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From Holbein to Hockney:
A Brief History of BritishDrawing andPainting

This introduction to the story of Britisart explores how drawing and painting in the United Kingdom
began rooted in Christian subject matter and transformed after the Second World War to embrace an

existentialist philosophy.

From Christianity to Existentialism

Painting in Britain can tracésitraditions back to the early seventh centurythad

illumination of religious manuscripts by monk&o workedanonymously in monasteries
andalso tothe medieval decoration of church walls with scenes fronChestianBible.

Then quite suddenly, i1526 everything changed whehe German artist Hans Holbetme
Youngermoved to Londonbringing with him the lessons of the European Renaissance
During the course of theext17 years until his death in 1543, Holbein transformed the nature
of artisticpractice in Britairand set out a template for much of what has followed.

We canbegin to understanghat followsas two simple narratives. The first is how western
art started its journey as a means to illustrate the stories Nt estamentandthen

gradually, after Holbein, and most specifically after the First World War, largely abandoned
Christianity to embrace the philosophy of existentialism. The second narratieirsthe

shift from paintbeingemployed as a materiaedto describe ha people and places look,to
instead becoming substance which helps create metaphoexpoess how we feabout the
world we live in

In this essay we will follow these two interlinking ideas &edin toseehow they are
influenced by political even and therventually combine to become one in the work of
British artists irthe late 26 century.

From Holbein to van Dyck

Like many of the greatephinterswho have a place in the history of British art, Holbein was

not born in the country, baane instead from mainland Euragee first arrived in London in

1526 with a letter of introduction from the scholar Erasmus, and found patronage with the

lawyer, statesman and councillor to King Henry VIII, Sir Thomas Mafigh his support

Holbein spentthe e xt t wo years producing portragits of
we can see ihis sensitivedrawing ofMore (c15267) which was made shortly after his

arrivalFig. 1. Li ke many awrgs ithas|bder produted iadkrand ctoured

chalks with a brown wash.dihg a delicacy of linandminimum of information he has

achievel a renarkable degree of accuracy in portraying the face ddittex. This drawing



Fig 1.Sir Thomas More, ¢ 1526, Hans Holbeitthe Younger



and anothr similar to it acted as the template for a painting. In the paiaofiMpre Fig. 2we
canseeHo | bei nd s s uagreericahging cirtain.ag \weaesgslden chain of
state around his necét black hat andoat with a fur collaandvelvet sleges. The lighting on
More comes from a single source, is direct and helps to deimeatureof the different
textures anduifaces which Holbein has illustratsdelegantly Like many artistsvorkingin
Northern Europet this time Holbein had livedtlose to the centref the Renaissanaghich
had begun in Northern Italy. The majofluence on Holbeinvasthe Flemish Master Jan van
Eyck (1390i 1441) whohad perfected a technique for oil painting based on a meticulous
representation of the effectslafht as it falls over both natural and marade surfaces. The
paint itelf is applied in a flateven manner with the same attentto detail being given to
eachsquare cm of the paintinin his painting of More, Holbein offers a representatiba
manfirst and foremost as thafice he holds, a man who has subjugated his own pleasures
and desires in order to place the needs of tho
face wedetect an expression which is so pensive it almost seems to prefigdestiny,

which was to be executed eight years later of high tredsorefusing on a point of principle
to acknowledge Kingdenry VIl asthe Supreme Head of theewly formedChurch of
England.

In 1528 Holbeimmovedto Base] Switzerlandfor a fouryear periocof work. He returnedto

England in 1532his time gaininghe patronage dinne BoleynandThomas Cromwell.

1532 was aurbulent year in British historyeing theyear Henry Vllisought aivorcefrom

Catherine of Aragoim order tomarryAnne Boleyn In doing so, King Henry defied the

Pope, established a new Church of Englamd declareé himself a monarchppointed to

reign directly by GodAmong those opposeadHe nr y6s actions was Sir Tho
resigned atord Chancelloin protest Holbeinhoweverseems tdave distanced himself

sufficiently from these events as @@nedthe position otourtPainter to Henry Vllin 1535.

Ho | b egreatastsvork, and possibly the greatest painting to have been produced in Britain is
The Ambassiors(1533)Fig. 3. Thisis alife-sizedportrait on a wooden panel &an de
Dinteville, who wasambassador dfrancis | andGeorges de Selvesho was Bishop

of Lavaur, and it was painted in the year thijted London. InThe Ambassadosse see

Jean @ Dinteville to our left and Georges de Selve to our right. Both men stand in front of a
largecurtain, their arms resting on a tallkich in turn hasn oriental carpetraped over it
They face us directly, each with a benign expression. Carefullygacan the table are a
number of objects which include terrestdald celestial globes,quadrant, dorquetuma
polyhedral sundial andariousmusical instruments. Just behind the curtain at the top left
hand side we see a small cruciind stretchedutin front of the ambassadoadarge skull

which has beepainted inanamorphic perspective. TRenbassadorthemselves stand on a
cosmati pavement, which was copied from one commissioned by Henry Mitefaitar at
Westminster Abbey. The poses of tAmbassadors present an opening for us as a viewer to



Fig 2. Sir Thomas More, Oil on Oak4.2 x 59 cm1527,Hans Holbein the Younger



Fig. 3.The Ambassadors, Oil on Oak, 287 2.10m, 1533, Hans Holbein the Younger



take up ahird position in the composition. In this way we approach the painting as a silent
equal, forming a three without hierarchy.

Artists of the Renaissandé&e van Eyck Raphael and Michelangelo employed geometrical
principles to help compose their pamys so that the mathematical order observed in the
movement othe stars which they believed was orchestrated by Gealldin turnbe

reflected upon the earth. In this way, the adoption of the golden section rule, Fibonacci
sequence and Euclidian geomyetvere engaged to mirror the divine order of heaven upon the
world, which in turn placed the human actions depicted at the centre of a celestial symmetry.
By placing his subjects on a cosmati pavement, under a crucifix and surroursigddayd
instrumentso f  mraastérwver the world, Holbein carefully places the two men before us
asauthoritiesof a physicakarth which is in turn governed by the divine kingdom of heaven
and because we share their metaphoric space we know we are governed antbasdes

too.

Holbeinsurvived thedemise of his first patroiut afterAnne Boleynwasexecuted for
adultery in 153&ndthen Thoma£romwellon charges of heresy and treason in 1540

was left witha voidno other patron could filLarge scale patingswhich havecomplex
compositions such akhe Ambassadoi@e beyond the capability of most artists to master,
they are also time consuming and expensive to produce. Without the financial backing
available Holbeirturnedto private commissionsf smallscale works which were cheap to
produceandquick to complete. During this time he undertaokne of his finest portrait
miniatures such akose ofHenryandCharles BrandoiLl541)Fig. 4 and 5 who were the
sons ofthe 1st Duke of SuffolkHolbein diedtwo years later and not muatore happened in
British artuntil the arrival of Nicholas Hilliard15471 1619), who specialised a style of
portrait miniature paintingery much in line with those Holbehad producedHilliard was
bornin the English tan of Exeter Devon, jusd year s after 1lAyearbei ndés dea
before the birth of William Shakespedf&b64i 1616) Like most artist®f the time hdound
his patrons in tl ranks of the rich and 1599 secwed an annual allowance froQueen
Elizabeth lof £40to work for her, and theim 1617a monopolyto produce miniatures
andengravingof her successor Kingames I. Until around 1400, the painting of portraits in
Europehad beetargely confined to icon paintings of Christ and the saintswithtthe

arrival of the Renaissance other representatives of the Church, including Popes, &ishops
their benefactors also began to have their likenesses represented by artists. Like icon
paintings, miniatures are designed®small enough to hold ihé palm of your hand and
easyto carry around while travelling.

Hi Il i ardds por t reramples of meigtureepaiimgt as wexcanisee snihis e
Young Man Among Rosgs 158595) Fig. 6. Thiswork, possibly of Robert Deveraux}“2

Earl of Essex presents us with beautiful image of a talhandsome mameaning against a
tree. Elegantly dressex the fashions of the timeglstands encircled by a bush of white



Fig. 4.Henry Brandon, Watercolour on vellum, 5.6 cm (Support diametdB§41, Hans Holbein the Younger

Fig. 5.CharlesBrandon Watercolour on vellum, 5.6 cm (Support diamete)541, Hans Holbein the Younger



Fig. 6.Young Man Among Roses, possibly Robert Deveraux, 2nd Earl of Es$B8595, Nicholas Hilliard

Fig. 7.Portrait of a Woman, Vellum laid on card, 2.7 cm, ¢.1590, Nicholas Hilliard



roses lookingwistfully out of the picture at us, his right hand placed over his haditating
an attachment to an unseen loved. dinis animagewhich has come taymbolisea romantic
vision of Shakespearedés Engl and.

When painting a portrait Hilliard usualpainiedthe whole face in the presence of Biter,
probably inno more thamwo sittings. He kept a number pfe-primed fleshcoloured blank
surfaces readgrepared in order to save time, workeith a fine pointedsquirrethair brush
andoften exploitedhe tiny shadows cast by thick dots of painhédp give a three

dimensional qualityo pearls and lacas we can see Portrait of a Womarfc.1590)Fig. 7.

Yet as good a painterashewdd, | | hardédss still only represent
died in 1619, three years after the death of Shakespeare and a year before the Flemish artist
Anthony van D¢k (15997 1641)made his first visit to Londoto work forKing James |.

After his visit van Dgk remained in touch with the English coartd n 1632 thenew King

of England, Charles | persuaded himrelocate to London permanently. Once there varkDy
was knighted and offered a pension of £20@ar yo work as painter to the King

Charles | believethat he had been appointed directly by Gmdovern because he believed

all the kings of England had a divine right to rule. é\consequend®thought he could

reign according to his own consaice. However, many people in England opposed his
conviction, especially when it came hand in hand Wigh taxego help financavar. In an

effort to assert higiew of himself asanointed by GoKing Charlesl employed painting as a
means to affirm higlevated view of the monarchy to the population at large, a role which van
Dyck becamecentral to. Altogether van Dyck painted around forty portraits of King Charles,
many of which were produced in several versions so they could be offered as dipldfitsatic g
to supporters of the monarchy.

Undertaking these commissions enabled vaokidy develop a style which combinadsense

of directauthority witha laid back sophistication,;aodeof portraiturewhich came to

dominate Englisipainting untilthe endof the 18th century | n v grturéeguedtriard

Portrait of Charles I(c.163%8) Fig. 8 we seean inportantexample of this new formwhich

shows Charles riding large horsas ifhe is leadindnis knightsinto battle Dressed in
armour,thekinghols t he commander 6s baton in his right
Garter Sovereign around his neck. He looks ahead as if completely unaware of our presence,
because more important matters occupy his ntiimiike the portrait of Jean de Dinteville
andGeoges de Selve n  H o ITleeAmbassador€harles is not painted as one of us,

subject as we are to the laws which govern the universe, he is instead offered as a being above
us in an intellectual, spiritual and very physical way. Presented as anoir@tiple is

displayed as our superiore¥as a means of propaganda it failed in its aim to assert the

absolute authority of the monarcbyer his kingdom. Van Dyck died in 1641 and the



Fig. 8.Equestrian Portrait of Cha I, Oil on canvag§67 x 2921 cm, c. 1638, Anthony van Dgk



following yearcivil war broke out in Englandfter Parliament refused to accept the absolute

authority of Charles | any further.

The Dawn of a NewAge for Painting in Britain
Whilst the period immediately follomvgv a n Dy cwasremarkablé as a period of
political turmoil, resulting aanremarkaldind i n

Char

terms of artistic output. Yéty t he ti me the mid 170006s arrive

anew agedor painting in Britain. At this time we see a flowering of talent with the

appearance d@rtistsas diverse as Blake, Fuseli, Gainsborough, Hogarth, Raeburn, Ramsay,
Reynolds, Stubbs and Wright and the foundation of the Royal Academy of Arts in 1768. It is
perhaps not surprising that art in the newly formed United Kingdom of England, Scotland and
Wales took off at this poinbecause art always flourishes under the influence of wealth and
during these years we see Britain emerge as a global superpower weisathleshment of
international trade and a powerful navy to help protect its intefigstsfirst President of the

Royal Academywas Sir JoshuReynolds (1723 1792)who worked primarily as a society
portrait paintemwith many of the people who shapedtBin at this timébecoming his sitters

Just as Holbein set out the artistic template which Hilliard followed, so van Dyck defined the
approach to painting taken by Reynolds and many of his contemporaries. The influence van
Dyck exerts is easily discalie in the portrait Reynolds painted\discount Keppeg|1779

Fig. 9which offersusa typical examplelust as with King Charles I, so Keppel is presented

as our superiog manof authority, an officeswvho has reached the end of a distinguished
careelin theRoyal Navy Viscount Keppehad fought bottheS e ven Yeaad s & War
theWar of American Independence before becoming First Lord of the Admirldtgan be

seen wearing a powdered wig, holding the hilt of a sword and displaying a stomach which has
grown fat from a life of indulgence and privilegene angle of view we observe displays

Keppel in an elevated position, and from this he looks down ofhesbackground behind

him, similar to that in th&questrian Portrait of Charlesis dark and paimtly. It represents

a vague outdoors scene anthamdled with more expressiveness than the figure,itself

because while thportraitsof van Dyck and Reynoldsere always paited directly from life

in the studio, their backgrounds wditked in usingskeches andheimagination afterwards.

As well as being a painter Reynolds also became an art theorist and between 1769 and 1790

he wrote a series of 6Di scourseso®6 which outl in

delivered in a series of lectures to sigdents. Inhis 16 Di scour sed® he wr ot
remarked that the impression which is left in our mind, even of things which are familiar to

us, is seldom more than their general effect; beyond which we do not look in recognising such
objects. To epgress this in painting, is to express what is congenial and natural to the mind of
man, and what gives him by reflection his

e Al

own

W



Fig. 9.viscount KeppelQil on canvas127 x 101.5 cm, 177%ir Joshu&Reynolds



for Reynolds, when it operates at its highest level, ignores detail and strives to portray images
as we see them in our mirdasye.

A New Sensibility

Towards the end of the eighteenth century rieas$ around the sublime experienced as
fedings of awein the sight of natureverebeginning to emerge, in part as a reaction to the
industrial revolution. These ideas began t@kgloredin Northern Europeaart by the
romantics and in Britain hyamongst othergohn Constable (17761837).Born in East
Bergholt, Suffolk, Constable is best known for the paintimgproduced of the landscape
close to his home which is known as the Dedham Vale.

Little appreciated in the country of his birtBonstableonly managed to sel0 paintingsn

Engllmd during his | ifetime, yet thonavigitiitoct ur e i sn
Londonin 1821, the French artist Théodore GéricsaWCo nst a b | eTdesHap ai nt i ng
Wain(1821)Fig. 10and was so impressed byhathe championedhe work inParis. On

hearingabout the painting thérench dealedohn Arrowsmith boughthe Hay Wainand

three other works by Constablehe Hay Waimwas subsequently exhibited at fParis

Salonof 1824 where it won a gold medal.

Const ab Ihadbeen osrmsiekl problematic in Britain because it rebelled agaimest
artistic culture of the peri dDiscoursé,alght as out | i
artists to use their imagination to compose their pictures rather than study directly from nature
itseff. Instead, Constable painted many{fsthle preliminary sketchekrectly from the
landscapgalong withnumerous observational studies of clouds suc®tady of Cirrus

Clouds(c. 1822)Fig. 11 He did thisin order to gain a moraccurateapproach tois

recordng of nature and atmospheric conditions, so that his finished paintings might move
away from a presentation of how we should view the wealthy and our place in society in
relationship to them, and instead to a truthful vision of the world anda®all share in that
experience equallyThis philosophy and his exposure in Paris inspired a generation of young
French painters who included Théodore RousskzanFrancois Millet, andCharles

Francgois Daubignyotestablish the Barbizon School. The sulollowed Gnstablé s

methodology abandoned formalism and drew directly from the environment to form the
subjects of their paintings, rather than use the landscape as a backdrop to staged gaents
Dyck, Reynolds and Gainsborough had done befdespite this, Constable refused

invitations toFrance where he could furth@romote his work, saying he would rather remain

a poor man in England than a rich one oversé&@scan see from this reception that

Constable became the first British artist to &xerinfluence outside of the United Kingdom

and he did so by establishing his own philosophical approach to what painting can mean to us.

In 1816, Constable arried his childhood sweethedftaria Elizabeth Bicknell whose



Fig. 10.The Hay WainQil on canvas,130.2 x 185.4 cm, 1820phn Constable

Fig. 11.Study of Cirrus CloudsQil on paper, d822,John Constable



Fig. 12.The Cornfield, Oil on canvag43 x 122 cm1826 Joh Constable



grandfather wasectorof East BergholtHis love of his native Suffolk and religious

background influences are illustrated beautifullyTine Cornfield 1826)Fig. 12which is on

display at the National Gallery in Londdnke many great paintings it can be interpreted in a
number of different wys.Constable himself referred to it &ke Drinking Boyand in the

bottom lefthand side of the picture we sesmaall brook. By the broo& boylieson his

stomach, he is wearing a red waistcoat, blue scarf and white shirt, his ifacgersed in the

water he drinks. Behind him stand a dog and skdeparebeing herded up a lane, ready to

pass through a gate to a cornfield which gives the painting its title. Beyond the gate walks a
man wearing a black hat, red scarf and white shirt, with two furtherwoeking a distant

field in the background, on the horizon to the rear of them stands a church. The boy, the gate,
the man in the field and the church are drawn along a straight axis which gives us a cause to
read this painting as a narrative of life whimoves from childhood, to adulthood and then
ultimately to death and the final resting place of the graveyard. The sheep remind us of the
Christian flock and the brook of the cleansing act of baptism, whilst the gate appears to act as
the threshold betweethe innocence of youth on the one hand and the experience of the adult
world on the othe with its axis helping establish a cruciform compositibhe gate itself

hangs off its hinges, indicating that we lose something as we gain experience. Asavith all

his mature works, the paint is applied in a heavy gestural manner atidsh@bservations

he applied directly from life to the depiction of nature help bind the subject of his

composition to a greater degree of visual reality. For Constable, thrgdreed reality is
aligned to a portrayal of a greater O6truthoé ab

In his work Constable represents a cnasxds in ourt®ry, because on the one hand he
demonstrates a Christian underpinniadnis paintingwvhilst also offeringwhat appears to be
a highly pesonalised view of the landscape, in which he presensotiver of nature as a
reflection ofthe energy andnpredictabilityof our own emotions.

The Pre-Raphaelite Brotherhood

In 1848, some eleven yearfter the death of John Constable, a new group of Enggistiers
comprised of William Holman Hunfiohn Everett MillaimndDante Gabriel Rossetti also
decided tcstand against fashiob®ing advanced by the Royal Academy of Arts. What they
rejected spafically werethe influence of Sir Joshua Reynoldmnd thepromotion of the

work of theltalian RenaissancartistRaphael. Later joined in thestanceby William

Michael RossettiJames Collinsorirederic George StepheasdThomas Woolnethey
formedthe severmember Pré&raphaelite Brotherhood, whose name refers directly to the
g r o ugpestidonof what it considered to kan overly prescriptivapproach adopted fiie
Manneristartists whoemerged shortly after Raphael and lagan High Renaissarc

The PreRaphaelites were furthemspired by the theories tife English art critidohn Ruskin
(18191 1900)t 0o figo to natureo, b edriougsubjentspould heat an art



Fig. 130phelia,Oil on canvas, 76 x 111 cm1851-2, Sir John Everett Millais



produced with maximum realismitially their themes wereeligious, but they also explored

modern sociabroblemsand found inspiration ititerature and poetryPerhaps best known

amongst the group Bir Jahn Everett Millaig(18291 1896 and his 1852 masterpiece

Ophelig Fig. 13typifies the beliefs and approach the group t@phelia is the daughter of

Pol oni us i n SHamlkt@&0p) amnmtheeséese Mildisadgpicts is froAct IV,

Scene VI] in which Ophelia, driven out of her mind when her father is murdered by her lover
Hamlet,goes and drowns herself in a stream. T$isot withessed on stage, but is instead

referred to in a conversation between Queen Gertrud®gnth e | i ads dHwitht her Laert
Gertrude describingow Ophelia fell into aiver while out picking flowers anslowly

drowned whilst lost in song.

Millais presents us with this unstaged tragedy, depi€@iphelia half submerged in a dark

stream. Her eyes look up towards thavens, her mouth half open, perhaps still singing.

Around her neck a string of blue flowers and in her right hand a small bouquet slips from her

grasp. She wears a grey dress which has trapped some air; this allows her to temporarily float

before it will pull her down for good. Behind Ophelia lies a fallen willow tree, its leaves brush

the surface of the water and in its branches sit a robin, which, like Ophelia, appears to be
engrossed in song. Ophelia has becadesspe a met aph
vessel to hold his grief. I n to Ophelia the fI
and then, like tears, the stream has washed away their sorrow.

True to his ambitiong\iillais paintedthe background t@pheliadirectly from life, usng the

Hogsmill River at Ewell in Surregs the setting for the subject. His model was 19 year

old Elizabeth Siddalvho he also painted from life, postdly clothed in a bathtub full of

water at hit.ondonstudia This dedication to detail is heighteneglthe use of vivid colours

which seeks to amplify the reality of the work to a level which is well beyond the

i magination. As with Constable, Millais adhere
truthoé which i s r eac heedfptopleamdiptates, and theettuta c hed obs
Millais painting attempts to show us is not really about the way water flows, branches hang

and bodies float, but instead thas Wave no control over how we feel, only an ability to

make decisions on how we behaveéha light of our state of mind:hese actions in turn have

an impact on the lives of others and it is the metaphorical interpretation of what this

emotional impact contains which lies at the heart of this masterpiece.

Tragedy inflicted upon the body dfa individual who isaffectedby events outside of their
control is a theme which comes to dominate 20th century painting in Biigtinvhere

Millais and the Prd&raphaelites used an intensified colour palette to adhere to reality, the
painters of the fébwing generation sought to achieve the same ends by opposite means,
abandoning the vivid use of colour and close attention to detail altogether. Their precursor
wasWalter Sicker{1860i 1942)who was born in Munich, Germamayd moved with his
family to London when he was 8 years dllhen he was 23 years old Sickert travelled to



Fig.14Jack t he Ri pOil enrcéngas, B8k A007 @l 907, Walter Sickert



Fig. 15.La HollandaiseQil on canvas 51 x 40 cm, ¢.1908\Valter Richard
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180Walter Richard Sickert

Fig. 16.La Coiffure, Pastel on paper, 71 x 55 cm,



Paris where henetEdgar Dega$18341 1917) whose use gfhotography, close cropped
compositionandemphasis on drawingxerted a significanibfluence him. Following this

Sickert chose to paiminly in the studio, working from drawisg photographs and memory as

an escape from what he descri bed adsveldpedhe tyr an
a personal version &frenchimpressionis which for him favoured earthgombre colours

and muted tones. 6888 Sickert joined thBew English Art Clukin London a groupwhich

was comprised of French influenceshlistartists. It was also the same year that the five

victims of the notorious mmud e r e r 6 J awekedidcdveredRihe fcaseEndSickert

took a keen interest in tiRipper murders, believinge had lodged in a room used by the

killer. This led himto produce a painting titledl a ¢ k t hseBedrobngcpl€Q7)6ig. 14

which depictswhat appears to be a shadowy figure standing at the end of a dingy corridor

looking through shuttered blinds. This darkest of subject matter was created as part of what

has become known as his O06Camden Towlw-08%eri esbd w
These paintings mostly feature portraits of middle aged women in their bedrooms, who were
predominantly O6fl eshy6 and-nudd Theyrmre portraysdeaat ed ei t
the opposite of youthful, glamorous and attractive, being reddeiubdued colours and set

in gloomy interiors. This approach aligns a lack of colour with a lack of joy, and a lack of joy

with a sense of stark reality. In his depiction of people in paintings suchtsllandais€(c.

1906)Fig. 15and pastel drawirgysuch asa Coiffure(19056) Fig. 16 we not only notice an

absence of beauty but alsee howSickerthas used the mediums of paint and pastel to
obliterate his sitterods faces, as though he wi
removing himsdlfrom any kind of detached observance of detail, Sickert begins to set out a

new agenda, which is an adherence to the reality of what he feels instead of what he sees.

Jug beforeoutbreak of the First World War, Sickert began to chamflieravarigarde
artistswho were emerging in London at the time, includingien PissarraJacob

Epstein, Augustus JohandWyndham Lewis whdaddeveloped a style dritish geometric
abstraction whicliczra Pounditled Vorticist. From 1908 1912 and again from 19151918,
Sickert taught atVestminster Schodf Art, whereDavid Bomberg1890i 1957)was one of
his students.

Post War Existentialism

Bombergwas born in the city dBirmingham,the seventithild of a PolishJewish immigrant
leatherworker. He enjoyednsiderable early saess in the United Kingdom as one of the
avantgarde paintexclosely allied to Wyndham Lewis and the British Vorticist movement. In
this context, Bomberg produced a series of paintings which reduced the human frgance to
mechanicaformswhich were designed to express a dynamic visianaden industrial life.
However allthis changed for him with the onset of the First World War. In 1915 Bomberg
signed up to serve with the Royal Engineers, and his subsequent experiences at the Fro
brought about a profound shift in how he wished to continuevtiik as an artist.
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Fig. 18.San Justo, Toledo, Spain, Oil on can&Ex:8 x 66 cm 1929, Dawd Bomberg



Fig. 19.Self Portrait, Oil on canvas, 77 x 56 cm, 1937, David Bomberg



After the Armistice of 1918 Bomber gdsdhe desire t
had done before the wantally evaporated. He nowished to negate the tnanas of conflict

and sought to separate man and machine in his work, returning instead to nature and the

pursuit of painting directly from life. In this new mission he spent long periods travelling to

Palestine and Spain where he undertook a series dy megresentational and intricately

observed patingswhich resulted in works such dsrusalem looking to Mount Scopus

(1925 Fig. 17andSan Justo, Toledo, Spdit929)Fig. 18 In Jerusalem looking to Mount

Scopusve can see how the paint has beeriagphickly, with a palette inclined towards

bright and optimistic colours. The strong directional sunlight which issues from the top right

of the landscape creates a photographic quality, yet this and his other paintings were produced

from direct obsenv#on, andappear toesult froma desire to see a pestr paradise free of

suffering a place of escape from the modernity he had previously embraced. These people

less landscapes were followed by a series of highly personal studies of his own face, again

drawn from direct observation, which resulted in paintings su&eHdortrait(1937) Fig.

19, in the National Galleries of Scotland. Fask joyful and naturalistic than his landscapes,

Self Portraitwas created the year before Sigmund Freud fledi#¢a move to London and

forms one of a series of paintings Bomberg produced of himself whilst living in Hampstead.

The dark use of colour, lack of clear detail amdk application of pait in these

compositions are remini sseresandapdetr@rbraddler t s6 o6 Cam
plasticityof paintas a met aphor f or Bo mbAethisgtiheBormbeng i nt er na
had developeteelings of isolation and depression following the outbreak of civil war in

Spain, the rise of anBemitism in NazGermany and a refusal ltlye Tate to purchase any of

his paintings for their collection. WhilSelf Portraitappears to take a polar opposite

approach to the working methods of Constable and Millais, he has sought to gaze at the

surface of real life in@er to reach a heightened perception. Yet in doing so he appears to

have stared past the surface and disregarded the close depiction of accurate detail as a way of
presenting a 6universal trutho, andyofi nstead un
how he feels instead of how he sees. In this way Bomberg paints a sense of his subconscious

self rather than the actuality of his outward appearance.

Al't hough most of Bombergds | ater paintings fai!
work ha exerted a significaimfluence over many postar British artistsMost especially

his impact can be found in London with a small group of artists who came to know his work

throughthe Borough Polytechniwhere he taught. Two of his most important studevere

FrankAuerbach(b. 1931)andLeonKossoff(b. 1926) who became key figures in what was

to become known as Thi3drepalSontluden Michadl Andrems d o n 6 .

(19281 1995) Lucian Freud1922i 2011) R. B. Kitaj(1932i 2007)andFrancis Bacon

(19091 1992) Asa group t he 6 Sch aehmaintyfexpdirata.iVbiletd pai nt er s
Michael Andrews was born in Norfolk the east of EnglandrrankAuerbachwasborn in

Berlin, the son of a Jewish patent lawyer; he escaped to BritairNeaipersecution in 1939

with almost 10,000 mainly Jewish children on Kiedertransport. R. B. Kitaj was



Fig. 20.Portrait of Leon Kossoff, Oil on canva®l x 45 cm, 1951, Frank Auerbach
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Fig. 21.Synchromy with F. B.Qil on canvad,52.5 x 91.5 cm1968/69, R B Kitaj




Fig. 22.Portrait of Frank Auerbacl@il on canvas26.5 x 40 cm1975, Lucian Freud



Fig. 23. @lf-portrait, Oil on board42 x 33 cm, 1981 eon Kossoff

Fig. 24.Self Portrait, Oil on board, 25 x 20.3cm, 1988, Michaetifews



born to Jewish parents in OhidSA and moved to England in 1958 to study art at the Ruskin
School, Oxford. Lucian Freud, the grandson of Sigmund Freud, wasnienlin and also
moved to England to escape the Nazis, becoming a British citiZE980, whilst Leon

Kossoff was born in London, the son of Russian Jewish immigrants.

For this group the role of the state dhdse who run itas a subjedor their arthas been

largelyset aside, something we witness in their preoccupation withinmaihe single human

figure. I ndeed they often producPertgaitpfai ntings o
Leon Kossoff1953)Fig. 20, K i Syrehroing witli-.B .- General of Hot Desir¢196869)

Fig. 21, F r e WPdrtdag of Frank Auerbaclf19756) Fig. 22 Ko s s epbrtraiileons e | f
Kossoff(1981)Fig. 23a n d A n Seffponvat §1988)Fig. 24 Asa predominantly Jewish

group living in the wake of total war and revelations of the Holoc#ustreductions to

figurative painting andéhdividuality seem to be a natural response to mass tralinesx.

direction is silent and designed to create a r
our thoughts on war, but instead to deliberate our emotional responses to its affEneseh.

postwar Londn painters appear to be reduced to concerns based specifically on their own
experiences regardless of our thoughts.

For Francis Bacorhough,the state was not so much set aside as directly confronted, as we
observe in his sernniagssuohfaS $dy eaini eg Yeb&8dgqpeaezbd
of Popelnnocent X(1953)Fig25. Whi | e Bacon us e dPopééihoaestuez s poc
(c. 1650)Fig. 26ashis starting point, we can observe many differences from the original

portrait which Vefzquezundertook. Vedz quez 6s | i keness of the Holy
of the Catholic Church clothed in the red robes of office, seated on a red cushioned chaiir,
which is in turn set against red drapes. The P

consideratiorof the matters of state, perhaps of the painter before him. Pope Innocent X was
bornGiovanni Battista Pamphilj, he trained as a lawyer and became head of the Catholic

Church in 1644. Yet iVeldz q u eartéais there is little hint of the person behind th

position. Here Pope Innocent is defined clearly by his religious role; a man bequeathed the

power to make decisions which affect the lives of others, Itid i ke Hol bei nds portr
Thomas More a century befoiepainting of the man as office.

For Bacon however, despite the subject being the same, everything else has changed. The

Popeds red robes have been rendered purple, th
bl ack paint and the Holy Father 6Whesei |l ent stare
Veldzquez has rendered a man of organisational responsibility defined by his religious duty,

Bacon has sought to visually tear away at the edifice of office and reveal instead the vision of

a tormented subconscious. This is a painting of man figsb#ice secondStudy after

Vel 8zquezbds Port rwaist poafi nRoepde ilnnnohcee nstan¥e year &






