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1.
Edward Reginald Frampton, ROI 1872–1923
Isabella and the Pot of Basil
Tempera on canvas; signed.
181/2 x 20 inches
PROVENANCE: Robert Johnston; his widow Hilda, and thence by descent
EXHIBITED: Royal Academy, 1912, no. 894
LITERATURE: Aylmer Vallance, The Paintings of Reginald Frampton, ROI, The
Studio, Dec. 1918, p. 67, ill.

6

The subject is from Keats’ poem of the same title. Isabella, pledged to
another man, instead falls for Lorenzo, her brothers’ servant. When her
brothers discover their tryst they murder him. Isabella learns of the crime
from Lorenzo’s ghost, and exhumes his body to bury his head in the pot of
basil, which she spends the rest of her days tending obsessively.
Vallance wrote: ‘In the Isabella, the idea which the artist intends to
convey is that Isabella, having exalted her devotion to her murdered Lorenzo
into a very religion, does not hesitate to set the pot of basil, containing his
head, in the most sacred of all places, the very midst of the altar.’
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2.
Edward Reginald Frampton,
ROI 1872–1923
Ariadne on the Isle of Naxos
Tempera on canvas; signed.
24 x 20 inches
PROVENANCE: Robert Johnston; his
widow Hilda, and thence by descent

Frampton was the son of a Brighton
stained glass artist. When he saw
Burne-Jones’ posthumous exhibition
at the New Gallery in 1898-9, he was
struck ‘with the force of a very
revelation, opening his eyes to the
supreme possibilities of the human
form in decoration’ (Aylmer Vallance,
The Paintings of Reginald Frampton,
ROI, The Studio, Dec. 1918, p. 67).
Tempera became his preferred medium, and he became a member of the
Tempera Society in 1907. Rudolf
Dircks in The Art Journal that year
described him as ‘...very much in the
spirit and method of the early
Christian painters. Nothing is more
outside the quick competitive temper
of the prevailing modern spirit, and
nothing is more in harmony with the
spiritual beauty of the world of
romance, imagination and symbolism
in which Mr. Frampton’s art lives’ (p.
295).
To depict this traditional subject,
of Ariadne pining for her lover
Theseus, Frampton implemented the
Medieval technique of tempera in a
modern way, with strong flat colours,
reducing the highlights and shadows.

7
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3.
Attributed to Charles Henry Clifford Baldwyn 1843–1913
Birds of a Feather
Oil on canvas.
36 x 60 inches
Baldwin was a ceramic artist for Royal Worcester, having started work at
the factory at the age of 15. He was a keen cyclist, but his great love was
the local bird life. He would spend hours in the countryside sketching birds
in the wild, and would buy or borrow captured birds to study. Aside from

8

his job at the factory, he soon became a specialist painter of birds, in oil
and in watercolour. His skill was such that by the 1880s he was regularly
exhibiting oil paintings of birds at the Royal Academy.
The backdrop to this landscape appears to be the Malvern Hills. Our
thanks are to Ian Rowat, of Malvern Hills Conservators, who writes ‘The
painting was done on the road to Little Malvern from Welland.’ The
composer Elgar is buried in the village church of Malvern Wells, at the
foot of the hill. The birds in the picture are typical English country species,
including the tree sparrow, siskin, greenfinch, reed bunting, linnet,
yellowhammer, yellow bunting, brambling, chaffinch, bullfinch and robin.
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4.
Thomas Cooper Gotch, RBA, RI 1854–1931
Rosalind
Oil on canvas laid down onto panel.
15 inches in diameter
PROVENANCE: The family of the sitter, and thence by descent
EXHIBITED: Royal Academy, 1899, no. 935

Gotch was an original member of the Newlyn colony of artists and a close
friend of Tuke and Forbes. His technique was direct, creamy and
confident. In the 1890s, when the fisherfolk subjects of the Newlyn
painters became unfashionable, Gotch introduced a symbolist dimension
to his figurative work, but portraits, particularly of children at which he
excelled, remained his bread-and-butter work.
The model for this picture, cut down from a full-length portrait, was
Rosalind Seaton.

9
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5.
Frederick George Rees Cuming, RA b.1930
Back Streets
Oil on board; labelled verso with title.
9 x 29 inches
EXHIBITED: Royal Academy, 1961, no. 708

10

We spoke to the artist on the telephone, who told us that this picture was
painted near the southern end of London Bridge. He said, ‘In those days,
before the buses came through, I would stand in the street and paint.’ He
liked the look of south London architecture, before it lost its uniqueness
and gave way to modern office blocks. It was one of the earlier things he
exhibited at the RA, where it sold.
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6.
Frank Cadogan Cowper, RA 1877–1958
Fanny
Watercolour and pencil on paper; signed and titled, inscribed on
old backboard ‘Sketch of a girl in crinoline dress/ by Frank
Cadogan Cowper A.R.A/ 1 Edwardes Square Street/
Kensington/ Fanny Stevens, the shoemaker’s daughter of
Fairford, Glos./ Drawn in January 1903/ Given to the Sale in
aid of the Red Cross Fund at Christie’s March 1915’.
121/4 x 101/4 inches

Sometimes called ‘The Last Pre-Raphaelite’ because he
continued painting in that manner until his eighties,
Cowper sketched this pretty study of Fanny Stevens, a
shoemaker’s daughter, when he was 26 just after leaving
the RA schools, and whilst he was assisting in the studio of
his friend and mentor Edwin Austin Abbey at Morgan
Hall, Fairford, Gloucestershire. According to the 1901
census, Fanny Stevens was the daughter of Eliza Stevens,
a ‘Boot and Shoe Shop Keeper’ at 114 London Street in
Fairford, living with her widowed aunt and sister. She was
sixteen when this was painted in 1903. Cowper later
recalled his months spent at Fairford as ‘the most delightful
time of my life.’
Our thanks to Scott Buckle.

11
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7.
John Brett, ARA 1831–1902
The South Bishop Rock, Anticipations of a
Wild Night
Oil on canvas; signed and dated 1872.
24 x 48 inches
PROVENANCE: Rt Hon William Kenrick MP, 1874
Mrs Edna Calvert, 1975
with Agnew, 1985
with Leggatt Bros
with The Royal Exchange Gallery, 1991
with Abbott and Holder
Private Collection, United Kingdom
EXHIBITED: Royal Academy, 1872, no. 938
Liverpool, 1872, no. 177
Glasgow Institute of Fine Arts, 1874, no. 215
LITERATURE: The Birmingham Daily Post, 14 May 1872
The Athenaeum, 25 May 1872, p. 660
The Times, 27 May 1872, p. 5
The Art Journal, 1872, p. 276
The Spectator, 1872, p. 788
The Fortnightly Review, 17, p. 703
The Illustrated London News, 1 June 1872, p. 526
C Payne & C Brett, John Brett, Pre-Raphaelite Landscape Painter,
Yale University Press, 2010, no. 632, p.114, ill.

12

Brett spent much of September and October 1871 with his
wife and baby son at Whitesand Bay, near St. David’s,
where he painted a number of oil sketches in his newlyadopted 7” x 14” format. These all feature one or other of
the distant rocky outcrops known as the North Bishop and
the South Bishop which are visible looking west from the
beach. In his studio the following winter he developed two
larger works from these sketches - A Summer Day, Whitesand
Bay (private collection) and this picture. Both were sent in
to the 1872 Royal Academy, and although ...Whitesand Bay
was apparently ‘skied’, The South Bishop... was allocated a
place on the line, where, according to The Times, it ‘can be
fairly appreciated. It shows the sea beginning to roughen,
and the clouds to gather threateningly under rising wind.’
The Illustrated London News printed a detailed description of
the work: it ‘gives a view over the sea towards the distant
rock that is united into one mass of reddish purple behind
the haze illumined by the declining sun, the rays of which,
striking upwards, also redden a file of purple clouds,
which, stretching overhead, herald a sudden squall. The
surfaces of the waves are fretted by the freshening wind
into ten thousand wavelets, and these myriad surfaces are
chequered by the reddish and bluish purples reflected from
the sky, the cast shadows of the waves themselves, and the
emerald “local colour” revealed by reflected light.’
Neither The South Bishop... nor ...Whitesand Bay was sold
until 1874, when, through the agency of a mutual friend,
the Birmingham architect William Martin, both were
acquired from the artist by the prominent industrialist, art
collector and MP William Kenrick.
Our thanks to Charles Brett.
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8.
William Etty, RA 1787–1849
Nude from Behind
Oil on board.
163/4 x 121/2 inches

Etty took delight in the ‘lustre, colour and
fleshliness’ of the body, and painted it with an
enthusiasm bordering on mania. His biographer
Alexander Gilchrist wrote: ‘Never weary of
watching each shifting curve and outline, each
tint, and tone, graduation of shade or colour,
amid the inexhaustible effects of the Models
before him; - he reproduced and interpreted
them, as neither Old Master nor New, had done
before’ (Life of William Etty, R. A, David Bogue,
1885). Later, the artist J E Hodgson perceptively
remarked: ‘He proposed one thing to himself, to
paint the naked body, and his views did not
extend to the fulness of its beauty, to the grace of
its curvature and the perfection of its structure;
they were confined to the representation of the
colour and the lustre of its skin’ (Magazine of Art,
1889, p. 386). His subjection of disegno to colore
was born out of his admiration for the Venetian
masters, Titian and Veronese.

14
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9.
William Etty, RA 1787–1849
Nude from the Front
Oil on board.
24 x 18 inches

15
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10.
Philip Hermogenes Calderon, RA 1833–1898
Barley
Oil on canvas; signed and dated 1882.
81 x 22 inches
PROVENANCE: John Aird
LITERATURE: Henry Blackburn, Catalogue of the Collection Sir
John Aird, John Aird, 1881, p. 4, ill.
Calderon, Studio Book, bound MS, Maas Gallery

11.
Philip Hermogenes Calderon, RA 1833–1898
Hops
Oil on canvas; signed and dated 1882.
81 x 251/4 inches
PROVENANCE: John Aird
LITERATURE: Henry Blackburn, Catalogue of the Collection Sir
John Aird, John Aird, 1881, p. 4, ill.
Calderon, Studio Book, bound MS, Maas Gallery

Calderon painted these panels for the dining room of
Wilton Park, Beaconsfield, Bucks., the house of Sir John
Aird, the civil engineer who moved the Crystal Palace from
Hyde Park to Sydenham. He was an avid art collector, and
his dining room was decorated with eight other pictures by
Calderon, amongst them The Olive and The Vine (RA
1880), Cherries and Currants (RA 1884) and his popular
picture Joyous Summer, (RA 1883).

16
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12.
Allan Gwynne-Jones, CBE, DSO, RA 1892–1982
Rocks and Sea, Connemara
Oil on panel; signed, inscribed verso with title, artist’s name and address.
10 x 14 inches

18

These panels (Cat. no. 12 and 13) were swiftly done
outside, we may surmise, in the 1940s, when he was a
senior lecturer at The Slade. They are in a looser style
than his earlier work, to catch fleeting effects of light.
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13.
Allan Gwynne-Jones, CBE, DSO, RA 1892–1982
Welsh Landscape
Oil on panel; inscribed verso with title, artist’s name and address.
10 x 14 inches

19
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14.
Dame Laura Knight, RA, RWS, DBE
1877–1970
Portrait of a Young Man
Watercolour and charcoal; signed.
131/2 x 91/4 inches

In 1927 Laura Knight and her husband
visited Johns Hopkins Hospital in Baltimore,
Maryland, at the invitation of her friend Dr
William Baer. There she painted studies of
some of the African Americans that were his
patients. In an interview she said ‘to the artist
there is a whole world of beauty which ought
to be explored in negro life in America’ (New
York Times, 3 November 1927, p. 23).

20
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15.
Dame Laura Knight, RA, RWS, DBE
1877–1970
Study of a Young Woman
Watercolour, pastel and charcoal; signed.
141/2 x 101/2 inches

21
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16.
Henry Stephen Ludlow 1861–1940
Racing Pigeons, Paris to London
Watercolours, a pair; one signed and dated 1880.
16 inches in diameter

22

Ludlow exhibited pictures widely, working as an illustrator for the
Illustrated London News under the name ‘HAL’.
Pigeon racing ‘is the sport with a single starting gate and a thousand
finish lines’ (Jim Jenner, script to the film Marathon in the Sky, 1990). This
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may explain why the starting pigeon here is in the city of Paris and the
finishing pigeon is in the English countryside, but not why they are different
breeds, nor why they have no rings on their legs. The explanation may lie
in the fact that the sport, like the artist (he was only 19), was young then.

23
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17.
Henry Stacy Marks, RA 1825–1898
Afternoon - Wootton, and Wootton Meadows
Oil on panels, a pair; signed with initials.
31/4 x 61/2 inches
EXHIBITED: Dudley Gallery, 1873, nos. 211 & 212 (as ‘...Wooton...’ [sic])

24

Marks put these ‘cabinet paintings’ of Wootton, near Kings Lynn in
Norfolk, into the Dudley Gallery ‘Not For Sale.’ They have the quality of
‘poetry without grammar’, and remind us why Marks is sometimes
considered an aesthetic movement artist, rather than the decorative
painter he was forced by circumstance (after the premature death of his
father, he had to bring up his siblings) to become.
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18.
Talbot Hughes, ROI, PS 1869–1942
The Toilet
Oil on panel; signed.
10 x 71/2 inches
EXHIBITED: Sketch Society, 1910, no. 417

Talbot was the son of William Hughes, a
still life painter. He preferred to paint on
panel. Hughes was on the committee of the
Sketch Society, and this was one of five
paintings that he exhibited in its inaugural
exhibition. The sitter was artist’s wife.

25
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19.
Robert Duckworth Greenham,
RBA, ROI 1906–1975
Jan
Oil on canvas; signed and dated ‘69, initialled,
titled and inscribed verso ‘For Janet G./ Jan 18.
1969/ Birthday present’.
30 x 25 inches

The sitter was Janet, the artist’s wife.
picture is typical of Greenham’s
uninflected style, his models doll-like
blank, black eyes, strongly side lit, in
mint and pistachio settings.

26
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20.
Alan Durman 1905–1963
Summertime
Oil on canvas; signed and dated 1936.
30 x 233/4 inches

Durman, a painter and photographer born in Weymouth, moved to
London to make window displays, design posters, and paint murals. Later
he moved to Bristol, painting idyllic views of the rivers Chew and Avon
around Keynsham, which he exhibited at the Royal West of England
Academy from the 1930s. Our picture is probably one of these.

27
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21.
Edward Irvine Halliday, PRBA, PRP, ARCA 1902–1984
Loch Morlich
Oil on board; signed and dated 1946.
143/4 x 18 inches
PROVENANCE: Lord Rothes

28

Halliday, of Liverpool, was mostly known for his portraits, done in a plain
and practical post war style, akin to Meredith Frampton. This picture was
done in the same year he painted the portrait of the man who owned it,
the Earl of Rothes. In the portrait, Rothes is tying a fishing fly. Loch
Morlich is in the Cairngorms, near Aviemore, and the house shown near
the water was Glenmore Lodge, built by a Duke of Gordon, for sport. It
is now a youth hostel. Keith Taylor, of Loch Morlich Watersports, tells us
that it is rather further from the water than depicted; ‘not a golf shot, but
a long par five.’
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22.

23.

Albert Joseph Moore, ARWS 1841–1893

Albert Joseph Moore, ARWS 1841–1893

Study of Head

Study of Head

Pencil and white chalk on Japanese paper; signed with
anthemion device.
21/2 x 2 inches

Pencil and white chalk on Japanese paper; signed with
anthemion device.
21/2 x 2 inches

Moore often experimented with the interrelationships
of his figures when composing paintings. He used
drawings of parts of the body first, then of the whole
body nude, and then draped, as part of a systematic
development towards the finished picture. Many of
his figure subjects have two female heads in close
proximity, such as his Idyll of 1892/3. It is easy to
imagine him choreographing these pretty drawings,
that were acquired together, placing them next to
each other to best effect. Available separately.

29
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24.
Henry Moore, RA, RWS 1831–1895
Seascape
Oil on canvas; signed and dated ‘77.
16 x 251/2 inches

Martin Hardie wrote of Moore: ‘Like his contemporary, Whistler, but in a
different way, he was one of the first to paint the open sea for its own sake.

30

He watched its ever-changing lights and colours, the subtle play of
sunshine and shadow in partnership, interweaving and moving to and fro
over its surface... Cold, steely colour became more rich and glowing; the
deep blues and greens of a sparkling, sunlit sea won his favour’ (Watercolour
Painting in Britain, Batsford, 1971, vol. 3, p. 81).
Moore, ‘boundless in his enthusiasm...travelled to any and every
quarter of the British Isles where he anticipated a likely subject for his art’
(Frank Maclean, Henry Moore RA, Makers of British Art, 1905, p. 69). In
1877, he was painting around Yarmouth.
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25.
Henry Moore, RA, RWS 1831–1895
Doves Resting on a Rooftop, Belles Roches, Lausanne
Watercolour, pencil, pen and brown ink heightened with white; initialled
and inscribed ‘Belles Roches. Lausanne/ June 20th 56. H.M.’
31/2 x 5 inches

The Belles Roches are the area of high ground in Lausanne in
Switzerland. In 1856 Moore travelled abroad for the first time, to
Switzerland with his brother William. It was a productive trip resulting in
several exhibited paintings. He painted ‘almost entirely out of doors at this
time’, and his pictures ‘show of his growing appreciation of light and air’
(Frank Maclean, Henry Moore RA, Makers of British Art, 1905, p. 3).

31

25-48 Maas12_Maas 14/05/2012 10:29 Page 32

26.
Algernon Cecil Newton, RA 1880–1968
San Xavier Mission, near Tucson
Oil on canvas; titled, signed, and dated 1938 verso.
6 x 8 inches

Newton went to Texas in 1937 to paint a house portrait for Mrs Eberhard (née
Hesketh), a longtime patron of his. He made a tour through South America and
Mexico before returning home the next year. The San Xavier Mission (‘The White
Dove of the Desert’) was built in 1797, and is run by the Franciscans.

32
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27.
Sir George Clausen, RA, RWS, RI
1852–1944
Betty
Oil on canvas; signed and dated 1930, inscribed
verso ‘Betty Clausen/ August 1930/ G Clausen’.
151/2 x 111/2 inches
PROVENANCE: The artist, and thence by descent
EXHIBITED: Royal Academy, 1931, no. 707

Elizabeth Clausen, the sitter, married Arthur
George Clausen, the artist’s eldest son, in 1914.
Clausen, throughout his long life, often changed
his painting style. His obituarist remarked that
his portraits had ‘a peculiar gravity’ (The Times,
November 4 1944).

33
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28.
Walter Richard Sickert, RA, PRBA, NEAC,
ARE 1860–1942
Le Théâtre de la Gaité
Pencil with white chalk; signed with initials and inscribed
‘Gaite Montparnasse’.
111/2 x 9 inches

The Gaité Montparnasse was one of the music halls
that Sickert sketched in the autumn of 1907. Although
not in Dr Wendy Baron’s Catalogue... of Sickert’s work,
it is related to the drawing numbered 295.4 there,
which is dated 1907. Our thanks to Dr Baron, who tells
us that our drawing probably remained in Sickert’s
studio until after December 1924, for it is signed with
‘A.R.A.’ (1924 was the year he was made an Associate
of the Royal Academy).
Prior to becoming a painter, Sickert had been an
actor. His uplit drawings of performers in music halls
are deliberately static and anti-picturesque, but also
mysteriously luminous and dramatic.

34
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29.
Ernest Howard Shepard 1879–1976
The Pre-Raphaelite Cocktail Party
PROVENANCE: The artist, and thence by descent
Pencil; inscribed ‘After a visit to the William Morris Centenary
Exhibition am now come to the conclusion that it is perhaps as well
that cocktail parties were not the thing in artistic circles 40 years ago’.
8 x 111/4 inches

An idea for a cartoon, done in 1934. The characters are
generic, but Swinburne, Janey Morris, Lizzie Siddal and D
G Rossetti are vaguely characterised, too languid to stand.

35
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30.
Keeley Halswelle, ARSA, RI 1832–1891
On the Greta, Yorkshire
Oil on canvas; signed and dated 1890, bears partial Grosvenor
Gallery label.
131/2 x 231/2 inches
EXHIBITED: Royal Scottish Academy, 1890, no. 44

36

A luminous and shadowy study of sky, trees and water, with
Rokeby Castle in the distance, by this innovative Scottish
painter. Three lots in Halswelle’s posthumous studio sale
(Christie’s, June 12-13, 1891) were painted at Rokeby.
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31.
Sir George Hayter 1792–1871
Life Study of Lord Ashley
Oil on board; signed and labelled verso ‘Lord Ashley
M.P. for Dorsetshire/Study for my great picture of the
House of Commons in 1833...George Hayter, 1836’.
14 x 12 inches

The sitter was an energetic philanthropist, the 7th
Earl of Shaftesbury, whose aluminium monument
Eros, on Piccadilly Circus, is one of the best known
in London (by Sir Alfred Gilbert, in fact the figure
is not of Eros but The Angel of Christian Charity).
Shaftesbury championed Acts of Parliament to
help chimney sweeps, miners, poor children in
factories and schools, and lunatics. Georgina
Battiscombe, in Shaftesbury: A Biography of the Seventh
Earl 1801-1885 (Constable, 1974) wrote, ‘No man
has in fact ever done more to lessen the extent of
human misery or to add to the sum total of human
happiness.’
Hayter painted nearly 400 studies from life for
the portraits in his grandiose picture of Parliament
after the Reform Act in 1833. He was an ardent
supporter of the electoral reform movement, and
his project took ten years of hard work with no
guarantee of a sale at the end. It was eventually
purchased for the nation another ten years later
and is now in the National Portrait Gallery.

37
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32.
James Herbert Snell, RBA, ROI 1861–1935
Vale of Health, Hampstead Heath
Oil on canvas; inscribed with title and signed verso.
121/4 x 17 inches

38

Snell studied in London, Paris and Amsterdam. His early landscapes are
rooted in the Dutch tradition, but around the 1890s (a likely time for this
to have been painted - he exhibited a picture called Hampstead, at Suffolk
Street in 1893, no. 42) he adopted a brighter, more Impressionist style.
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33.
Harry Watson, ARWS, RWS, ROI
1871–1936
Girl in a Pink Dress
Oil on board; bears landscape sketch verso.
131/2 x 101/4 inches

Watson embraced plein-air painting, focusing
on the effects of natural light, which lends his
work an impressionist feel. Our picture is of
this ilk - done on artist’s board with quick, sure
strokes.

39
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34.
William Edward Frost, RA 1810–1877
A Naiad
Oil on panel; inscribed verso ‘W.E. Frost, A.R.A/ 56 Berners
Street’, old frame labelled ‘Elhanan Bicknell Collection’.
71/4 x 51/2 inches
PROVENANCE: Elhanan Bicknell, his sale Christie’s April 25,
1863, lot 68
EXHIBITED: British Institution, 1849, no. 359

Frost was capable of an enamel-like finish in his small oils
of nudes, the best of which, although in a minor key to
those of his master Etty, have a more accessible charm.
This was painted for Elhanan Bicknell, a neighbour of
the Ruskins in Herne Hill, in 1849. Professor Waagen, in
an article on Bicknell’s collection in The Art Journal (1857,
p. 6) described it as a ‘little gem.’ Bicknell had three other
paintings by Frost, including a small replica of The Syrens,
painted to commission in the same year.

40
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35.
George Louis Palmella Busson du Maurier
1834–1896
Girl in a Riding Habit
Pencil; signed.
6 x 2 inches

An early, swift and assured drawing by this illustrator, a
friend of Whistler and Poynter, one of the ‘Paris Gang’,
as they were called from their Bohemian lives in Paris in
the 1860s.

41
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36.
Louisa, Marchioness of Waterford
1818–1891
Queen Victoria at Court
Watercolour with gum arabic; signed with monogram
LS, inscribed on backing sheet ‘By Miss Stuart de
Roth[e]say, 1838’ in a contemporary hand. From a
sketch book, containing work by other amateur hands.
8 x 51/2 inches

In this intimate and revealing picture, the young
Queen seems diffident and tentative, almost
vulnerable. A slight figure (she was under five feet
tall), she barely fills her throne, and at only 18
years old in 1838 when this was painted, was a
year younger than Lady Waterford (Stuart de
Rothesay was her maiden name), who had been
presented at court three years before and was
already a well-travelled young woman. Queen
Victoria had had a lonely childhood, brought up
under the ‘Kensington System’, implemented by
her mother to isolate her from undesirable
influences. She was not yet married to her first
cousin Albert, and was still living with her
mother, whilst her public life was wholly governed
by the avuncular influence of the Prime Minister,
Lord Melbourne.
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37.
George John Pinwell 1842–1875
Lady and a Peacock

PROVENANCE: John Houldsworth
EXHIBITED: Glasgow International Exhibition, 1901, no. 433

Pencil and watercolour heightened with white; signed with
initials.
51/2 x 63/4 inches

Pinwell’s watercolours have a jewel-like quality, marked by
his love of pure, bright colour and opalescent effects. Here
a peacock frightens a child in its mother’s arms.
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38.
Arthur Hughes 1832–1915
Mount’s Bay
Oil on artist’s board; signed, labelled verso ‘Mount’s Bay from
Porthleven, S.W. Cornwall, Arthur Hughes’.
83/4 x 141/2 inches

44

Painted in about 1899 (Hughes exhibited a similar picture, Porthleven: Boats
Going Out, the same size as our picture, at The Fine Art Society in 1900,
no. 344). Hughes’ landscapes at this time were more loosely handled than
those of his Pre-Raphaelite days, in tune with the new spirit of ‘direct’
painting imported from France, but he never lost his love of bold, bright
colour.
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39.
Arthur Gilbert 1819–1895
Glamish from Loch Sligachan
Oil on canvas; inscribed verso on stretcher ‘Glamish from
Loch Sligachan/ Arthur Gilbert’.
8 x 113/4 inches

Arthur Gilbert was born Arthur Gilbert Frederick Williams, the fourth son
of the artist Edward Williams. Most of his extensive family were landscape
painters, so to distinguish himself from them he went by his second name.
He specialised in small, very carefully painted and dramatically lit scenes,
most of which he exhibited at Suffolk Street (including three views of Glen
Sligachan on the Isle of Skye, a favourite haunt of his).

45

25-48 Maas12_Maas 14/05/2012 10:29 Page 46

40.
Sir John Everett Millais, PRA, HRI, HRCA 1829–1896
Sketch of a Young Girl
Pencil; inscribed verso ‘JE Millais/ Probably a sketch for the
Woodman’s Daughter’. Inscribed on old mount ‘Page from Millais’
Notebook. Given to me by Holman Hunt’s daughter,’ signed Oliver
Lawson Dick and dated ‘63.
6 x 21/4 inches
PROVENANCE: William Holman Hunt, and thence by descent to
Mrs Gladys Joseph, his daughter, gifted by her to
Oliver Lawson Dick, and thence by descent

An engaging example of the artist’s fluent and precocious early
drawing, before 1851. In 1985, there was another almost
identical study in the collection of Mrs Burt, Gladys Joseph’s
daughter.
By 1851 Hunt and Millais were interested in modern life
subjects, and Millais adopted a looser drawing style with broken
outlines that was practical for sketching quickly from life. He
found subjects in the poems of Coventry Patmore, whose poem
about tragic love, The Woodman’s Daughter of 1844, was the
subject of his painting begun in 1851 (Guildhall Art Gallery).
Our drawing is probably a preliminary idea for the figure of
Maud, but it was not used for the painting.
Although the identity of the model is not known, Millais
mentioned a little girl called Esther living at the Lodge House on
the estate of Lord Abingdon nearby where was then working, in
a letter to Mrs Combe.
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41.
William James Webbe 1830–c.1904
The Homeward Journey
Oil on panel; signed and dated 1869, inscribed verso
‘The Homeward Journey/ W.J. Webb/ Purchased
from the Exhibition of the Society of British Artists/
Suffolk St/ Pall Mall’, further inscribed ‘N Pearce’.
131/2 x 93/4 inches
PROVENANCE: Alan B. Gately
EXHIBITED: Society of British Artists, 1870, no. 499

Like his friend and neighbour, William Gale,
with whom he travelled to the Middle East in
1862, Webbe painted on panels with a luminous
palette in the Pre-Raphaelite manner.

47

25-48 Maas12_Maas 14/05/2012 10:29 Page 48

42.
William Henry James Boot, RBA, RI 1848–1918
Low Tide by Moonlight
Oil on board; signed with monogram and dated 1874.
9 x 13 inches
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Boot was evidently influenced by the moonlit scenes painted by members
of the Pether family, and may have been aware of Atkinson Grimshaw’s
work. His effects were lavishly dramatic, dripping with ‘mood’. His first
exhibited picture at the Royal Academy was in 1874, the year this was
painted, called An Evening Summons, no. 868.
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43.

44.

George Richmond, RA 1809–1896

George Richmond, RA 1809–1896

Head of a Man

Self-Portrait

Pen and ink.
91/2 x 7 inches

An early drawing from around the time of William Blake’s death in 1828,
when Richmond was at Shoreham in Kent, the headquarters of ‘The
Ancients’. Richmond seems to have been unofficial portraitist of the
group. It bears comparison with two other drawings of asssociates: one of
Welby Sherman, dated 1827 (Cleveland Museum of Art), the other of
Henry Walter, done in 1829 (A P Oppé). Besides Palmer and Calvert, the
artists John Linnell, F O Finch, John Giles and the Tatham brothers were
also of the group, and the sitter may be amongst them.

Pencil
4 inches in diameter

‘Richmond was an enthusiastic and regular observer of his own features...
He wore his hair this long throughout his life, deliberately covering his
large ears, and his long nose and deepset eyes are clearly defined in other...
self portraits’ (Dr Susan Sloman, Missing Pages, exhibition catalogue,
Agnews with W/S Fine Art, 2001, no. 17). This was drawn in the 1830s.
Cat. nos. 43 and 44 are from the artist’s family.
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45.
Sir Claude Francis Barry, RBA 1883–1970
Over the Horizon- a Jersey Nocturne
Oil on canvas; signed and inscribed on stretcher ‘Over the horizon- a
Jersey nocturne Barry 7 (1948)’.
19 x 24 inches

Barry studied painting with Sir Alfred East and printmaking with
Frank Brangwyn, moved to Newlyn in 1905, and was in St. Ives
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with Hepworth and Nicholson in 1940. During World War Two he
developed a pointillist method that he used to paint scenes of the London
blitz, positioning dots of pure colour to create form (much as television
screens now use pixels). On moving to Jersey at the end of the war, he
painted a series of vibrant and romantic landscapes in this style. He
remarked: ‘Colour is the heart and soul, the joy and the glory of painting;
without fine colour no picture can be truly great, but with fine colour a
multitude of other sins can be forgiven’ (Katie Campbell, Moon Behind
Clouds: An Introduction to the life and work of Sir Claude Francis Barry, Fine Art
Promotions, 1990, p. 26).
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46.
Edmund Dulac 1882–1953
Lady Asquith
Watercolour on paper; signed and dated ‘14.
101/2 x 9 inches

Cynthia Asquith was a diarist and writer of ghost
stories. She married the poet Herbert Asquith, son of
the Prime Minister, in 1910. Towards the end of the
Great War, she worked as a secretary for J M Barrie,
who left the bulk of his estate to her. L P Hartley wrote
that ‘Lady Cynthia was one of the most fascinatingly
beautiful women of her time - painted for love by
McEvoy, Sargent, and Augustus John - and her lively
wit and sensitivity of intelligence made her the
treasured confidante of such diverse characters as D
H Lawrence and Sir James Barrie...’ (foreword to Lady
Cynthia Asquith: Diaries 1915-1918, Hutchinson, 1968).
Dulac was ‘born a Frenchman in 1882 and died an
Englishman in 1953’ (of a heart attack brought on by
a bout of his latest passion, flamenco dancing). He
became famous as an illustrator, but he also painted
society portraits. By 1914, when he painted this, ‘the
Japanese influence ... [had] virtually disappeared, and
in its place [was] a more stylised, mosaic-like,
synthetic Persian feeling’ (J Hamilton and E White,
Edmund Dulac, A Centenary Exhibition, Mappin Art
Gallery, Sheffield, 1983, p. 8).
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47.
Sir Peter Markham Scott 1909–1989
Flying Geese Against the Aurora
Oil on canvas.
16 x 12 inches
PROVENANCE: David James

David Fuller, of Ackermann’s, Scott’s dealers, tells us that
this is a pre-war work. The vivid backlighting date it near
the night of 25/26 January 1938, when a remarkable
display of the Northern Lights, reportedly the best since
1709, lit up the night sky and was visible throughout
Northern Europe. Eyewitness accounts noted ‘a red glow’
first in the north-west then in the north-east, and a ‘low
green arc stretched like a bridge between. Pink, green, and
white shafts and streamers stretching up to the sky made a
magnificent display’ (F Sherwood Taylor, Science Front,
Macmillan, 1940, p. 254).
A famous ornithologist, Scott had his first exhibition of
paintings in London in 1933. His great skill was depicting
birds naturally in romantic settings. He wrote: ‘I think
there is a wild corner in the human spirit that answers the
call of the wild geese.’
David James, to whom this picture belonged, was a
friend of the artist from their war years, when they both
served on gunboats in the Royal Navy.
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48.
Harrington Mann, RP, RE, NEAC
1864–1937
The Red Hat
Oil on canvas; signed and dated 1920, inscribed
‘Bamford’ verso on stretcher.
34 x 25 inches

A Glasgow portrait painter who studied in Paris
and maintained studios in both New York and
London, in the wake of Sargent. The sitter was
Lynne Ross.
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49.
Thomas Derrick 1885–1954
Donna Cristina
Tempera on panel; signed and dated 1920.
15 x 12 inches
PROVENANCE: The family of the sitter, and thence by
descent
LITERATURE: Colour Magazine, vol. 14, no. 1, February 1921, ill.

The sitter was Christina Mavrogordato, according to Luke
Gertler, who knew her as a friend of his father, the painter
Mark Gertler. She was the wife of John Mavrogordato, a
bibliophile with particular interest in Italian literature and
an impressive lineage, descending from Prince
Mavrogordato, Byron’s friend. They knew members of the
Bloomsbury and Camden Town groups, and collected
modern British art.
In the 1920s when this was painted, Derrick was
Instructor of Decorative Painting at the Royal College of
Art under Sir William Rothenstein. There he taught
tempera painting, on whitewashed walls, boards and
panels. The revival of painting with tempera coincided
with the Arts and Crafts movement, and there was then a
general interest in Medieval processes and forms in
Britain. The pricking visible along the outline of the sitter’s
head is from a technique to transfer drawings used by early
Italian painters.
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50.
George Frederick Watts, OM, RA, HRCA 1817–1904
The Isle of Kos
Oil on paper; inscribed ‘Cos’, further indistinctly inscribed ‘B...oni’ [Bodrum?],
inscribed on backboard ‘By GF Watts, RA OM/ Bought in Limner’s Lease sale’.
7 x 101/2 inches
PROVENANCE: G.F. Watts, Limnerslease Sale, 13 March 1939
Private Collection, Denmark

Watts left England in the autumn of 1856 with the artists Val Prinsep and
Spencer Stanhope to join the archaeologist Sir Charles Newton, who was
excavating the Mausoleum of Halicarnassus (Bodrum) on the west coast of
Turkey. This spontaneous sketch was done on board HMS Gorgon, where
the sailors knew Watts as ‘Betty’. He stayed in the Eastern Mediterranean
until May of 1857, visiting Constantinople and Athens and exploring the
islands of the Aegean on various ships of the Royal Navy.
The trip stayed fresh in his mind for years, and inspired other paintings,
including The Genius of Greek Poetry (1878), The Isle of Cos (1883) and The
Minotaur (1877-1886).
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51.
Christopher Richard Wynne Nevinson
1889–1946
Zillah, of The Hambone
Oil on canvas; signed and dated 1935 (but was painted in 1922).
161/2 x 131/4 inches
EXHIBITED: Grosvenor Galleries, London, 1922, no. 5
Birmingham Museum and Art Gallery, 1929, no. 29
Northampton Art Gallery, 1929/30, no. 28

By the 1930s, after three exhibitions, Nevinson had not
sold this picture and by 1935 it had been reduced in size by
folding a third of the canvas behind a smaller stretcher,
perhaps to fit an old frame. The signature and date of
1935 were then added by Nevinson. We have opened the
painting out to about its original size.
The Hambone was the oldest and most popular night club
in Ham Yard, a cul-de-sac behind Piccadilly Circus in
London that seems to have been home to no fewer than
ten other clubs. Its original membership was almost
exclusively drawn from the arts (Augustus John was a
founder member, William Roberts a waiter). It was known
as ‘a futurist dive,’ where ‘all the right people went.’ There
was an actress called Zillah Carter who was active in the
London theatre of the time - as a witch in Macbeth, The
Times reviewer said she was ‘admirable except for one
fantastically inappropriate dance’ (Dec. 28, 1926, p. 8).
She has the shadowy and dissolute look of a nightclub
habituée of the time, one of those ‘heavily painted and
sophisticated women who were setting a trend to fashion’,
as Nevinson described a woman in a nightclub in an essay
published in 1936 (The Arts Within this Bellicose Civilisation,
in The Seven Pillars of Fire: A Symposium, Herbert Jenkins,
p. 44).
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52.
Montague Dawson 1895–1973
On Patrol
Watercolour.
71/2 x 93/4 inches

When the Great War broke out, Dawson enlisted in the Royal Navy,
and as an officer in Falmouth he met the sea painter Charles Napier
Hemy, who was a great influence upon him. Dawson is now known for
his anachronistic but salty painting of tea clippers under full sail, but
some of his best work was done to illustrate naval actions from both
Wars for The Sphere newspaper.
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53.
John Douglas Miller 1860–1903
The First Whisper of Love, after Bouguereau
Watercolour, an ‘engraver’s drawing’.
22 x 123/4 inches
PROVENANCE: The engraver, and thence by descent

Miller’s ‘style is particularly soft, more like that of
the 18th -century pure mezzotints than that of
mixed mezzotints that had become so popular in
the mid 19th-century’ (Professor Anthony Dyson,
Grove Dictionary of Art). The fine grades of Miller’s
mezzotint shades suited Bouguereau’s liquid
glazes well. To engrave a copper plate with the
image of the painting, he first made a very careful
watercolour study of the painting for reference –
not a mere copy, but also a translation of colour
into tone. Miller used this watercolour as his
model for engraving a plate, which was published
by Tooth in 1895 in a limited edition of 200
artist’s proofs, plate destroyed.
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54.
Gertrude Demain Hammond, RI 1862–1953
A Reverie
Watercolour; signed and dated ‘88.
111/4 x 14 inches
EXHIBITED: Royal Institute of Painters in Water Colours,
1888, no. 394

This and another picture Hammond exhibited in
the same year, early in her career, firmly identify
her as an aspiring ‘aesthete’, but she became an
industrious book illustrator instead. A prize will be
awarded to the first person to identify the strange
brown object on the table!
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55.
William Lee Hankey, RI 1869–1952
Light in the Cottage
Watercolour; signed.
141/2 x 11 inches
PROVENANCE: John G. Wilson, publisher

A typical subject set in Newlyn or Brittany
from this watercolourist and etcher, of whom
A L Baldry said: ‘In his water-colours [he is]
an absolute purist; he paints entirely with
transparent pigments, and never has recourse
to opaque colours. His brushwork is broad
and confident’ (The Studio, Jan. 1906, vol. 36,
no. 154). Hankey made an etching of this
subject in 1909 (Hardie 55).
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56.
Sir Samuel Luke Fildes, RA 1843–1927
The Duet
Oil on paper laid onto board; signed with monogram.
7.5 x 101/4 inches
PROVENANCE: with Thomas Agnew and Sons Ltd,
London

Dominic Baker-Smith, the artist’s great grandson, has
written to us: ‘It does look a pretty domestic scene, with
informal brushwork. Fildes married Fanny Woods in
1874 [Fildes’ closest friend, Henry Woods, was her
brother - she was musical, with a fine voice], and she
had a younger sister called Annie - this might be them
hitting the ivories in Warrington where their father had
a jewellery business.’ Fildes was known for sentiment,
but hated what he called ‘manufactured’ sentiment.
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57.
Sir Edward John Poynter, Bt., PRA 1836–1919
Barine
Oil on canvas.
36 x 28 inches
PROVENANCE: Private Collection, Canada, 1978
EXHIBITED: New Gallery, 1894, no. 102
LITERATURE: The Times, 28 April 1894; The Athenaeum, 12 May 1894; Cosmo
Monkhouse, Poynter, His Life and Work, The Art Journal Easter Annual, 1897

This picture, a recent rediscovery, shows Poynter in the full maturity of his
powers. The dusty shadows on her face are a trademark for him, and the bold
colours chime confidently with one another in a simple, effective composition.
Barine is a character from Horace’s Odes, a calculating beauty who leaves a
string of broken hearts and ruined engagements in her wake. Even Horace is
charmed, and is duly deserted, joining her ‘train of slaves [which] grows every
day.’ In the painting, she tears a love letter in disdain, and unravels an ouroboros
bracelet (a snake devouring its tail, a symbol of eternity, here undone). The
relevant passage of Horace (Odes, II. 8) can translate as:
‘But when, perfidious, you engage
To meet high heaven’s vindictive rage,
You rise, with heighten’d lustre fair’
Exhibited at the New Gallery in the year that Poynter became director of the
National Gallery in London (two years later, he was simultaneously President
of the Royal Academy), Barine attracted what we might now describe as
‘rave’ reviews. The Times reviewer wrote: ‘This is pretty sure to be one of the
most attractive pictures in the exhibition,’ whilst The Athenaeum reviewer
wrote: ‘A large wreath of dark crimson roses, resting upon her dark brown
hair, harmonizes charmingly with the deep-toned, rich, and ripe flesh tints of
the sumptuous brunette, who has known so well how to dress that she has
chosen for her palla a pure deep red silk shot with gold...Technically speaking,
the drawing and fine researchful modelling of Barine’s face and hands, to
which their delightful lifelike morbidezza [delicacy or softness in the depiction
of flesh] is due, are as precious as the design itself.’
Although of exalted position and festooned with honours, Poynter was still
able to produce a popular and accessible painting.

58.
Sir Edward John Poynter, Bt., PRA 1836–1919
Hardraw Force
Watercolour; signed with monogram and dated 1872.
93/4 x 61/2 inches

Poynter exhibited landscape watercolours throughout his
life, first in the Dudley Gallery from the 1860s and then
later in the Grosvenor and the New Galleries. They are
soft and atmospheric. Hardraw Force, in Wensleydale, is
England’s largest unbroken waterfall.
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59.
Sir William Blake Richmond, RA 1842–1921
Rocks at Tintagel
Oil on canvas; inscribed with title and artist’s name on old
label attached to frame verso.
191/2 x 151/4 inches
EXHIBITED: New Gallery, 1900-01, no. 170

Richmond was especially aware of previous civilisations
in the landscapes he painted; it was so in the Roman
Campagna, in Umbria and in Egypt, and he would have
been conscious of Arthurian legend here at Tintagel,
from Tennyson’s Idylls of the King.
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60.
Sir William Blake Richmond, RA 1842–1921
Sunrise, Umbria
Oil on panel; signed with initials, labelled and inscribed verso ‘Fine Art Society,
April 1914, no. 63’.
151/4 x 241/4 inches

EXHIBITED: Fine Art Society, Paintings of Umbria and Assisi, 1914, no. 63

Richmond visited Assisi in the summer of 1912, and again in 1913. He
‘would set off from Assisi at dawn, riding or walking through the open
countryside till he reached [the convent of] San Damiano, where... he
would paint most of the day’ (Simon Reynolds, William Blake Richmond: An
Artist’s Life, 1995, p. 317).
Several of his Umbrian paintings were used to illustrate his book Assisi:
Impressions of Half a Century (Macmillan, 1919).
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61.
Sir William Blake Richmond, RA 1842–1921
El Kab, Upper Egypt
Oil on panel; inscribed with artist’s name and title on old label verso.
71/2 x 171/2 inches
EXHIBITED: New Gallery, 1900-01, one of four titled The Desert, El Kab
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In late 1896, exhausted by his work on the glass mosaics in St. Paul’s
Cathedral, inundated with commissions and lectures, demoralised by the
bleak London winter, and mourning the recent deaths of Millais and his
close friend William Morris, Richmond left London to visit his son
Ernest, who was working at an archaeological dig at El Kab, about 50
miles south of Luxor. His friend George Somers Clark, Egyptologist and
surveyor of St. Paul’s, had a house there and accompanied him. Working
out of doors in native dress, he produced many sketches in oil which he
exhibited at the New Gallery four years later.
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62.
John William Waterhouse, RA RI
1849–1917
Mary
Watercolour.
6 x 5 inches
PROVENANCE: The sitter, and thence by descent
EXHIBITED: Mappin Art Gallery, Sheffield, 1978,
no. 36
LITERATURE: Anthony Hobson, The Art and Life of J.
W. Waterhouse 1849-1917, Cassell, 1992, no. 366, p. 199
Aubrey Noakes, Waterhouse, Chaucer Press, 2004, p. 44 ill.

In 1889 Mary Ida Alexandra Physick (née
Waterhouse), the artist’s stepsister, married Alfred
Physick, the son of the sculptor Edward Physick, a
close friend of her father. She died in 1953.
Waterhouse’s informal sketches of this time, about
1876, have a refreshing lightness of touch.
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63.
Austin Osman Spare 1886–1956
Reclining Nude
Watercolour and pencil on card; signed.
73/4 x 91/2 inches

68

The artist’s obituarist wrote: ‘Spare’s alleged “automatic” and “psychic”
drawings tended to lack discipline and were on the whole inferior to his
“straight” work. The last chiefly comprised nudes, which combined
strength and delicacy of a high order and had a wonderful threedimensional feeling’ (The Times, May 16th 1956).
However, it may be argued that the ‘psychic’ dimension to his ‘straight’
figurative work endows it with great power, as with Schiele’s drawings.
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64.
Austin Osman Spare 1886–1956
Charlotte
Pencil and crayon; signed with initials and dated ‘37.
111/4 x 91/2 inches

Charlotte Newman was a friend of Spare’s and
he drew her many times. A compelling drawing.
Our thanks to Ossian Brown
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65.
Fred Uhlman 1901–1985
Skyscrapers
Oil on canvas; signed.
20 x 16 inches

Uhlman was born in Stuttgart,
Germany, and practised as a barrister
until 1933 when he left for Paris and
taught himself to paint. In 1936 he
arrived in London, speaking no English
and having no prospects beyond his
engagement to a daughter of the
wealthy Lord Croft, who was far from
pleased about the match.
Uhlman recalled his early days in
Paris in his reminiscences, The Making of
an Englishman (Victor Gollancz, 1960):
‘Perhaps if I had gone to an art school
and learned the ABC of art the way
would have been easier. But I felt that I
was too old to start with boys of sixteen.
Every year counted; I had no time to
walk – I had to run’. From the start his
pictures had a directness and virility that
was immediately recognised, and
rewarded; his first show, in Montmartre,
was a sell-out. When he visited New
York, after the war, the monumental
outline and pattern of the Manhattan
skyline gave him fresh material ideally
suited to his original eye and technique.
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66.
Fred Uhlman 1901–1985
Still Life in Blue
Oil on board; signed.
73/4 x 10 inches

Uhlman had a natural gift for abstraction that could encompass
modest forms on a table top as readily as massive skyscrapers.
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67.
Francis Emeric de St. Dalmas fl. 1870–1885, d. 1939
Early Evening on the Coast of the Sark
Watercolour; signed with initials.
151/2 x 22 inches
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The artist exhibited another painting of Sark in 1872 at the
Dudley Gallery. He lived at St. Martin on Guernsey. The
detail here is Pre-Raphaelite in intensity, as is the spirit of
enquiry into the geology of the rocks in the foreground. The
gneisses and schists are ancient, and were the subject of a
paper by the Rev Edwin Hill in 1887 (Journal of the Geological
Society).
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