
wkw, “The Twentyirst Summer
Exhibition of the New Gallery’, The
Studio, Vol 44, June 1908, p.51, illus.
p-45 as Mrs McEwen of Bardrochat with
Kathennie and Elizabeth (sic).
Anon, “The New Gallery’, The Times,
24 April 1908, p.10.
Walter Shaw Sparrow, Jobn Lavery and bis
Work, n.d., [1911] (Kegan Paul, Trench,
Trubner and Co), p.188.
Kenneth McConkey, Jobn Lavery,
A Painter and bis World, 2010, (Atelier
Books), (illus. in col.)
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SIR JOHN LAVERY RA RSA RHA 1856-1941

MRS MCEWEN OF MARCHMONT AND BARDROCHAT, WITH

HER DAUGHTERS, KATHARINE AND ELIZABETH

In Lavery’s Mrs McEwen of Marchmont and Bardrochat, with her
daugbters, Katharine and Elizabeth, a woman and her two girls look
directly at us. Mary Frances Dundas McEwen appears aloof, and her
children, nestling in the folds of her skirt seem shy, yet curious about
the business of being painted.’ For fifteen years she had been married to
Robert Finnie McEwen, the current head of an old Scottish clan, with
its seat at Bardrochat in Ayrshire.” A sophisticated and fashionable
woman, Mrs McEwen had clear expectations of her chosen painter,
ruling out intimate sketches or portrait interiors — both of which Lavery
could provide. The advanced tastes of the sitter matched the painter’s
aesthetic preoccupation with grand manner portraiture of the type
being developed by James McNeill Whistler, John Singer Sargent and
Giovanni Boldini.

Scale, formality and aesthetic refinement, were what was required in
this case.? These abstract qualities, recognized by stylish Scots sitters,
distinguished his work from that of his immediate rivals on the interna-
tional stage. He was not constrained by the inherited rules and conven-
tions of the fulllength portrait. Early examples that show variations
in the format and the introduction of sons and daughters as secondary
figures, began in the early nineties with Mrs Lawrie and Edwin, 1891
(Modern Gallery, Venice) and Mrs .. Cowan and Laura, 1892 (Private
Collection).* They were often planned in small oil sketches, just as
Reynolds had done, and Veldquez was thought to do.” The practice did
not stop him from altering compositions if necessary, at a late stage — as
occurred with Pere et Fille, 1898 (Musée d’Orsay, Paris).®

By 1898, Lavery had left Glasgow for London. He was pursued
south by Scottish clients such as Mr Justice Darling, Sir Patrick Ford
and Robert Finnie McEwen of Bardrochat. In all three instances, hus-
bands commissioned portraits of their wives and children. Mrs McEwen
of Bardrochat, with her daughters, Katharine and Elizabeth, was executed
either just before or just after Lavery’s winter sojourn in Tangier and
in time for the opening of the spring exhibition of the New Gallery in
1908.” Although he avoided the byways of Pre-Raphaelitism for which
it was renowned, Lavery saw the New Gallery as an important outlet
for painters who had been considered too avant-garde for the Royal
Academy.

Lavery realised that in 1908 the competition for commissions of
the McEwen type lay in fellow New Gallery exhibitors such as James
Jebusa Shannon and George Henry.® But where they indulged in pyro-
technics and contorted poses, courting comparison with eighteenth

[1] Mary Frances Dundas (1864—1944)
was the daughter of Henry Robert
Duncan Dundas of Dundas and
Catherine Anne Carrington Napier, the
daughter of Robert Cornelis Napier,

1st Baron Napier of Magdala. Napier
had served on the North West Frontier,
during the Indian Mutiny and in the
daring rescue of British Diplomats

in Abyssinia. He ended his career as
Commander-in-Chiefin India. Henry
Robert Duncan Dundas of Dundas, her
father, was the then current representative
of one of the oldest Scottish clans,

dating back to the 12th century. Like the
Napiers, his family had served the British
Empire in India in the late 18th and 19th
centuries. Their family seat at the time
of Mary Frances’s marriage was Dundas
Castle at South Queensferry. Their town
house, Dundas House, a Palladian Villa
in St Andrew’s Square, Edinburgh, is now
the headquarters of the Royal Bank of
Scotland.

[2] The McEwens maintained estates
and a country house in the Scottish
Borders at Bardrochat in Ayrshire. The
Marchmont estate in Berwickshire was
acquired from the Home family in 1913,
by the sitter’s husband, Robert Finnie
McEwen. McEwen was a lover of the
arts and a gifted musician who offered
financial support to composers. Both his
houses, Bardrochat and Marchmont,
were remodelled by the distinguished
Scots Arts and Crafts architect, Sir
Robert Lorrimer. McEwen and his wife
had four children — two sons and two
daughters. The youngest daughter,
Elizabeth Jeannet Mary, (b.1902) on
the left of the picture, died in 1913. Her
sister Katharine Isobel, (b.1900) married
Roger Lawrence Lumley, r1th Earl of
Scarborough, a Foreign Secretary in the
inter-war period and Lord Chamberlain

at the time of the accession of Queen









century portraitists, Mrs McEwen of Bardrochat, ... was admired
for its restraint and for the subtlety of its colour harmonies. Lavery
sought distinction in a simple arrangement of standing figures. The
Graphic, which illustrated the painting, referred to its ‘refined colour
scheme’, while Frank Rinder, in The Art Journal praised the picture
for its ‘fresh and gracious unity’. “The design’, he declared, ‘aptly sug
gests protectiveness; the Quiet greys and gleaming whites are suavely
handled ... And The Studio, concurred, noting that it:
... pleases by its elegance and dignity of arrangement ... as a decorative
composition it is ... admirable and it is designed with excellent taste.

In what was to be one of the last New Gallery exhibitions, Frank
Rutter bemoaned the passing of old fashioned beauty, of the Pre-
Raphaelite type. The show’s centrepiece was a large tapestry entitled
The Passing of Venus, woven by Morris and Co. The new beauty, by
contrast lay in subtle arrangements and sensitive handling of charac-
ter that the present work exemplified.>® As the New English Art Club
became more exclusive and orientated towards former Slade students,
the New Gallery was briefly the main alternative London salon to the
Royal Academy and it flourished in the early years of the century, only
to falter in 1909 when the site was sold to become a cinema."°

It was therefore the ideal place in which the restrained harmonies
of the McEwen group could be displayed. Mary McEwen dressed in
diaphanous greys might be sufficient as a full-length, but for contem-
porary observers, Elizabeth and Katharine added innocence to her
experience. Maternal ‘protectiveness’, noted by Rinder, was the sub-
plot of the ensemble. As in Lord and Lady Windsor and their Family,
1906 (The Earl of Plymouth) and Mrs MacConochie and her Three
Children, 1908 (Private Collection) there was an interesting overall
design to be established. Addressing the problems of coherence in a
figure group, undoubtedly prepared Lavery for his most important
challenges such as The Artist’s Studio 1911 (National Gallery of
Ireland, Dublin) and The King, The Queen, The Prince of Wales, The
Princess Mary, Buckingham Palace, 1913 (National Portrait Gallery).
This roll-call was however punctuated by that significant moment in
1907 when Mrs McEwen and her daughters arrived in the studio in
5 Cromwell Place.

Elizabeth 11. Katharine served the Queen
Mother as Lady-in-Waiting and was a
recipient of the Royal Victorian Order in
1962.

(31 For further reference see Kenneth
McConkey, John Lavery, A Painter and his
World, 2010 (Atelier Books), pp.93—4-

[4] Lavery procured the commission
to paint jj Cowan’s portrait (National
Gallery of Scotland, Edinburgh) for
Whistler (McConkey 2010, pp.60).

[51 The Kingston Lacy Las Meninas
(National Trust), now given to Mazo,
was in Lavery’s day, popularly thought
to be Velaquez’ autograph sketch for the
painting the Prado Museum.

[61 McConkey, 1993, p.75.
[71 Although the precise dating of

Lavery’s trips to Tangier is impossible,
he seems to have left London early in the

New Year, returning in March.

(81 Shannon’s Mrs Miller Grabam and her
Daughter,and Henry’s The Marchioness
of Tullibardine, were in the same New

Gallery show.

[9] The gallery, now staging its 2 1st
annual exhibition, had been established
as a breakaway rival to the Grosvenor
Gallery, taking some of its key exhibitors,
like Edward Burne-Jones. After its
opening in 1888, the Grosvenor only
lasted for two years before its collapse in
1890. On its demise, the New Gallery
took virtually all of the Grosvenor’s
‘aesthetic’ artists and others who were at
odds with the Academy.

[10] After a weak exhibition in 1909,
and with falling admissions, the Gallery
was closed, sold off and converted into a

cinema.
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Watercolour
8 X 101in - 20.3 X 25.4 cm
Signed
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EDWARD ARTHUR WALTON RSA PRSW 1860-1922

PASTORAL

Walton was arguably at his most inventive as a landscape painter. In oil
and watercolour sketches he achieved a freedom not seen elsewhere in
commissioned portraits. Here, he was capable of almost infinite varias
tions suggested by trees, bridges and ponds, by cattle grazing and a lone
woman feeding ducks. The first of these calls to mind Walton’s early
works such as Autumn Sunshine, 1884 (Hunterian Art Gallery, Glasgow
University), but while the motifs are similar, Dutch and Barbizon
School influences have been banished from the later watercolour.
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Oil on canvas

60X 481in-152.2 X 121.9cm

¢.1905, signed

PROVENANCE: Albright Gallery 1906
1946; The Drambuie Collection
exHIBITED: Chicago Art Institute, The
Pennsylvania Academy of Arts, Albright
Gallery, Touring Exhibition of Glasgow
School Paintings, 18951905
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EDWARD ATKINSON HORNEL 1864-1933

EASTER EGGS

Easter Eggs follows the format of Spring, 1903 (Maclean Museum and
Art Gallery, Greenock) and Springtime, 1904 (Leeds City Art Galleries),
both of which are painted on identical upright 5 X 4 feet canvases —
and these in turn, derive from The Coming of Spring, 1899 (Glasgow
Museums and Galleries).! In these and other works of the period, three
girls occupy the immediate foreground, picking wild flowers or, in the
present case, rolling Easter eggs. Their youthful innocence equates
to that of the spring lambs seen on the hillside in the background. For
these later canvases, the painter employed local children — Rose, Edith
and Maud Poland, daughters of a gamekeeper — painted from photo-
graphs taken for him by Robert McConchie.? The major change that
occurs over the six years leading up to Easter Eggs, relates to Hornel’s
palette which alters significantly from the blonde and golden hues of
1899 to the cool pinks, blues, emeralds and greys of the present work.
What was Hornel hoping to achieve during this period of feverish
intensity in which his work is often unjustly criticized for its almost
mechanical sentimentality? Children occupied centre stage within the
Edwardian world-view, in popular tales by Kipling, Jerome, Ransom
and literally, in plays such as Barrie’s Peter Pan. They were aware of
secret or forgotten histories that adulthood obliterated. Contemporary
artists as various as Charles Sims and Elizabeth Forbes sought to
express their magic — in a world of fantasy where the imperial values of
heroism and maternal stoicism were enshrined. Hornel’s girls may be
pretty ingénues, but they were also the daughters of Empire.

[1] Hornel would, on occasion turn
these standard size canvases on their
sides to paint works such as the Music

of the Woods, 1906 (National Gallery of
Scotland, Edinburgh) and Seashore Roses,
1906 (City Art Centre, Edinburgh)

[2] Smith 1997, p.108.
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SIR JOHN LAVERY RA RSA RHA 1856-1941

NIGHT, TANGIER

Lavery’s views over the rooftops of Tangier are among his most evoca
tive canvases. As a young man impressed with the work of Whistler, he
had the opportunity to study the American painter’s famous nocturnes
but unlike Walter Greaves, Theodore Roussel, Paul Maitland and
others he did not resort to riverscapes of the Thames. It was in Tangier,
under the velvet veil of sky that Lavery’s nocturnes were painted. When
he first arrived there in 1891 he witnessed scenes that had been reported
by other painters — that the flat rooftops of the city supported their own
life, providing an extra moonlit room to the dars of the Kasbah. Here,

in the cool of the evening, carpets were unrolled and clusters of Arabs
would form around fires and lanterns. Aside from coftee drinking, there
might be music and dancing. And as night fell, ghostly figures would
bed down under the stars. Night, Tangier expresses something of this air
of mystery.

The picture was shown alongside The Amazon in Lavery’s triumphal
return to the Royal Academy after a gap of fourteen years. When his
portrait of Mrs Colquboun Read was rejected in 1897, he had refused
to submit any further pictures to its exhibitions. Like Whistler, he
preferred the role of distinguished outsider, collaborating with the
American painter in the establishment of the International Society of
Sculptors, Painters and Gravers in 1898. Throughout the early years of
the twentieth century, as his work gained international prizes and was
seen in solo exhibitions in London, there had been calls for his return
to the Academy. However, it was not until the early months of 1911,
while he was in Tangier that the Academy came to him and he accepted
membership.

Night, Tangier reprises a number of earlier, smaller works such as
The Rooftops, Evening, shown at the Goupil Gallery in 1908." In this
instance however, the artist looks down upon buildings from a higher
vantage point, and sees beyond them to the Straits. Two figures crouch
behind the wall in the foreground, and a third, some distance from them,
gazes out to sea. In the current turmoil of insurrection and political
intrigue that would, in a mere twelve months, lead to French interven-
tion in Morocco, this was a moment of supreme serenity.

(1] See McConkey, 2010, p.100 (illus.)
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SIR JAMES GUTHRIE HRA PRSA HRSW HROI

THE GARDEN PARTY

In 1903 The Art Journal published a profile of the in-coming President
of the Royal Scottish Academy.! Educated, erudite and of good stock,
the painter, James Guthrie, was well-suited to a role that mixed diplo-
macy with artistic judgement in the leadership of an organization that
had been perceived as reactionary and parochial. Guthrie’s work from

this point was restricted almost exclusively to commissioned portraits

and, unlike Lavery, he seems to have painted only what was demanded.

Sadly, the radicalism of Midsummer, 1892, his Royal Scottish Academy
diploma picture, was shelved. This colourful depiction of three

young women taking afternoon tea in a shady corner of the garden at
Thornton Lodge in Helensburgh, had been praised by George Moore
as ‘summer’s very moment of complete efflorescence’.?

It is extraordinary therefore to find that its fresh Impressionist han-
dling was revived for one exceptional work almost thirty years later.
This second Garden Party contains a significant addition; it shows a
wounded officer, wearing a greatcoat over his blue civilian jacket. The
young women who once were engrossed in private téte-a-téte have
become visitors, and in the background stands a maid with a tray,
who could equally be a nurse bearing medicines. Caw tells us that The
Garden Party was painted on the terrace at Guthrie’s house, Rowmore
¢.1918 and completed somewhat later, but this does not rule out the
possibility that the painter hoped to suggest a scene in the garden of

one of the military hospitals requisitioned by the government to handle

the large number of ‘shell'shock’ casualties flooding back to Britain
after the Battle of the Somme.? One of the most controversial of these,
Craiglockhart Hydropathic — Siegfried Sassoon’s ‘dottyville’ — was of
course, on Guthrie’s doorstep in Edinburgh. The scene is however all
the more surprising for the fact that the artist’s now dated radicalism,
should be revived and the glowing midsummer efflorescence be re-
examined for the restorative properties it may bring to the wounded

in war.

1859-1930

[1] George Aikman arsa, “The New
President of the Royal Scottish Academy’,
The Art Journal, 1903, pp.26—7

[2] George Moore, Modern Painting,
1893 (William Scott), p.206

(31 Sir James L Caw, Sir James Guthrie,
PRrSA, A Biography, 1932 (Macmillan
& Co), p.228
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SIR JOHN LAVERY RA RSA RHA 1856-1941

BEAULIEU-SUR-MER

Relieved of his commission as an Official War Artist, the newly knighted, Sir John
Lavery took an extended winter vacations with his wife, Hazel, cruising in the
Mediterranean in 1921. They explored the Riviera visiting Monte Carlo, Cap Martin
and Cap d’Ail and in each of these locations Lavery painted views of the picturesque
coastline, as well as the holiday homes of rich clients. Sunlight, the intense blue of the
sea, and the lush gardens of the coastal heights, anticipate the indolent world of the
novels of Scott Fitzgerald. Before both became embroiled in the negotiations for the
Irish Treaty, Lavery painted at Villefranche and St Jean, Cap Ferrat with his pupil,
Winston Churchill. On one memorable occasion he portrayed the statesman at work at
his easel (illus, The Life of a Painter, 1940, n.p.).

Lavery’s record of Beaulieussir-Mer, about a mile from Villefranche, agrees with
that of Sir Frederick Treves, the celebrated Surgeon to King Edward vi1, who retired
to the South of France in 1920. In his The Riviera of the Corniche Road, (1921) Treves
described Beaulieu as a ‘super-village of sumptuous villas ... pampered by an indulgent
climate ... it breathes luxury and wealth, languid ease and a surfeit of comfort. It is prob-
ably the richest village in the world, and the glory of its gardens are nowhere to be sur-
passed’. These attractions were obvious to many artists from the 1880s onwards. Monet
and Renoir painted nearby at Menton and Cagnes, while, in the twenties, Matisse and
Dufy worked at Nice, and in the lush vegetetation under the hill of St Michel, on the
edge of Beaulieu, known as ‘La Petite Afrique’. Beaulieu had, as Treves implies, been a
favourite spot for English visitors, particularly those who wanted to visit the casinos of
Monte Carlo, six miles away, but who did not want to be seen there. Edward vi1 making
use of the Sir Thomas Lipton’s new motor yacht in the nineties, moored there and Lord
Salisbury, the Tory leader in the 1880s, had a villa on the hillside overlooking the town.

In 1921 the village fronted two bays and two harbours, one for fishing boats and
the other for pleasure craft. These inlets are visible in the present picture. On the hill-
sides across the bay, one of the viaducts of the Corniche is visible. Situated next to a
Benedictine priory, this section of road had originally been constructed by the Romans
as a fast access route to the Gallic and Iberian provinces.

The present canvas, one of two paintings of Beaulieu, seen from Villefranche or
St Jean, Cap Ferrat, was produced during the winter of 1920—1. Both show the beautiful
bay and village from different angles and at different times of the day. The second canvas,
(sold Christie’s 13 November 1986, lot 31) was painted from a vantage point further
round the bay, probably at mid-day or in the early afternoon, when the greens of the
distant promontories were visible. The present work is likely to be an early morning
picture, when strong sunlight filtered through the haze and reflected off the Spanish-
style buildings of the little town, to create a crystalline atmosphere. The pale colours of
the distant hills are in turn mirrored in a calm, shimmering sea while the hypnotic eftect,
the warmth and well-being, is subtly enhanced by tiny touches of red in a rooftop, and
along the shoreline.
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SIR JOHN LAVERY RA RSA RHA 1856-1941

THE BLACKSMITHS OF TRAMORE

Despite the bitter internecine slayings of the Civil War in the Ireland of
the early 1920s, Lavery cherished the idea that he would be able to pro
duce a series of canvases representing aspects of rural life. He and his
wife, Hazel, set out from Dublin in the summer of 1924 driving south
through Wicklow to the town of Tramore, in Co Waterford where
they stopped en route to Kerry. Their final objective was the famous
Parknasilla Hotel, but back in Tramore the painter was temporarily
detained on a group of canvases of colourful local characters, including
a group of stonebreakers working by the wayside, an itinerant musician
known as Phil the Fluter, and a group portrait of the O’Sullivan family.
Arguably the most important sketch produced in Tramore was a
picture of the local blacksmiths at work in the forge, run by members of
the Murray family.” Blacksmiths attained almost symbolic significance
in the days of the Empire, with Stanhope Forbes’ Forging the Anchor,
1892 (Ipswich Museums). Lavery’s painting has however, no such over-
tones and, as an on-the-spot record it more closely replicates the spirit
of Whistler’s The Little Forge, Lyme Regis, 1895 (Hunterian Art Gallery,
Glasgow University), demonstrating that the painter of princes and
prelates was not averse to working in uncomfortable circumstances.
This picture was chosen from the Tramore group to hang beside
Lavery’s ‘portrait interiors’ of the aristocracy in his exhibition at
the Leicester Galleries in 1925. The impressionistic handling of the
Murrays, working in unison at the anvil, in the humble surroundings of
their workshop confirms Desmond MacCarthy’s observation that the
interior was Lavery’s forte, and was ‘one of the most agreeable themes

open to a painter of modern life’.

(1] McConkey 2010, p.165.

[2] Inaletter to the author dated
October 1997, Mrs Julie Murray
explained that the men at work were

her husband’s great-grandfather,

his grandfather and his grand-uncle.
Contemporary reports of a larger, scaled
up version of the present work remain
unconfirmed and no such work has

ever surfaced.
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