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LENDING PICTURES
The recent interest shown in our loan of
pictures to the canteen of a Leeds factory
towards the whole
turns our thoughts
question of how far the Art Gallery's extramural activities, particularly loans, should
be developed. The potentialities for development are great, and one can see that, with
the present widespread interest in the visual
arts, an extensive loan service is most
desirable. The interest which has grown
during the past few years needs to be constantly stimulated if it is to be maintained
and at this stage of development we cannot
simply rely on people making regular visits
to the Art Gallery.
On the other hand, such a scheme would
be a serious drain upon our artistic resources
which are already freely dragon upon by
schools, colleges> hospitals, social welfare
centres, provincial galleries and national
art organisations.
Loans of this kind are not unprecedented,
and in fact are already being regularly

I

Rotha Mary Clay

2o

E. M. Armistead
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organised by one or two galleries. But most
these are for colleges or similar institutions and are justified under the general
protective label of education. But loans to
factories or offtces could not even masquerade under that label, and as a result do
not meet with the same ready approval.
But the ultimate effect would be justifiecl
because it would simply mean that more
people would become familiar with good
pictures and derive from them the enjoyment which works of art are intended to
give. In other words, the art gallery would
be fulfilling its true function of improving
the general standard of artistic taste ancl
providing a most desirable form of recreative pleasure.
The present scheme is experimental, but
it shows every likelihood of being a success.
If it is, then the art gallery of the future
should be prepared to face up to the need
for further extension of its ever widening
public service.
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SOME RECENT ACQUISITIONS
The most important recent acquisition is
Robert Morland
a painting
by Henry
It is a charmreproduced.
here
I
(C. 730-I 797)
artist
delightful
English
most
a
ing work by
few
in
number.
are
whose known paintings
The few known canvases by him all have
the same grace

of colour. At

of composition and delicacy
first sight they appear more

French than English with a tendency to
sweetness in the use of pinks and pale blues,
but there is a simple naturalism in such works
as the Laundry 3Iaid at the Tate Gallery
which seems to echo Chardin. Our painting,
though perhaps a little more sophisticated
than most, depicts a character from a play.
Such pictures, which give us a glimpse of

HEAD OF A MAN
Aquatint ZZ$ X
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BOUGHT FROM THE LEEDS ART COLLECTIONS FUND

THE FAIR NUN UNMASKED

HENRY

R. MOELAND

Canvas 3o X z)
BOUGHT FROM THE CORPORATION

of the I8th century, are
too rare. The painting was engraved by
Carrington
Bowles and a copy of the

the English theatre
all

has also been acquired for the
collection. We are fortunate in having
secured such an excellent painting by this
lesser known English artist, the bulk of
whose work v,as executed in pastel. He
was the father of the more popular George
Morland.

engraving

FUND

Another interesting addition to the collection is an acquatint by Georges Rouault.
It was executed as one of the illustrations
for two books 3fiserere and Guerre to be
vvritten by Andre Suares and published by
Ambrose Vollard. Unfortunately Vollard's
ambitious project was never completed.
Rouault was to make one hundred large
etchings and started on this strenuous and
exacting task in r9r 6. For nine years, from

t 927, Rouault
I 9I6—I 8 and again from 1920—
devoted most of his time to tlfis ~ ork. After

this date the artist worked only intermittently on this project and by s9> t fifty-seven
works had been completed. Vollard stored
the plates and after his death it was thought
It was
that a book might be published.
later discovered that the plates had been
destroyed and all that remained were the
few trial proofs which the artist had taken.
These were shown in a recent exhibition in
London and the example bought by the
Leeds Art Collections Fund has all the
characteristics of Rouault's powerful technique. For this work the artist used a special
process. First he made a study in gouache
which was transferred photographically to a
copper plate. The whole surface of the plate
was then worked
by the artist using
acquatint, drypoint and direct biting with
acid. This is our only example of Rouault's
work> but it is a characteristic one, and
furthermore,
an historical record of an
ambitious scheme.
L. S. Lowry is among the more interartists. His
esting of our contemporary
vision and technique alike have a directness
and naivety both unusual and charming.
now over sixty, Lowry still
Although
retains a child-like simplicity of approach to
all his subjects. The Lancashire industrial

scene, which has supplied him with most of
his subject matter, has never palled. His
interest in the streets, towns and people of
his native Lancashire are a constant source
of visual excitement to him. No more telling
commentary of conditions in the cotton
manufacturing
towns has ever been produced. One of the more important pictures
from his recent exhibition has been bought
for our collection by the Leeds Art Collections Fund and will shortly be on view.
A reproduction in colours appears on
pages r4 and t ). The blocks have been lent
by the magazine Lilliput, whose art sections
are a continuous source of interest.
Among other pictures recently acquired
are a painting Landscape with Figures by
Julius Cesar Ibbetson, given by Mr. T.
Rishworth; a painting Absorber and Child
by another important contemporary painter,
Ruskin Spear, and a watercolour Broad@ ay
near W'orcester by William
Turner of

Oxford (rp89 —r8)r).
A group of z8 porcelain figures, mostly
Chelsea Derby and some from minor German factories, have been bequeathed by the
late Mr. J. H. Ackroyd. Another addition
to the ceramics section is a handsome stoneware bowl by P.S. Wadsworth of the Leeds
College of Art.

Uai te>.ly Review

TWO OUTSTANDING

standards of judgment on all human achievement in the arts.
Such is the primary benefit of an exhibition of this kind, that one sees, not merely
original works by great names of the past,
but realises the high attainments which can
be achieved in the realms of human expression and technical accomplishment through
first-hand experience of'ome of the finest
examples of human creation. The result of

is published
the Albertina drawings will have gone from
Leeds. But not so the memory of them, for
such an exhibition is an experience of a
lifetime, and its effect upon all who sax it
can never be entirely eradicated. Perhaps
for many a disturbing experience, because
those who have not had the opportunity of
seeing such superb and intimate masterpieces before will need to r adjust their

By the time this magazine
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such experience is the heightening of one'
personal standards of artistic appreciation
and the improvement
of one's critical
faculties.

Though known to many people through
reproductions, these drawings were a revelation, for the reproduction can never be an
No matter how acadequate substitute.

AN APOSTLE
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curate it may be, it can bear little but a
superficial resemblance to the original. All
the sensitive, personal quality with which

consciously or more often subendows each line, is lost
consciously
completely. Despite scientific arguments to

an artist,

the contrary, the living quality of a line
drawn by an artist can never be reproduced.
For it is in his drawings that the artist is
most expressive. These are the immediate,
spontaneous reactions to an idea, the direct
manifestations of an individual conception.
Each movement of the brush, pencil or
crayon is an art of creation, a living thought
for which there can be no substitute, and of
which there can be no exact repetition.
The Earl of Scarborough, in his admirable opening address, said that the drawing
allows us the privilege of looking over the
artist's shoulder. One might go further and
say that it allows one to intrude into his
very thoughts. In this exhibition we were
given the opportunity of the most intimate
contact it is possible to make with the minds
of the great masters. With these firstthoughts, for many of these drawings were
just preliminary working sketches, we are
nearer to the spirit and character of the artist
than in his highly-finished
compositions.
All the tenderness and gentility of Raphael
is expressed in the slight sketch of the

a Pomegranate;

the scholarly
in his
Portrait of an Apostle; the economy and
finality of the Sketch ofan Elephant conveys
the certainty and self-assurance of Rembrandt; and the delight in the complete
mastery of technique, the sheer joy of
graphic interpretation is to be found in the
exquisite Self Portrait by Durer when he
was only thirteen years old. These four
2Vladonna with

intensity

of Leonardo

is obvious

not as
drawings
are here reproduced,
substitutes for the pictures but as a reminder
of a great artistic experience. They were
but some of the many treasures which one
would like to mention in this remarkable
exhibition which will always remain a
notable event in the history of the Leeds
Art Gallery.
For such a privilege we are grateful to
the organisers, and to the authorities of the
Albertina Museum. At the time of writing
over twenty thousand people have visited
the exhibition. This figure includes parties
from all over the north of England, and
constitutes a record for the Art Gallery. (A
small presentation was made to the twentythousandth visitor). This in itself is proof
of the widespread and real interest in the
arts to-day for these works could not be
looked at superficially, in the way one
might look at an exhibition of large and
colourful paintings, they had to be examined
closely and minutely.
Such attendances are a tribute to a great
collection. But in paying homage to this
selection from the vast resources of the
Albertina, we might remember that our own
national collections are almost equally rich
in fine drawings. One day we may hope to
have similar exhibitions from them, and if
that time comes, perhaps we shall not be
too reticent about showing the work of our
own British masters whose great contribution to the art of drawing should be more
generally recognised.
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JACK YEATS
by Jack B. Yeats now
being shown at Temple Newsam, form a
striking contrast to the contents of the
Albertina
collection shown at the Art
Gallery. Here we are confronted with the
expressive and poetic use of paint, which is
not nearly so widely appreciated as the more
descriptive medium of drawing seen in the
works of Diirer, Breughel, Raphael and
company. Most people readily enjoy the
thrill of superb craftsmanship when applied
to actual representation, even though they
may be less responsive to the more expressive or emotional significance of a true work
of art. But the mastery of a craft is to the
artist merely a point of departure, a vehicle
for conveying his personal idea of an
experience, not necessarily in a representa-

tional way. Though most of the works in
the Albertina
collection combine both
qualities, the high degree of technical competence is for most people the dominating
interest.
Jack Yeats is a superb craftsman in
drawing as well as in painting. But far more
important is the fact that he is an artist and
a poet. He uses paint to evoke an emotional
response to an experience rather than to
describe it. To enjoy Yeats'aintings one
must submit oneself completely to the effect
of colour and impasto with which he conjures up a personal imagery. There is little
in his canvasses which can be intellectually
described. One may recognise a horse, a
fairground, a Dublin street or a music hall
stage, but what is more important is that one

The 84 paintings
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A LEFT ON THE LONG CAR

should feel the emotional intensity which
the artist is trying to convey through his
colour and the way in which he puts paint
on canvas. A painting like The Dark Bathe
is almost entirely lacking in any descriptive
content, but if we submit ourselves to the
excitement of the colour and the way the
paint has been applied, we begin to feel
something of the conffict between light and
darkness which he is trying to express. This
rosy-coloured dawn
is no sentimentalised
breaking calmly over a dark sea, but an
aggressive struggle, an invasion of light on
darkness. This is a permanent and continuous struggle which the artist sees and
expresses again and again in other pictures,
like By Streea'ah Strand and Among Horses.
The peculiarly Irish quality of all his
work too is unexplainable for again it is the
colour and the handling, as much as the
figures and places portrayed, which in some
intangible way become expressive of the
Irish scene and character.
EvervJ poet is concerned ultimately with

I9X

24
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eternal truths but his way of expressing
them may be wrapt in some highly personal
incident. This aspect of Yeats'ork is
perhaps the most enigmatic, for none but he
could say why he chose to paint a young
girl looking in a shop window, a man sur-

veying an empty table or a wrecked circus
tent. But when one looks at paintings like
Alen of Snow, The Breakfast Room and The
Great Tent has Collapsea, one feels that
here is something intensely personal, perhaps nostalgic. Incidents through which he
has become more conscious of some eternal
and universal reality, and, when painted in
all the intensity of his emotional responses,
transmit to us something
of that same
emotive quality.
None but a wholly insensitive person
could visit this exhibition without feeling
that he was in the presence of a powerful
which, transmitted
through
personality,
has
endowed
the
material
with
a real
paint,
and pulsating life of its own.
E.I.M.

e

9

<>kiwi

ch I'i ct ures

NICOLAS POUSSIN

II

ANTHONY BLUNT
The recent cleaning of the Dulwich pictures,
now being shown in Zeea's, has made possible
a complete revaluation of the qualities and
attributions
of some of'he paintings by
Poussin. In the last issue, Professor Blunt
wrote about two of the six paintings now in
Zeeds andin this conclua'ing article he surveys
the other four.

This contribution is an extract from
article in the Burlington 2Vlagagine, ana
are grateful to the Editor for permission
reproduce it and for the use of'wo of
blocks.

an
we

to
the

The Rinaldo and Armida has not been
changed fundamentally
through cleaning,
but it is now for the first time possible to
appreciate the dazzling virtuosity of the
painting of the armour, the richness of
colour in the draperies, the silvery delicacy
of Cupid's wings, and the subtlety of the
landscape. Grautoff condemns this painting
as a copy either after a lost original or even
after Audran's
but although
engraving,
some of the modelling is a little flat, no
copyist could possibly achieve the brilliance
of detail in the armour and drapery, for
which it would be difficult to find the equal
even in other originals of this period, that
is to say about i63~, when the artist was at
the height of his technical powers.
The Flight into Egypt appears to be an
original of about the same date, though it is
not a wholly successful composition. Like
the Rinaldo this painting is rejected by
Grautoff, who considers it a free variant
after the composition of the same subject in

the Liechtenstein Gallery, Vienna. It is true
that the latter has the advantage of being
described in a seventeenth-century
source,
whereas there is no mention of the Dulwich
version, but the differences between the two
compositions are sufftciently great for us to
suppose that Poussin may have executed
both, in spite of his dislike for repeating
himself. Indeed, the two versions only have
in common the unusual iconography and
similar but by no means identical poses in
the figures of the Virgin and St. Joseph.
The composition of the Dulwich picture is
in many ways uncomfortable,
particularly
in the empty bank of clouds and the loosely
constructed landscape with Roman ruins,
But the colour and the handling of details
in the heads, draperies and trees are typical
of the artist at this date.
The Nurture of Jupiter probably dates
from a few years later. The cleaning has
revealed a colour scheme of cool, honeycoloured tones, across which strike the
aquamarine and dark blue of the
This blonde colouring would lead
one to date the painting about r62p —8, near
the Prado Parnassus
and the Dresden
Eingdom of Flora. But in none of the pictures of that period does Poussin show the
feeling for landscape visible in the Jupiter.
In the Parnassus, the trees are almost stage
properties, recalling those of the Marino
drawings, whereas in the Jupiter they are
painted with the utmost delicacy and with
a strong feeling for the structure of different
nymphs'rapery.

THE ASSUMPTION

OF THE VIRGIN

Panel 48'3 X 37'I cm.
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towards a cooler and more classical type of
colouring.
The theme was a favourite with Poussin,
and he painted it at least three times. The

kinds of foliage. It is therefore more likely
that the picture was painted about t636—
y,
from the
when Poussin was emerging
of the full Titianesque period
warmth
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THE CANAL
L. S. LOWRY
Canvas
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An excellent example of
Lowry's essentially native art,
in which

spirit of

town.

he expresses

The simple,

almost

technique,

which

childlike

each

sees

the

cotton

a Lancashire

building

separate,

as

unrelatecl

a

entity,

emphasises the general feeling

of

haphazard

growth

incongruous

The restrictecl
ditions
expressed

of

and

distribution.
living

con-

the

people are
in the distribution

of the figures, which appear
to be completely

dominated

The
by their surroundings.
painting was bought by the
Leeds Art Collections Fund
from a recent exhibition

the

artist's

work
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LEEDS CITY ART GALLERY
OPEN DAILY 10-30 to 6-30; WEDNESDAYS 10-30 to 8-30; SUNDAYS 2-30 to 5-30

SEPTEMBER

THREE CENTURIES FESTIVAL EXHIBITION
An Exhibition of 18th, 19th and 20th century Paintings, Costumes
and Musical Instruments to be organised in conjunction with the
Three-day Festival of Music at the Town Hall.

PICTURE OF THE MONTH
JULY

SIR JOSHUA REYNOLDS
Portrait of Lady Hertford. Lent by the Right Hon. The Earl
Halifax from Garrowby Hall.

AUGUST

of

WILLIAM HOGARTH
Portrait

of a Lady.

Lent by the Hon. GeoA'rey

Winn

from

Nostell Priory.

SEPTEMBER

CANALETTO
St. Mark's Square, Venice. Lent by Miss Talbot from Kiplin Hall.

TEMPLE NEWSAM HOUSE
OPEN DAILY, INCLUDING

To AUGUST 4th

SUNDAYS, 11-30 to dusk

PAINTINGS by JACK YEATS
An Exhibition of eighty-four Paintings showing the artist's finest
achievements since 1925. To be shown afterwards at the Tate
Gallery.

SEPTEMBER and
OCTOBER

JULIUS CESAR IBBETSON 1759—1817
A comprehensive Exhibition of Paintings and Watercolours
Leeds born artist of national reputation.

z6
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SOME YORKSHIRE EXHIBITIONS
JULY
Hull, Ferens Art Gallery
Huddersfield, Art Gallery

New English Art Club
Modern British Pictures from the Tate Gallery

(Arts Council Exhibition)
The Euston Road School and some others
Yorkshire Photographic Union
Work by Students of
Wakefield College of Arts and Crafts
Batley, Art Gallery
Batley Group of Artists
Doncaster, Art Gallery
Drawings from the Witt Collection
York, Art Gallery
The Art of the Countryman: Drawings by Thomas Hennell
(Arts Council Exhibition)
Batley, Art Gallery
Work by Students of Batley School of Art
Sheffiield, Graves Art Gallery
Pictures lent and given to the Graves Gallery
by the Sheffield Society for the encouragement of art
Sheffield, Graves Art Gallery
Works by the Euston Road School
York, Art Gallery
English Portraits loaned by Col. Duncombe-Anderson
Harrogate, Art Gallery
Works by David Cox from Birmingham City Art Gallery
Batley, Art Gallery
Modern Hungarian Paintings (Arts Council Exhibition)
Doncaster, Art Gallery
Art by the Miner

June 6 to July 24
June 19 to July 10
June 19 to July 18
June 19 to July 18
June 23 to July 14
June 26 to July 10
June 26 to July 18
July 3 to 19
July 12 to 17
July 14 to Aug. 4

July
July
July
July
July

21
22
24
24
24

to
to
to
to
to

Aug.
Aug.
Aug.
Aug.
Aug.

4
22
29
14
8

AUGUST
Bradford, Art Gallery
Sheffield, Graves Art Gallery
Hull, Ferens Art Gallery
Doncaster, Art Gallery
Huddersfield, Art Gallery
Batley, Art Gallery
York, Art Gallery

and Drawings by Bertram Priestman
Pictures lent from Chatsworth House
Glasgow 20 Club
The Brangwyn Collection
Paintings by Ambrose McEvoy
Otley Art Society
Victorian Narrative Paintings from the
Art Gallery Collection

Paintings

July
Aug.
Aug.
Aug.
Aug.
Aug.
Aug.

30 to Aug. 29
7 to March, 1949
14 to Sept. 4
14 to Sept. 19
21 to Sept. 18
21 to Sept. 8
25 to Sept. 12

SEPTEMBER
Wakefield, Art Gallery
Harrogate, Art Gallery
Hull, Ferens Art Gallery
Bradford, Art Gallery
Wakefield, Art Gallery

Wakefield, Art Gallery
York, Art Gallery
Sheffield, Graves Art Gallery
Doncaster, Art Gallery

Paintings by Tom Nash
Watercolours and Drawings from the
Whitworth Art Gallery, Manchester
Contemporary East Anglian Painters
Bradford Camera Club
Lord Leicester's Collection of Drawings
from Holkham House
Pictures recently purchased from Chevet Hall
Works by the Euston Road School
(Arts Council Fxhibition)
Paintings by Ambrose McEvoy
Watercolours from the Graves Art Gallery
(Arts Council Exhibition)

I7

Sept. 4 to Oct. 2
Sept. 4 to 26
Sept. 4 to 26
Sept. 4 to 25
Sept. 6 to 27
Sept. 6 to 27
Sept. 15 to Oct. 7

to-

Sept. 25
Sept. 25 to Oct. 17

[continuea'from

page z3]

further towers. This corresponds exactly to
the Rocca oi Spoleto. Further, the domed
church on the right could well be S. Filippo,
behind it, with the
and the campanile
conical top, is like that of Spoleto cathedral.
Another medieval tower appears in photographs of the town, not unlike that slightly
to the left of these two churches, except that
it now lacks the upper stage shown in the
Spoleto is situated in a mounpainting.
tainous valley, surrounded by a deep ravine
through which rushes the Tessino. It does
not, as far as I can discover, form a waterfall
like that shown in the painting, but Poussin
never, to our knowledge, visited Umbria,
and he may easily have added this detail
from his imagination, inspired by the falls

most classical version is that in Berlin,
about
painted
t6g8 —g; but
probably
another composition is known in two versions, one of which recently passed to
America from an English private collection,
while the other is in a collection in California.
This third composition is based on a
drawing in Stockholm.
In addition to the paintings already
mentioned, there is a little-known painting
now in Leeds which has strong, though not
certain, claims to be by Poussin. This is a
small panel showing a landscape over which
hovers a female haloed figure. It is traditionof'he
ally described as The Assumption
Virgin, which may be its correct title if we
suppose the picture to be a fragment, as is
suggested by the unexpectedly large scale
of the tree and rock in the left foreground,
which are somewhat oppressive in the composition as it now stands. In this case the
missing right hand part probably contained
the tomb and Apostles, which would be
essential elements in a composition of the
Assumption, and the painting may have been
continued upwards to include the figure of
God the Father; for the attention of the
figure on the clouds seems at present to be
directed towards some person or incident
picture above and to the right.
As Dr. Saxi has pointed out, the town in
the middle distance is not like the usual
generalised classical city to be found in most
landscapes of this period, but seems rather
to represent a specific Italian site. The
identification of such a town is not easy,
but many details shown by Poussin support
the hypothesis that it is Spoleto. The castle
in the background has an unusual form
consisting ot a main square block with
towers at the corners, and to the left an
extension, slightly lower, ending in two

ot Tivoli.
Moreover, the cathedral of Spoleto is
cledicated to the Assumption, and it is not
impossible that a Spoletan living in Rome
may have commissioned Poussin to paint
the theme of the Assumption, adding the
request that he should depict his native town
in the background. This is pure speculation,
but it would explain the various unusual
features of the picture.
There remains the question of the authorship of the panel. At first sight it does not
fit in with the ordinary run of Poussin's
worl, and it is not mentioned by either

off'he

The figure,
Grautoff or Friedlaender.
however, has every mark of Poussin's style
of the late t63o's. Considering its small
scale, the drapery is modelled with extraordinary clarity, and the hands executed
with great delicacy. The fingers even show
the slight flush of pink at the tips, which is
characteristic of the artist at this time. It is
traditionally believed that Poussin sometimes collaborated with his brother-in-law,
Gaspar Dughet, by adding figures to his

i8

THE FLIGHT INTO EGYPT

Canvas
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landscapes, but
the trees, town
any way recall
is more like

in this panel the handling of
and mountains does not in
Dughet. In many details it
Poussin's own landscapes,

particularly
the Sr. John Baptising at
Belvoir, and the most probable solution
seems to be that it is a painting entirely from
his hand, though in a rather unusual manner.
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JULIUS Ca%SAR IBBETSON I759-I8I7
ROTHA MARY CLAY
he was very probably received as a "petticoat-boy" at the Fulneck Community,
Pudsey. Later he seems to have attended the

In the czccompanying article Miss R. M.
Clay gives a brief survey ofthe life and work
of Julius Cesar Ibbetson. Only recently, as
a result of Miss Clay's researches, has
Ibbetson's connection with Leeds been firmly
established.
He was previously recorded as
having been born at Masham but this has now
been a'isproved. The forthcoming exhibition of
Ibbetson's work at Temple Newsan will be the
fzrst ever to be held. Though known to most
people only for his rather acaa'emic landscapes,
Ibbetson was versatile and accomplished in
other fields. The exhibition will include all
aspects of his work and Miss Clay's book, to
be published by CouNTRY LtFE this year, will
inclua'e an excellent monograph, as well as a
pictorial survey of'bout I3o reproductions.
W'e can now claim Ibbetson as a very worthy
addition to our list of Zeea's artists of the past.
We are glad to be able to publish the following
brief account of new factual evia'ence of
Ibbetson's life which zzill be more adequately
and elaborately dealt with in the forthcoming
book.
Julius Ca..sar Ibbetson, the painter, who
lived and worked at Masham during the
later years of his life was born at Farnley
Moor, Leeds, in 17)9. His father was
Richard Ibbetson, a clothier, and his
maternal grandfather,
Julius Mortimer, a
farmer living near Farnley, which was an
ancient manor of Squire Danby of Masham.
The boy left his mother at birth and was
brought up by his aunt, Hannah Mortimer.
Although his name is not on the register,

Friends'chool

in

Leeds.

From about

t773 —
7 he was apprenticed, under a misapprehension, to a ships'ainter at Kingston-upon-Hull and after that he did some
He finally ran
emergency scene-painting.
away, quitting Yorkshire to seek fame and
fortune in London. George Cuitt, the Yorkshire artist, who was staying in London at
this time, painted the tall handsome lad, who
was then in his eighteenth year (I777). At
the forthcoming
Ibbetson Exhibition at
Temple Newsam this portrait may be compared with the latter's own painting of his
son and namesake at the same age.
Ibbetson married early and became the
father of a large family, all but three of
whom died young. He remained in I.ondon
for a period of twenty-one years, interspersed with occasional visits to the country
and one eventful ocean voyage. During the
earlier of these years he had a hard struggle,
earning a precarious living in a picture
restorer's garret. Two early paintings of
this period are known, both of which are
landscapes
taken just outside London,
executed in oil on panel. The earlier is a
view of St. Pauls, including very
distant figures. The other, a view
near Westminster,
dated t784, has some
interesting
a disabled
figures, including
soldier. From this time forward, figures and
groups of figures are an integral part of

distant

small
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One of the finest of this
predominate.
series, A Phaeton in a Storm, a scene in the
Pass of Aberglaslyn during a thunderstorm,
is already known to us in the Leeds collection. In the war years, especially typal to
t8ot, he made topical sketches in watercolours and oils. Sailors making their
farewells, celebrating their homecomings or
the victory, were amongst his subjects. One
riotous painting done for a friend at Hull,
which he called A Real Scene, depicts some
sailors who have locked a coachman inside
his vehicle, which they are proceeding to

every one of his compositions. In t78~ a
further stage in his career was reached, when
he had a picture hung at the Royal Academy.
He was a regular contributor from that
time. Two early examples of Ibbetson's
work will be reproduced in colour in the
forthcoming book on Ibbetson's Zife and
~orkt The Ascent of Zunarai's Balloon in
t78) and Skating in Hyde Park, a scene in
the great frost of tp8~ —
6. Other important
examples of this period are the Portrait
Group at Cardiff Castle (ty8c3) and a series
of landscapes in which scenes of Wales

—
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names at Sotheby's on June 26th, i923,
from the collection of Major Sir E. Coates.
(If any reader can locate them, we shall be

man as a ship. Another interesting nautical
subject, Jack Ashore, is dated soon after the
glorious first of June) 1794 In everything
humour or
he depicted there was emotion

of information.)
Ibbetson worked both in oils and waterfine
colours and was an exceptionally
His landscapes notably pordraughtsman.
tray the due graduation of distances and
mountains; water and skies and effects of
light and shade are pleasingly executed.
Objects are well defined in shape and possess
a porcelain
what an expert has called
quality," being sharply defined, light and
The figures are so natural and
transparent.
so busy that we can follow the common
man and his family through their industrial
and domestic life. Ibbetson lovecl homely
scenes. He drew the coal pit at Farnley
Wood, with a team of gin horses; but this
subject has not yet come to light. The
travel sketches in Wales, previously mentioned, are particularly happy in depicting
claily life; the quarry, the coal wharf, the
iron foundry are all recordecl. In his pictures we may see fishermen, hay makers,
peat gatherers at their toil, whilst housewives knit and spin, or milk, or beat their
children and
linen beside the stream;
glad

pathos.
In t794 Ibbetson lost his wife, Elizabeth,
a severe nervous
and himself suffered
breakdown. The spectre of war which had
haunted all his working days had its effect
upon his finances.
In t8or, Ibbetson, who was now forty,
made a happy second marriage with Bella
Thompson of Ambleside, aged seventeen.
They lived first at Willy Hill, Clappergate,
Ambleside and later at Crag house, Troutbeck. The family fortunes continued to
fluctuate, but in i 8o~ the painter, with his
younger son and his second wife Bella and
her infant, moved to Masham. The elder
son, at the same time became the drawing
Whilst at Masham
master at Richmond.
Ibbetson painted many pictures for Squire
Danby ot Swinton Park, who became his
Amongst those still at
greatest patron.
Swinton are Was/xaam Fair and landscapes
of the Church, River and Mill. A snow
scene in Swinton village, with a besom seller
and asses is still at Clifton Castle. Elsewhere is found a little masterpiece, Danby
and his dog and gun on the moor above
Swinton. A delightful picture of family life
in Yorkshire was painted in Masham in
i8o9. The figures are Bella and her little
Caroline, her parents (William and Ann
Thompson of Ambleside), the sons, Julius
and James and their sister, Mary Bailey
with her three babies. The famous mezzotint artist, John Raphael Smith made two
small crayon portraits in i8o7, one of the
middle-aged
painter and the other of
Caroline with her kitten and doll. These
untraced drawings were sold under two

"

animals abound and everywhere the painter
joys with those he depicts.
Ibbetson was versatile; in addition to
the variety of works indicated he designed
One
over a hundred book illustrations.
beautiful set of twelve watercolours was
an
Scenes to illustrate
described
as
unknown novel." These were so diverse
that it seemed impossible they could belong

"

After
to one romance.
research, the writer has traced
hook, published anonymously
copper-plates highly engraved
celebrated artist."
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considerable
the original
"with twelve
by the truly

of Ibbetson's finest works. Secondly,
whilst this exhibition is in progress a profusely illustrated monograph is due to be
published in October as a "special" book
by Country Life.

will shortly
Opportunities
occur for
further study of this somewhat neglected
painter. Firstly the proposed exhibition at
Temple Newsam House from August zcIth
to October z4th will afford a view of many
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Sa very Collecti on
EARLY CHINESE WARES

I

K. M. ARMISTEAD
During I943 and 1944 Temple Newsam
became the home of the very fine collection
of early Chinese wares belonging to Mr.
Frank Savery. Through the generosity ot
previous
donors, the later periods of
Chinese ceramics were already well represented and the corridors ancl rooms enriched
by blue and white and polychrome pieces of
the Ming dynasty, noble famille verre vases
of the Kang Hsi period and famille rose of
the <8th century. The Savery loan completes the story of Chinese ceramic art,
commencing, as it does, with the Chou
dynasty (I I 22 —249 B.c.)jar, a clescendant of
neolithic ware, and pres=nting several fine
examples of Han dynasty (zo6 n.c.—
><.D. 220)
pottery, some representative pieces of the
golden age of the Tang dynasty and many
examples of the types <>I beautiful porcellanous wares of the Sung dynasty.
The Chou jar, which is in the window
Oak Corrid<>r," comes from a
bay in the
period when the Chinese potters'rt was
limited to the fashioning of vess=ls ot utility,
since bronze was regarcled as the better
medium for formal or ceremonial use. Little
of the finer ware of this period seems to have
survived and this example has probably
been decorated by the very primitive means
of pressing a woven fabric upon the soft
clay, a method which no doubt had been
used for hundreds of years.
The dignified Han dynasty wine jar, on
the opposite window ledge, with its lustred
surface, displays a beauty not intended by

"

the potter, which is a gift of the long
sojourn in the earth common to many pieces
of this period. The glaze, a lead-silicate,
coloured with oxide of copper to produce a
leaf green, has partially decayed and become
iridescent. The animal frieze is a typical
form of moulded ornament.
The introduction
of glaze, which is
generally thought to belong to the Han
dynasty, marked a gr=at advance in ceramic
art, as not only did the usefulness of p<>ttery
for domestic purposes depend on it, the
glaze making porous earthenware capable of
holding liquids, but it became in itself a
means of decoration aclmitting <>f an infinite
variety of developments.
By the time of the opening of the
ynasty (A.D. 6r 8 —
9o6), Chinese ceramic
art hacl increased enormously b<>th in sc<>pe
and excellency.
The previous four centuries, fr<>m the fall of the Han clynasty in
A.D. 220, are somewhat <>bscure, but great
development must have been taking place,
ancl, when the Chinese Empire was firmly
united again in the pth century, not only
was the potter employing a very wicle range
ot technique, but his products were n<>t
solely limited to the fulfilment of utilitarian
purpose. This was the first of the three
great periods of Chinese;<rt. The great
upsurge of culture in the Tang dynasty was
the splendid flowering of a process which
had been unfolding during the previous
period. Aesthetic and religious ideas now
flowed in from abroad. Buddhism, alreacly
Tang>'l

TANG POTTERY IN THE SAVERY COLLECTION
Bowl with spout: Blue and
cream a'ecoration h.

a)"

Vase t Cream, green and
amber glates h. top"

established, had, in spite of repeated persecutions, considerable influence upon the
forms of art. There was contact with the
West by land and sea and Hellenistic ideas
left their mark upon pottery forms. This
was a two-way traffic, as there was a considerable export trade. It is due, indeed, to
the latter that it has now been established,
by the finding of fragments ot white and
creamy-white
porcelain
on the ninthcentury site of Samarra on the Tigris, that
porcelain was made in China as early as the
Tang dynasty. Practically only the Samarra
fragments and the references in contemporary literature survive to testify to the
skill of the Tang potters in making this
precious ware. The typical pottery of the
Tang period is soft and white and the glaze,
as in the Han period, a lead-silicate. Often
the wares are unglazed, as in many of the
pieces representing men and animals made

Vase:

Cream glare h.

)$

»

for tomb furniture, like the little mounted
drummer, who, though he does not belong
to the Savery collection, shares a case in the
Oak Corridor with some Sung dynasty
pieces from that group. But the more
characteristic pieces, whose utility, whether
it were concerned with the living or the
dead, has been entirely forgotten in sheer
beauty ot form and rich creaminess of
texture, are the glazed ones, like the fine
ewer with the flared mouth, in the larger
window case, which has a warm white glaze
stopping short in a wavy line above the
base and the two little bowls in the smaller
window case, one with a thick rolled lip
and the other slightly lobed, but both having
a rich cream glaze so responsive to the
fingers that it seems apparent these wares
were made for touch as well as sight.
Another characteristic type is the finely
pearbut unostentatious
proportioned

2,6

SUNG POTTERY IN THE SAVFRY COLLECTION
Botel: "Clair a'e Lune" glare, Chiin h. 3e"
Borvdt Lavender glare, Chun h. peru
Incense Burner: Celadon gla,e, Iiinuta type h. ze"
Incense

Burner: Lung

Chuan

vase with an alabaster-like glaze,
is illustrated.
The vase, also illuswith the long slender neck and
mouth, which is covered with
cream, green and amber-yellow
glazes, shows a method of decoration of the
period in which the colouring is applied in
washes on the body and absorbed into the
glaze. Another kind of ornament is illustrated by the little offering-dish with the
incised radiating floral design in the centre,
stained with blue, green and yellow glazes.
A little globular pot is decorated with dabs
of green, yellow and cream slip arranged in
a pattern
around the mouth and still
another, of rather naive quality, has gay
splashes of blue on a cream ground on the
outside of its squat form, and a green glaze
inside. This bowl, which is also illustrated,
has a short spout.
In spite of these sometimes rather unsophisticated decorations, the Tang pottery is
one expression of this great age of culture.
shaped
which
trated,
flaring
mottled

Celadon, h. a»

Pottery was beginning to be more than a
domestic factor, it was becoming also a
means of aesthetic satisfaction and, although
some of these Tang pieces are humble both
in stature and purpose, they possess, in their
simplicity and quiet dignity, those qualities
which, towards the end of the period assume
such grand proportions
in the majestic
ceramic statue of a Lohan in the British
Museum.
The development of these qualities into
graciousness, suavity and colour was accomplished in the Sung dynasty, after half a
century of war and unrest, during which
five dynasties rose and fell. The Sung
period (96o—tz7tI) was the first in Chinese
history when refined and graceful living
could be practiced in a civilized environment, in which the main preoccupation was
not a bare struggle for existence.
Although the Tartars were pressing upon
them from the north and the court was
obliged to retire further and further south,

27

it was an age of the connoisseur and the
collector. The subjective ancl contemplative tendencies ot the time were enhancecl
by the ascendancy of the Zen sect of
Buddhism, with its mysticism and tea
drinking rituals. This mysticism was, as so
often, coupled with extreme refinement of
sensuous experience and exquisite taste. The
growing knowledge and skill of the potter
and'the patronage of the Emperor and court
helped to develop ceramic art as one of the

chief expressions of the delight in form and
colour iilfich was so cltaractcristic of this
lfigltly culturecl society.
The Sung wares are mostly porcellanous.
The Chinese distinction between porcelain
and other wares is not so well defined as
ours and all wares sufficiently highly fired
as to ring when struck were rg'u to the
Technical
Chinese, even when opaque.
towards
a
were mainly
developments

greater refinement

of the material usecl for

IIAN WINE JAR IN TIIE SAVERY OOLLEO'J ION
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the body and a wider range of glaze colours.
As the lead-silicate glazes were generally
superseded
by fels pathic glazes, which
admitted of much thicker application, a

due to the greater shrinkage of the glaze as
compared with the body, a beauty which
was later deliberately sought by the potter.
The earliest coloured porcelain was probably of celadon type. The name derives
from a favourite stage personality of the
t7th century, the green clad shepherd,
from the
Celadon, or, more popularly,
story that Saladin the Great always used
such a cup, as celadon was supposed to
possess the magical property of disclosing
the presence of poison. That celadon had
been made during the Tang dynasty is
known
from the fragments
found
at
Samarra, but it now became a much prized
type, for the obvious beauty of its blueand sea-green
tones,
green, green-grey
which harmonise so well with many other
colours and also because of its likeness to
jade. Jade had been known and treasured
above all things by the Chinese almost from
time immemorial and even their much loved
porcelain acquired its value according to the
measure of its resemblance to jade.
Of the various kinds of celadon, that from
Lung Chiian in Chekiang was the most
prized. This district appears to have been
celebrated for this class of ware from the
beginning of the Sung Dynasty, but the
kinuta type, made at the end of the Sung
period by the famous Chang family of
potters, seems to have been the most
famous. The tripod incense burner in the
illustration,
with ribs continuing up the
sides of the pot and a cool blue-green glaze,
is one of this type. The other incense
burner whose glaze stops short just inside
the rim, showing the reddish body, is also
a celadon piece.
A f'urther article of the Savery loan will
appear in the next issue.

greater depth of glaze and heightened colour
were achieved.
As a rule the form of the pottery is so
fine that no decoration is necessary. If it is
not quite so simple as during the Tang
period, it is because the old bronzes were so
much admired that they were emulated in
ceramic forms. Where there is decoration,
it is very often incised, as in the Ting and
Northern
celadon wares which will be
described in a later article.
One of the most characteristic of the Sung
wares is the Chun, made at Chiin Chou in
the province of Honan. This was not held
in high esteem at the time of its manufacture, although it is known that the Sung
emperors did order Chiin flower pots and
bulb bowls for the Imperial
taboocourt. It was,
however, one of the first Sung wares to be
identified by the western connoisseurs and
it was sought after by the connoisseur
emperors of the t8th century. It was made
from the local clay, which was greyish and
full of impurities, and fired in the heat of a
porcelain kiln (nearly
centigrade).
The colouring matter was supplied by iron
from the local mountains
and copper
shipped from South-West China. The iron
gave the grey-blue shades and the copper
the red and purple. The small bowl, which
is illustrated, with sides slightly contracting
at the rim and a thick lavender blue glaze is
an example of this type and the deep conical
bowl, in the same illustration, of exquisite
shape, with a pale blue clair de tune glaze, is
also a Chiin piece. The crackle on the glaze
of the Chiin pieces is a fortuitous quality,
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CLAUDE ROGERS Recent Paintings
EDWARD BURRA Retrospective Exhibition
C. R. W. NEVINSON, A.R.A.—
Memorial Exhibition
RAYMOND COXON Recent Paintings
IVON HITCHENS New Paintings
JACOB EPSTEIN New Sculpture
ETHELBERT WHITE Paintings aml Water-Colours
CAREL WEIGHT Paintings
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Painting~
KENNETH ROWNTREE First Exhibition
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ALFRED STEVENS 150 Drawings (Drury Collection)
I.UCIEN PISSARRO Memorial Exhibition
DORA GORDINE Sculpture
THE HUGH WALPOLE COLLECTION 3 parts
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Works
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STANLEY SPENCI.'R Paintings and Drawings
<<V. R. SICKERT
Recent Paintings
FRANCES HODGKINS Paintings an<1 Water-colours
PAUL KLL'll Paintings and Water-colours
I'RAHAM SUTHERLAND
Paintings and Gouaches
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