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Michael Forster, 1907-2002
14 A Face in the Crowd, 1996

acrylicon canvas 86 x 134 cms 337 x 52%ins  signed with monogram, and inscribed with date and title verso

Provenance:
The Artist's Studio Estate, Atelier no. 895.
Private collection, Devon.

When his wife, Adele died in 1974, Michael Forster's work took on increasingly
dark tonalities that did not entirely lift until after 1993, when he married Gloria
Ochitwa, a former art dealer and long-time close friend. Gloria provided him
with the emotional support and security he sought and many of Forster's
late period paintings reflect this. These sparkling works are, like the present
picture, painted in vibrant, regenerative palettes and bear similarly upbeat
titles such as Awakening, Aurora, Sea-change and Wake Up Happy.

When asked about the role of colour in his work, Forster replied: “/ dive
into colour as | dive in to a tropic sea. | rejoice in colour. How can we live
without it? ... For me, even a good black and white drawing holds a hint of
a resounding chord of colour”

1 Messum’s, Michael Forster (1907-2002): An Inner Landscape (text by Jane Hamilton),
Messum’s, London, 2007, p. 77.

Spencer Frederick Gore NEAC LG, 1878-1914

15 House in a Park, 1907

oilon canvas 49 x59 cms 197 x 23Vsins  signed and dated lower right

Exhibited
London, Leicester Galleries, New Year Exhibition, 1954, no. 114.

Spencer Gore painted this county house view in the summer of 1907, during
a trip to Brandsby in Yorkshire, where he shared a cottage with Mr and Mrs
Walter Russell and Albert Rothenstein. It is typical of his landscapes of the
time, when he was experimenting extensively with the divisionist brushwork
he had picked up from Lucien Pissarro, and shifting towards a brighter, purer,
palette. As Wendy Baron noted in her book on the Camden Town Group:
'[Gore] began to build up his paintings constructively, using separate small
touches of one colour at a time throughout his canvas. His colours were often
brilliant; oranges, violets and greens are scattered in an ordered harmony
that nonetheless retains a lively, even spontaneous, flavour."

Gore's untimely death in 1914 cut short a stellar career in which he achieved
the Presidency of the Camden Town Group of painters, membership of the
NEAC, and a founding membership in the London Group. His friendships with
Pissaro, Walter Sickert, Harold Gilman and Percy Wyndham Lewis placed him
at the forefront of the emerging modern movement in British painting. Sickert
in fact, contributed the foreword for the catalogue accompanying Gore's
1916 memorial exhibition at the Carfax Galleries, in which he wrote: "His
paint was not verbose. It was the mot juste in the right place. He attained to
exquisiteness in touch. Expression descended like snowflakes on his canvas,

1

varied, exquisite and economical

1 W. Baron, The Camden Town Group, London: Scolar Press, 1979, p. 150.



Duncan Grant LG, 1885-1978




Peter Greenham RA NEAC, 1909-1992

17 Beach Scene in Summer

oil on board
25x31cms 9% x 12%ins

18 Cold Day at Mundesley
oil on linen laid to board  30.5x36 cms 12 x 14'% ins
signed with initials lower right

Provenance: Private collection, London.
Exhibited: London, New Grafton Gallery, April 1979, no. 25.

19 Beach Scene with Bathers

oil on board
19x31.5cms 7% x 12%ins

20 Summer Landscape

oil on canvas
45.5x 60 cms 177 x 23%ins

Throughout the 1970s, Peter Greenham painted subtle, yet highly
atmospheric seascapes and beach scenes around the Norfolk coast.
Combining his acute draughtsmanship with sensitive brushwork and
luminous colour keys, these later works have a depth and spontaneity
comparable to his insightful portraiture.

While he usually worked from pre-prepared canvases, Greenham would
prepare panel supports himself, often mixing raw umber or terre verte into
his gesso grounds. But before loading up his brush, he took great pains in
reconciling his composition through several drawings. However, while he
might need ten or more sittings to complete a portrait, Greenham could
often complete a landscape in a single session.!

He was also fascinated by colour and tonal relationships, and the way in which
paint surfaces could affect visual perception. By painting his beachscenes in
pastel colours, using a narrow tonal range and fluid brushwork, he achieved
harmonious contrasts between the deepening sea, the distant horizon, and

the more immediate energy of the beachcombers, while sacrificing nothing
of the actual atmosphere of an English beach in early spring.

Greenham enjoyed painting beach scenes both at home and abroad and when
asked whether he consciously approached them in differing ways, replied:

“Pictures painted in France have more blue, less yellow. The french are said to
have a saying that English painters have ‘yellow in the eye’ You can paint in
France without any yellow and the contours are more assured. Many a traveller
coming to London from Dover after leaving France is dismayed by a landscape
which does indeed seem grey, ragged and inconclusive: a scenery beautifully
suited to literature, but much less to painting. Everything is mysterious,
suggestive: what counts is recession, one tone behind another; like the flats
in a theatre; incompleteness, given a stop here and there by strong incidents."

1 See Norwich School of Art Gallery, Peter Greenham, touring exhibition, exhib. cat., pp.
8-9.
2 Norwich, op. cit. p. 9.



Donald Hamilton Fraser ra, b. 1929 Roger Hilton, 1911-1975




Rose Hilton, b. 1931

23 Interior at Botallack Moor 24 Karen on a Pink Settle

oiloncanvas 102 x 76 cms 40'% x 297 ins  signed and inscribed with title verso ol oncanvas  60.5x 51 cms 237% x 20% ins

One of Rose Hilton's finest early canvases, Interior, Beckenham Art School The present work was painted at least fifteen years later, when Hilton had Although she developed into a very different artist, Rose Hilton always “I didn't really know how to progress in the development of using colour.
(1950) still hangs in her house and remains a key reference for her work. moved with her husband Roger Hilton and their children to Botallack Moor, recognised the influence her husband Roger Hilton had on her own So from Roger | got that, just by listening and observing. When he died and
It is a simple interior still life that Hilton composed in one of the school’s St. Just. For the next ten years, she painted only occasionally, devoting the development as a painter, particularly in terms of colour. “They didn’t teach I had much more time, I'd made notes of things he'd said and could now
workrooms and as Hilton related to her biographer Andrew Lambirth: lion’s share of her time to supporting Roger and raising their two sons. Despite us much about technique at the Royal College of Art," she explained. apply them;, and there was nothing to stop me painting.”

these demands, a creative atmosphere prevailed at Botallack and Rose made
several studies after the old and modern masters. Her love of colour and
pattern drew her towards the work of the later French post-Impressionists,
particularly Pierre Bonnard, Edouard Vuillard, and Maurice Denis.

' could have attempted an academic painting ... instead my feeling
for objects in space predominated. This must have been instinctive, as
| had not seen many other pictures that could have influenced me. The
use of thin paint to divide the painting, and the tilt of the screen to give

tension within the work, make this a key painting in my development! 1 A.Lambirth, Rose Hilton: Something to Keep the Balance, Farnham: Lund Humphries,
and Messum’s, 2009, p. 18.



lvon Hitchens LG, 1893-1979

25 White Sea Cloud, 1967

oil on canvas

50.8 x 61 cms 20 x 24 ins

signed lower left

Provenance:
with Waddington Galleries;
Private collection, United Kingdom.

Exhibited:
London, Waddington Galleries, Ivon Hitchens; Figure Theme, 1968, no. 23.

Ivon Hitchens' landscapes and seascapes are immediately recognisable by
his deft brushwork and daring use of colour to evoke, rather than reproduce,
a specific place. He is widely regarded as England’s outstanding and most
idiosyncratic proponent of the landscape tradition in twentieth century art.

In 1965, when he was at the height of his powers, Hitchens stayed in a house
lent to him and his wife by friends on East Beach, Selsey. One morning, while
walking along the shore, they came upon a house backing onto the beach,
which was for sale. Within an hour of being shown around the property

by its owners their offer was accepted.” Though only a seaside bungalow,
the views across the bay towards Pagham Harbour were spectacular; great
open expanses of sea and sky that were a great contrast to the enclosed
setting of their woodland home, Greenleaves. The beach house provided
the stimulus Hitchens was seeking at the time to explore the use of colour
for its own sake and signaled the start of an exciting new period in his work,
to which the present painting belongs.

1 See Peter Khoroche, Ivon Hitchens, London: Andre Deutsch, 1990, p. 103.




John Hoyland ra, 1934-2011
26 Abstract Composition, ¢. 1958

oiloncanvas 50.8x 61 cms 20 x 24 ins

Albert Irvin rRA b1922

27 Albany, 1982
gouache 559x787 cms 22x31ins signed and dated upper left

Fiviw e »

-

Provenance:

Purchased directly from the Artist in 1960 by a contemporary at the Royal Academy Schools.

This is a rare early work dating from John Hoyland’s time at the RA Schools
between 1956 and 1960. During his first two years at Sheffield School of Arts
and Crafts, he continued to paint local landscapes in an abstract figurative
style influenced by Nicolas de Stael. He also enthusiastically experimented
with abstract expressionism throughout the 1950s, particularly in 1957,
after taking classes with Victor Pasmore.

However, around 1956, influenced at least in part by his exposure to William
Turnbull, Hoyland's work became entirely abstract. He began to replace
meticulous geometry and hard-edged forms with softer, irreqular blocks
of colour, set against brilliant backgrounds and delineated by somewhat
complementary borders. Later in his career, Hoyland explained that an
instinctive, spontaneous approach was essential to his work, stating: “...
colours tend to choose you. They come to your like feelings."

Upon leaving the RA in 1960, Hoyland exhibited his work in the New
London Situation show at the influential Marlborough New London Gallery
(today Marlborough Fine Art). Situation was a group exhibition organized
by the Royal Society of British Artists as a concerted reply to the American
abstract expressionist shows mounted by the Tate in 1956 and 1960. The
show featured several huge abstract canvases, and throughout the 1960s,
Hoyland painted on a similarly massive scale, developing a style somewhat
similar to that of Bridget Riley, his colleague at Hornsey College of Art.
Hoyland eventually became known as the finest of the so-called ‘Situation’
painters, as his work moved increasingly towards a kind of action-painter,
colour-field style in which he alternately brushed, dripped and even splashed
paint onto enormous canvases.

1 See Mel Gooding, John Hoyland, London, 2006, p. 17 and p. 23.

Exhibited:
Edinburgh, Royal Society of Painters in Watercolour, n.d.

Between 1940 and 1941, Albert Irvin studied at Northampton School of
Art, before joining the RAF where he served as a navigator during World
War II. After the war, he studied at Goldsmiths College and and later in
1962 returned there to teach until 1983.

Irvin explored impressionistic and ‘Kitchen Sink” styles and subject matter
before shifting almost entirely to abstract expressionism around the early
1960s. By the late 1960s, his work focused more on communicating the
painting process as a theme in its own right. His first solo exhibition was
held in 1960 at 57 Gallery, London. Thirty years later the Serpentine Gallery
housed a major retrospective exhibition. More recently Irvin's vibrant,
gestural paintings were included in Seeing in Colours a group exhibition
organized by the British Council in 2010, which travelled to venues

throughout Armenia, Georgia, The Ukraine and Azerbajian and included
works by Sir Howard Hodgkin, John Hoyland, Bridget Riley, and Alan Davie.

Tate curator and author of the monograph on the artist, Paul Moorhouse
wrote of Irvin's work:

’

. even to those familiar with his work, seeing a new painting by
Irvin can be an extraordinary experience akin to discovering a young,
energetic artist in the first flush of ambition. Given the force of its
restless energy, its freshness and the sense it communicates of an artist
in love with his chosen activity, it is even more surprising to realise that
this is the work of an artist in his late seventies.

1 P.Moorhouse, Albert Irvin: Life to Painting, London: Lund Humphries, 1998.



Geoffrey Key, b.1941 Peter Kinley, 1929-1988




Eardley Knollys, 1902-1991 Edward Le Bas Ra, 1904-1966




John Minton, 1917-1957 John Minton, 1917-1957




John Miller, 1931-2002 Sir Cedric Morris LG, 1889-1982




Sir Cedric Morris LG, 1889-1982




John Northcote Nash cBera, 1893-1977

37 The Woodpile

oil on board

495x61cms 19%x 24 ins

signed lower left

Provenance:
with Magdalene Street Gallery, Cambridge, . 1970;
Private collection, United Kingdom, by 1970.

Throughout the 1930s, John Nash frequently took painting trips to East
Anglia and Essex before finally settling at Bottengoms Farmhouse, near
Wormingford in 1943. Although he taught at the Royal College of Art, and
later became a Royal Academician, Nash was uninterested in the politics
of the London art establishment, and therefore found a creative sanctuary
in the Stour Valley, as a landscape painter, a genre deemed somewhat
retrograde at the time. Unlike Walter Sickert, who declared the region

‘sucked dry" by the talents of Gainsborough and Constable, Nash looked
at the surrounding villages and fields with fresh and inspired eyes and saw
nothing but possibilities for expression.

Along with Sir Cedric Morris, his friend and neighbor in East Anglia, he
founded the Colchester Art Society, eventually becoming its Chairman and
President,




Mary Newcomb, 1922-2008




Mary Newcomb, 1922-2008 Glyn Warren Philpot ra, 1884-1937




Edward Piper, 1938-1990
43 Silhouetted Nude before Window

oiloncanvas 91 x71cms 357%x 28 ins

The elder son of John and Myfanwy Piper, Edward Paper studied at Bath
Academy of Art and the Slade School in London, where his tutors tried
to dissuade him from developing a freeform, spontaneous approach to
technique and execution. Nevertheless, he always insisted that he wanted
his work to be “sweet and swift” and to show none of the sweat and graft
that creative labour inevitably entailed.

Piper worked in graphic design and as a photographer for several Shell
county guides, but his abiding interest was in the female nude. The female
form seemed to afford his creative imagination almost endless possibilities
and he incorporated various styles in his work, such as the Matisse inspired
cut-out forms of the present composition.

In her monograph accompanying the artist's retrospective in 2000 at
Messum's, Jenny Pery wrote:

"His main interest was in girls, and for most of his life he made paintings
of girls that were as celebratory as they were frankly sexual. The pictures
are not portraits, although each model has her own individuality.
The models that twist and display in a riot of flowers and patterned
garments are studied not as objects of sexual arousal but with the
same appreciation that an exotic flower might be studied... looking
at a painting by Edward Piper is invariably cheering and invigorating”.

Mary Potter, 1900-1981
44 Essex Winter

oiloncanvas 64 x76.cms 25%x297% ins

Provenance:
The New Art Centre, London.

Exhibited:
London, Arthur Tooth & Sons, Ltd., 1946.

Mary Potter studied at the Slade with Henry Tonks and Philip Wilson Steer
and was involved with the New English Art Club, the London Group and the
Seven and Five. She embraced every genre, save portraiture, and her naive
style, marked by subtle palettes and a contained emotional energy, was
informed by everything from the work of Paul Klee, to children’s drawings,
Eastern art and philosophy and even graffiti.

Between 1946 and 1951, she lived between London and Aldeburgh. During
the winter however, she would often retreat from the icy tension of city life
to stay with friends in Brighton and Essex, where she particularly enjoyed
painting the surrounding winter landscapes. Another of Potter's wintery
Essex landscapes dated to around 1944 is in the collection of the Graves
Art Gallery, Sheffield.



Mary Potter, 1900-1981 Peter Prendergast, 1946-2007




Peter Prendergast, 1946-2007
47  Still Life - Spider Plant, 1996

oilon canvas 61 x51 cms 24 x 20'%ins  signed and dated verso

Provenance:
(Possibly) Constantine Sterio”;
with Antony Cosgrove,

near his home in North Wales. Prendergast’s father was an Irish coal miner,
and he always felt a keen connection between his father's work and his
own painting process, even going so far as to equate them as forms of
"digging”. He said, "The materials | use to make images—charcoal is burnt
wood, paint is earth bound with oil, lead from the ground—are the same
as my father was involved with in digging coal... | try to understand how
the earth is constructed ... to search for the spirit of nature. My father
was digging out coal to make profits for other people. But then coal keeps
people’s houses warm. Painting keeps people’s souls warm’.

He also extended this expressionistic style to his still lifes, such as this
study of a houseplant, painted in thickly laden, angular strokes with rich
interplays of browns and greys to highlight the pure yellow-greens of the
foliage. His strongly delineated colour-plays ground the nervous energy of
the composition, and balance the inherently ‘comfy’ nature of a table-top
still life with the spider plant's exotic appeal.

1 Peter Prendergast, interviewed by Robert Armstrong in Peter Prendergast: Paintings
from Wales, The National Museum of Wales, Cardiff, and Agnew's, 1993.

Dod Procter RA NEAC, 1891-1972
48 Young Girl, c. 1932

oiloncanvas 36x28cms 14%x 11ins  signed upper left

Provenance:
Private collection, Jersey, Cl (?).

Bonham's-Langlois, Jersey, Cl, October 1965, where sold (according to an inscription on the stretcher);

Private collection, United Kingdom.

Exhibited:
London, Leicester Galleries, May 1932, no. 5.

Liverpool, Walker Art Gallery; Penzance, Newlyn Art Gallery; Newcastle upon Tyne, Laing Art Gallery, Dod Procter RA (1892-1972), 1990, no. 34.

Literature:

A. James, A Singular Vision: Dod Procter 1890-1972, Bristol: Sansom and Co. (with Penlee House Museum, Penzance), 2007, p. 93, illus.

Dod Procter developed her mature style during the 1920s, when she
increasingly focused her energies on portraiture and single figure
compositions, frequently female nudes. Her work took on a sensual
volumetric quality and her stylization of the female form owes something to
Renoir, whose work she admired and knew well from her time at the Atelier
Colorossi. Proctor's best-known painting from this period is undoubtedly
Morning (1927, Tate Britain), which was a veritable cause célébre at the
Royal Academy exhibition that year. After the Daily Mail immediately

purchased the painting for the nation, Procter became effectively the most
talked about living artist in Britain.

Six years later, Proctor used the same model: Cissie Barnes, a Cornish
fisherman’s daughter, who was only sixteen when she had posed for
Morning. Barnes also later posed for Virginal (1929, private collection), a
full-size standing nude, inspired by the work of both Lucas Cranach and
Pablo Picasso.



Ernest Procter ArRA 1886-1935

49  On the Beach at Newlyn, 1919

oil on canvas

711 x92 cms 28 x 36Yxins
signed and dated lower right

Exhibited:
Penzance, Penlee House Gallery & Museum, A Cornish Childhood, 2010.

Ernest Proctor was born in Tynemouth, Northumberland, but lived most of his
life in Newlyn, Corwall, where he had studied around the turn of the century
with Stanhope Forbes. He also trained in Paris at the Atelier Colarossi.

Proctor painted the present picture upon his return to Newlyn after four
years service with the Red Cross during WWI. The painting’s strong sense
of occasion, complex composition and strong palette are indicative of his
specific talent as a decorative painter. In fact, the striking graphic energy
of On the Beach in Newlyn anticipates by several years the bold style of
advertising posters for British seaside resorts, an art form that boomed in the
1920s and 1930s.

However, a closer look within Proctor’s lively, sweeping composition reveals
subtle borrowings from the tradition of religious wall painting. The young
woman in the middle ground is posed holding an infant like a Raphael
Madonna, her blond head ‘haloed’ by the cart wheel. Likewise, the boys in
the foreground, haul a boat with the solemnity of Apostles gathering nets.
Proctor's use of brilliant primary colours lifts his subject matter out of the
sobriety of traditional church wall painting, but he later became a successful
painter of decorative murals. Therefore, it is tempting to see in this work
similar stylistic references to Giotto's Arena Chapel frescoes, which, four
years later, would directly inspire Stanley Spencer’s paintings for Sandham
Memorial Chapel.




Leonard Rosoman RA OBE, 1913-2012

50 The Pianist

oil on canvas
122 x 152 cms

48 x 597% ins

signed lower right

When Leonard Rosoman died this year at the age of 99, several tributes
remarked that throughout his notably long career as a painter, muralist, war
artist, and teacher, his work remained perennially youthful.

The vibrancy and immediacy that so much of his work retained was arguably
connected with his talent for illustration. He made his first illustration in

1951, for the Radlio Times to accompany notes for a production of Clifford
Odets's play Golden Boy. Rosoman's illustration showed a solitary boxer
trapped in a pool of light, rendered with the same shallow perspective,
photographically cropped composition, and unsettling poetry found in this
later canvas of a young woman glimpsed through a garden window, playing
the piano to an unseen audience.




Ruskin Spear cBe RA NEAC, 1911-1990




Ruskin Spear cBE RA NEAC, 1911-1990
52 Worthing Beach

ol onboard 66 x81 cms 26 x317%ins  signed lower right

Because Ruskin Spear contracted polio as a child, he spent most of his time
in a wheelchair, and this challenge to his mobility meant he generally did not
venture far from his West London neighbourhood. However, in the 1950s
and 1960s, he apparently made several trips to East and West Sussex. In
1956, he contributed Spring at Rottingdean, East Sussex (Dudley Museum)
to Seasons, a group exhibition organized by the CAS and held at the Tate
Gallery. Another later view of Brighton Beach (1965) is in the collection of

the Brighton and Hove Museums and Art Galleries. Although the latter work
shares the same flattened, linear, photographically cropped composition as
the present picture, which is undated, it was painted with much looser,
thinner brushwork, and the attention to surface pattern and thicker impasto
in Worthing Beach is more in keeping with Ruskin Spear’s later work after
the 1960s.

53 Finding Out About Art
oilonboard 100 x 126 cms  39% x 49% ins

Provenance: Private collection.

Exhibited: London, Royal Academy, Summer Exhibition, 1987.

This group of art lovers gathered for what is possibly a summer morning
gallery talk at the Royal Academy illustrates so much of what made Ruskin
Spear arguably post-war Britain's most influential figurative painter. A
masterful balance between form, space, and anecdote, it is also a clear
example of Ruskin Spear's acute appreciation of other artists" work. He
chose to dominate his composition with Anthony Caro’s steel sculpture, Early

One Morning (1962, Tate Britain, and actually painted red), but manipulated
the scale and the tonality of the piece to highlight his figure group. Equally,
Ruskin Spear’s careful observation of their attitudes and attributes — the
slightly hunched middle-aged postures, clutched paper cups and brochures,
shirtsleeves and sensible shoes - contribute to his wryly accurate, but
uncritical picture of contemporary art appreciation.



Graham Sutherland om, 1903-1980




Michael Upton, 1938-2002

55 Roger Hilton's Grave, St Just, 1995
oil onboard 47 x925cms 18':x 36%ins

Provenance:
The Artist's Studio Estate, Atelier no. 686.

Exhibited:
Liverpool, Walker Art Gallery, John Moores Liverpool Exhibition, 1995.

Michael Upton first met Roger and Rose Hilton briefly in the early 1960s, when
he and Patrick Caulfield went to Penwith to study at one of Peter Lanyon’s
summer schools. In 1987, Upton and Rose later renewed their acquaintance
when they exhibited together at the Newlyn Orion Galleries. Rose’s work
was hung in the Upper Gallery; Upton's was hung in the Lower Gallery. And
this bicameral show presented a successful juxtaposition between their very
different styles; Hilton's relying on colour, while Upton’s focused on tone. One
review of the show noted: ‘Both Rose Hilton and Michael Upton have the
power to make us stop and re-assess our attitude to the commonplace.’

The two artists became even closer in the 1990s, through new family ties,
and Upton’s move with his partner Sally Fleetwood to Mousehole. According
to Sally, Upton made several paintings of the view from Rose’s garden at
Botallack. The present painting possibly began as a straightforward view
over St Just from Botallack. But by including the slab-like forms in the
foreground field, Upton, who was often noted to have a black sense of
humour, lent the scene a sepulchral tone. However, his title was probably
meant to be symbolic, rather than literal.

56 Hackney Library |, c. 1992
oilonboard 35x 71 cms 13%x 28 ins

Provenance:
with Galerie Vieille du Temple, Paris.
The Artist's Studio Estate, Atelier no. 558.

Exhibited:
London, Royal Academy, Summer Exhibition, 1992.
London, New English Art Club, 1992.

In the 1980s, a thread of social commentary emerged in Upton's work.
Though he retained his same tonal palette of creams, ochres and green-
browns, he began to paint scenes of the unemployed waiting in dole
queues, or sitting in Hackney Library. Occasionally, he based his compositions
directly on photographs taken from 1930s issues of the Picture Post, and
in some cases he even painted directly over photocopied images. But as

Jane Hamilton has noted, Upton did not intend these works to be read
as nostalgic illustrations of Depression-era Britain, but were instead his
contemporary comment on Britain under the Thatcher government.!

1 Messum'’s, Michael Upton 1938-2002: Paintings from the Studio Estate, exhib. cat.
(essay by Jane Hamilton), 2008, under no. 17.



Alfred Aaron Wolmark, 1877-1961
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