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Sir George Harvey prsa 1806-1876
Auld Lang Syne II

signed and dated 1856 - 0il on canvas - 23 x 30 inches

LITERATURE: Harvey's Celebrated Paintings: A Selection from the Works
of Sir George Harvey, London 1870, illustrated

The seaman on the main mast gazes at the horizon unfolding in front
of him, longing for the years of his youth when the sea had not yet
separated him from his childhood companions and a carefree life. The
sharp lines of the ship’s mast add to the sailor’s seclusion and the sky’s
pale blues and greys complement his melancholy.

Sir George Harvey is best known for historical and religious paint-
ings in particular the lives of the Covenanters in seventeenth-century
Scotland. However, this painting draws on Robert Burns" Auld Lang
Syne and is one of a pair.

We twa hae paidl'd I' the burn,

Frae mornin’ sun till dine;

But seas between us braid hae roar'd
Sin auld lang syne.

The companion piece, Auld Lang Syne I, was illustrated alongside
the present work in Harvey's Celebrated Paintings: A Selection from
the Works of Sir George Harvey published in London in 1870, but its
present whereabouts are unknown.

Sir George Harvey, Auld Lang Syne I, 1856
oil on canvas - 23 x 30 inches
present whereabouts unknown
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Waller Hugh Paton rRsA Rsw 1828-1895
Entrance to Cuiraing, Skye

signed and dated 1873 - oil on canvas - 44 x 64 inches

EXHIBITED: RSA 1873 (107)

Following in the Pre Raphaelites’ footsteps, Paton’s
landscapes elevate nature’s status through meticu-
lously observed detail. Topography, weather and
flora are recorded rain or shine, day or night. Man is
always incidental — used for scale both in terms of
composition but also to show his subordination to
Nature. Paton often painted at the end of the day and
as the sun was setting. Even working by moonlight
was not a hindrance: ‘by using a lantern I found I
could work in colours in moonlight’ (artist’s note-
book, volume 3).

Paton painted extensively throughout Scotland.
He visited Skye a few times executing works of Loch
Coruisk, Kyleakin and the Island of Graves and
went to Quiraing for the first time in 1866 where
he produced a number of watercolours and oils.
Quiraing, the only still moving landslip on the Isle
of Skye with its landscape of steep slopes, rocky
peaks and grassy plateaus inspired Paton. This oil
depicts The Needle, a 37 metre high pinnacle and
was painted in 1873 in the artist’s studio at George
Square, Edinburgh, from pencil sketches
and watercolours.
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Arthur Melville ARsA RsW 1855-1904
The Rialto

1894 - watercolour - 23 x 33 inches

PROVENANCE: Dr George Melville, Nottingham; Private Collection, Scotland
ExHIBITED: London, Royal Institute of Painters in Watercolours, 1906, no.88;
Glasgow, Royal Glasgow Institute of Fine Arts, Memorial Exhibition, 1907,
no.116; Nottingham, Memorial Exhibition, 1907, no.18; Glasgow, Royal Glasgow
Institute of the Fine Arts, The Exhibition of the Works of Arthur Melville, 1947,
no.116; Dundee, Dundee Art Galleries and Museums, Arthur Melville, touring
exhibition, November-December 1985, no.136; Edinburgh, Bourne Fine Art, and
London, The Fine Art Society, Arthur Melville 1855-1904, August to October
1996, n0.64

The view is on the Grand Canal, looking south from the western

side. The bridge of the Rialto spans the composition, its great arch
sharply defined by shadow against sunlit buildings above and beyond.
Melville visited Venice in the early summer of 1894. Following Turner
and Whistler for whom Venice and its light had been a primary
inspiration, the city would seem to have been a natural destination
for a painter so clearly working in the tradition they had established.
Nevertheless Agnes Mackay comments that ‘there is something of
spontaneous joy lacking in the Venice paintings, surmising also

that perhaps Melville found Venice tame after the Middle East. This
painting hardly gives that impression. To paint the soaring arch of
the Rialto from the shadowed side is a bold and dramatic choice. It

is typical of his later work based on simple, but striking oppositions
of light and shade. But what is also striking here is how for all the
simplicity of the concept, the shape and structure of the bridge are
fully described even while he evokes the dancing light of Venice.

We would like to thank Prof Duncan MacMillan for this entry






4

Arthur Melville ARsA RsW 1855-1904
Stable Boy with Fez, Soldiers Seated, Morrocco

inscribed with title and signed verso - oil on panel - 12 x 17% inches

Although it is uncertain whether Melville visited Spain first, follow-
ing the example of his contemporaries, or North Africa we know that
he was in Tangiers in the early 1890s with fellow Glasgow Boy, Joseph
Crawhall. In the late nineteenth century Morrocco-and other North
African countries-had become a major draw for artists such as Sir
John Lavery, Frank Brangwyn and William Kennedy. It was heaving
with flamboyant personalities and travellers whilst at the same time
being an affordable place for artists to live.

This oil was probably painted between 1890-93, years that proved
to be a turning point in Melville's career. Influenced by the Nabis,
he followed the example of Paul Serusier who wrote: ‘The key note
is to intensify colour and simplify form. Should we paint directly
from nature or simply observe and then paint from memory?’. Many
of Melville's small sketches, both in watercolour and oil, were done
from memory. His blotesque technique gives an overall rather than a
detailed representation.

In our picture he outlines faces and figures using blocks of paint
in strong dark browns. The composition is strikingly simple; using
tonality to give a sense of depth and space Melville casts half the pic-
ture in shadow to draw the viewer's focus onto the boy wearing the fez
in the stable. The split use of dark and light encapsulates the blistering
midday heat of North Africa and the blinding sun that bounces off
white washed walls against the cool shade and sun-faded ochre earth.
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Edward Arthur Walton rRsa PRsw 1860-1922
A Pastoral

signed - watercolour - 13%2 x 207 inches

In the early 1880s Walton, Crawhall and Guthrie started to receive
recognition as a group, later to become known as The Glasgow Boys.
They were united in their admiration for the new French social real-
ism and in particular the work of Henri Bastien-Lepage. As young
men in their twenties they travelled from Glasgow to Crowland in
Lincolnshire to paint the landscape with confidence and vigour and
always en plein air. They distanced themselves from their older con-
temporaries, whom they disparagingly referred to as ‘The Glue Pots'

Walton was a talented watercolourist and painted a series of water-
colours of Helensburgh on the Firth of Clyde. This work dates from
around 1883. The bright palette, textured brushwork and low horizon
with grazing livestock are typical.
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William Wells 1872-1923
The Mussel Gatherers

signed and dated ‘93 - oil on canvas - 12 x 20 inches

The Mussel Gatherers features several stylistic motifs which makes
it instantly recognisable as a work by Wells. Often depicting girls
at work in the countryside, Wells almost always covers their fea-
tures demurely with the brim of their bonnets, their faces protected
from the elements as they work. His paint is typically thickly
applied and heavy impasto provides this rocky coastal scene with a
naturalistic sense of texture; accurately evoking its wet, tide-raked
pebbles and shells.

During the course of his career, Wells travelled to Paris and
rural France, and the impact of his time there can be observed
in works such as this. His subject matter, focus on atmospheric
weather conditions and distinctive brushwork owe much to the
Barbizon painters, whose work Wells became acquainted with and
much admired on his travels.
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John Duncan rsA Rsw 1866—-1945
White Sand and Rocks, lona

signed - oil on panel - 12 x 16 inches

Emerald Sea, lona

signed - oil on panel - 142 x 172 inches



John Duncan'’s passage to Italy proved an important one. The
influence of the quattrocento Old Masters was profound both in
terms of composition but also technique. Duncan is best known for
mythological and historical subject matter; legends and symbolism
are evident in most of his stained glass, murals and paintings.
However from the early 1900s, having settled in Scotland, he spent
his summers in the Western Isles and painted the beaches and
coastline of Iona and Barra in the liveliest turquoise and blues, long
before his contemporaries, Cadell and Peploe, discovered them.
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Sir David Young Cameron RA RSA HRSW RE 1865—1945
Schiehallion

€.1935 - signed - oil on canvas - 30 x 46 inches

Throughout a long and illustrious career, Cameron was drawn
to paint the most remote and wild areas of Scotland. The picture
illustrated here was painted in the mid 1930s; a few years after
the death of his wife and during a phase which saw him produce
some of his finest and most monumental oils. Works such as this
signified a marked return to form which Cameron credited to
having found solace from his grief in the beauty of the Highland
landscape.

The scene depicts Schiehallion, Perthshire, from the banks of
Loch Tummel. One of Scotland’s most dramatic mountain ranges,
the summit of Schiehallion rises into a striking almost perfectly
pyramidal snow-tipped peak.

Cameron's work could be said to tread a fine line between
romance and realism, and is generally instantly recognisable by
his distinctive use of colour. Though some would accuse him of
artistic license, those who know the landscape well will recognise
the intense and sometimes seemingly unbelievable colours that he
often depicts in his paintings of the Scottish Highlands. Here his
palette of icy blues portrays an austere Schiehallion. By lighting
his scene starkly with a winter sun, Cameron saves it from bleak-
ness, yet still manages to convey a sense of altitude and thin,
bracingly cold air.
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Sir David Young Cameron RA RSA HRSW RE I1865-1945
Loch Eil and Loch Linne

€.1936 - signed - signed and inscribed with title verso

oil on board - 7% x 11 inches

Cameron settled in Scotland permanently in 1932 and in 1933 he
succeeded Robert Gibb in becoming the King’s painter and limner in
Scotland. The continuing influence of France, which he visited in the
twenties, informed his vision of the Highlands which he painted in
bold blues, greens, pinks and gold. He built up the landscape in blocks
of colour and strong lines often using unrestrained colour to give
drama. His aim was to show ‘that spell of mystic beauty, haunted by
strangeness of form and colour, remote from the facts and feelings of
common life".
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John Maclauchlan Milne rsa 1885-1957
Suilven, Wester Ross

signed - oil on board - 20 x 24 inches

By the time Milne painted Suilven — in the mid to late 1930s

— he had limited his trips to France due to Europe’s declining
economy. In 1932 he settled permanently in Scotland whereon
he turned his attention to the Highlands which he visited on
sketching expeditions with his friend and patron Fred Lawson
and younger fellow artists, William Gillies and John Maxwell.
Milne painted the Scottish countryside in robust colours and
bright light. His landscapes took on a far more linear and
muscular form and acquired a drama that sets them apart from
the impressionistic style of his earlier French paintings.
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Anne Redpath 0BE ARA RsA 1895-1965
Cagnes

signed - oil on panel - 26 x 24 inches

PROVENANCE: Private Collection, acquired directly from the artist

From 191934, Anne Redpath and her family lived in France. This
work dates from towards the end of their time there and is a signifi-
cant painting within the artist’s oeuvre. Only a few oils are known
to have been painted by Redpath during this period. The early 1930s
marked her return to painting after a hiatus of several years when
she and her husband initially moved to France and began their fam-
ily. Being large in scale, it is also one of the most substantial works
created by the artist at this time.

Thickly textured, highly-finished brushwork and a restrained
tonality combine here to signify a new stylistic phase: a move away
from the more impressionistic approach of her student days towards
tightness and control. This new manner which was developed in these
few significant French oils would remain evident in her work for a
further decade upon her return to Scotland. It wasn't until the 1950s
that her paintings became increasingly abstracted and her style would
regain its looseness.

Redpath’s Cagnes has an ambitious compositional structure: a hill
town haphazardly built on the slopes of a mountainside, demonstrat-
ing the artist’s attraction to the abstract shapes found naturally in the
landscape. Importantly, her subject also allowed her to experiment
spatially with the foreshortening of perspective; a device that became
a distinctive characteristic of her work in later years.
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Sir William Gillies RA RsA PRSW 1898-1973
Temple

signed and inscribed with title label verso - oil on canvas - 27% x 32 inches

EXHIBITED: RSA 1952 (658)

In 1939 Gillies moved into a cottage with a studio in the village of
Temple, Midlothian. Over the next ten years his career flourished;
he was appointed Head of the School of Drawing and Painting at
the Edinburgh College of Art, an Academician of the Royal Scottish
Academy and a member of the Royal Scottish Society of Painters in
Watercolour.

Temple is little more than a single street of eighteenth-century
cottages and in the 1930s had a population of around 100. Before the
arrival of electricity in the 1950s, it became even more isolated in the
cold winter months. The surrounding Moorfoot hills and the South
Esk river, moody skies and narrow roads inspired the artist to paint
some of his best landscapes.

Although this picture was not exhibited until 1952, stylistically it
is likely to have been painted in the late 1940s. At that time Gillies
used vigorous impasto and included expansive and impressionistic —
almost expressionistic — skies, as he has here.

Gillies was prolific and exhibited widely; over two-thirds of his
output were landscapes: T have always enjoyed weather, always seen
landscape pictorially, and I've got immense satisfaction in record-
ing swiftly in line and colour the fugitive, the subtle and the grand
in nature’. Jack Firth a fellow artist and friend commented on his
landscapes: ‘The Gillies way of looking at landscape is full of natural
truths. His factuality is like Monet's at Giverny. When one is there it
seems there is no other way the place could be painted".
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Joan Eardley rsa 1921-1963
Samson Boy

c.1954 - oil on board - 20 x 7% inches

The Samson family were the closest neighbours to Eardley’s studio

in Townhead. A huge family of twelve, they provided inspiration for
Eardley and several of them proved to be willing models. The subject
of this work is likely to be Andrew, the Samson child who occurs with
most frequency in her paintings. Interviewed as an adult he recalls
having been made to pose for hours at a time in Eardley’s studio, kept
entertained with comic books.

Wearing what appears to be a school uniform, the figure in this pic-
ture slumps wearily against the wall, possibly tired of modelling for
the day. The redness of the boy's legs is perhaps cast by the glow from
a two bar fire. This would attest that it became very chilly in Eardley’s
glass-roofed studio throughout the winter months, and unbearably
hot in the summertime. Such conditions did not concern Eardley who
was known for approaching her work with an almost fanatical dedica-
tion. Many of her Catterline landscapes, for example, were painted
outdoors in the most extreme weather conditions.

Eardley’s quiet character and self-discipline meant that she lived
a life of self-imposed isolation much of the time. Although she had
several meaningful and long-lasting friendships, she was a retiring
figure. Painting was her life and this total absorption and commit-
ment is evident in her work, perhaps most of all in her sensitively
observed pictures of Glasgow's street children.






