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19 JOHN PIPER 1903-1992
Cotterstock Church, 1940

Watercolour, ink and bodycolour, signed and inscribed
This is to certify that the big watercolour of Cotterstock
Church is by me, John Piper. 29 9 68 on a card attached
to the backboard

29% x 39 inches (75 x 99 cm)

In his architectural painting, even his more abstract
compositions, Piper always captures the unique
elements of the building and gives it a sense of
place. He was a close friend of John Betjeman,
author of the famous guide to English parish
churches. The two men worked together on the
Shell Guides to British architecture, which explored
local characteristics of the country’s architecture and
history county by county. This keen interest in the
local and what makes an area special is evident in
the present picture, in which Piper has painstakingly
represented a view of St Andrew's Church in the
Nene Valley village of Cotterstock, near Oundle,
Northamptonshire, including fine architectural detail.
The watercolour shows the twelfth-century church'’s
ornate stained-glass windows, the two different
masonry textures used on the walls and bell tower,
and the historic churchyard.
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20 GRAHAM SUTHERLAND 1903-1980
Big Gun Manufacture, Woolwich, 1942-3

Gouache, watercolour, ink, pencil and chalk on paper
20 x 15 inches (51 x 38 cm)

LITERATURE: Roberto Tassi, Sutherland: The Wartime
Drawings, London 1980, p 134, no. 131

Sutherland was employed as an Official War Artist
from 1940-1945, painting some of the most shocking
and poignant images of bomb damage on the home
front. The present picture shows the inner workings of
the Royal Arsenal at Woolwich, a nineteenth-century
munitions factory that was developed into a Royal
Ordnance Factory during the Second World War. The
Royal Arsenal was bombed in September 1940, badly
damaging the fuse, filling, and light gun factories.
Explosives were subsequently removed from the

site, but guns, shells, and cartridges continued to be
produced in Woolwich until the end of the war. The
Arsenal suffered 25 raids in total, with 103 casualties
and 770 people injured. When Sutherland painted
this picture of the big gun factory machinery in a dark,
menacing background in 1942-3, there were 23,000
workers employed at the Royal Arsenal.
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21 ERIC KENNINGTON RA 1888-1960
Head of a Soldier, c.1942-3

Pastel on paper, signed with initials EHK, lower right
20 x 17 inches (50.8 x 43.2cm)

Kennington was a painter, illustrator, and sculptor,
and was employed as an Official War Artist during
both world wars. In his pastel portraits drawn during
the Second World War, Eric Kennington attempted to
evoke the heroism

of his sitters. Like many other British artists working

at the time, he realised that to discuss the issues of
modern war, he must employ a style and subject
matter that adequately conveyed, as he put it, the
soldiers’ ‘common sense of duty, [and] determination
to endure’ Air Chief Marshal Sir Charles Portal
summed up the feeling in 1942 saying:

'Eric Kennington gives his portraits something of
his own clear and noble vision of life and, if he draws
us as he would have us be, then let us try to be as he
sees us!
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22 GRAHAM SUTHERLAND 1903—1980
Study for ‘The Origins of the Land’, 1950

Watercolour, signed and dated Sutherland 1950 lower left
10 x 21% inches (25.5 x 54 cm)

This is one of several studies Sutherland created for the
mural The Origins of the Land, commissioned for the
Land of Britain pavilion at The Festival

of Britain held on London's South Bank in 1951. The
festival had been conceived by the government to
celebrate British culture and to mark the beginning

of a new era, following the hardships of the Second
World War. Sutherland submitted his initial design

in July 1950, but the board requested further
modifications and discussion. The final canvas,
measuring 14 x 10 feet (4.25 x 32.7 metres), was painted
in the basement of the Tate Gallery and in 1952 was
returned there and entered the collection of the Tate,
presented by the Arts Council of Great Britain.
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23 GILBERT SPENCER 1892-1979
Hebridean Memory, 1951

Oil on canvas
49" x 117 inches (125.7 x 297.2 cm)

PROVENANCE: the Artist’s Estate 1981; Private collection
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EXHIBITED: London, Festival of Britain, Royal Society
of British Artists Galleries, 60 Paintings for 51,1951 (20,
reproduced); London, Royal Academy of Arts, 1955 (355)

LITERATURE: Gilbert Spencer, Memoirs of a Painter,
London 1974 p.153; Alan Powers (ed.), British Murals
and Decorative Painting 1920-1960, Bristol 2013 p.271
reproduced

Gilbert Spencer painted Hebridean Memory, a
landscape set on the small Island of Canna in the
Scottish Inner Hebrides, for the Arts Council of
Great Britian's Festival of Britain in 1951. Spencer had
holidayed on Canna in 1947, staying with his friend
John Lorne Campbell, the laird of the island, and
his wife Margaret in the prominent harbour property

Canna House.
The painting depicts several of Canna's landmarks,
the island's industries (including farming and

lobster and mackerel fishing), and tourists. In the
background, MacBrayne's steamer is shown arriving
from the Isle of Rum. The composition also includes
a man with a gun (although Campbell did not allow
shooting on the island), and younger versions of
Spencer and his brother Stanley. Spencer struggled
with the scale of this canvas, which took him three
years to complete.
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24 KENNETH ROWNTREE 1915-1997
Grove House, Levisham, Evening, c.1954

Oil on board, signed with initials kr, lower left, and
signed, titled and dated Grove House, Levisham,
Evening, 1954 / Kenneth Rowntree, on reverse

25% x 30 inches (64 x 76 cm)

EXHIBITED: Newtown, Powys, Oriel 31 Gallery, Touring
Exhibition, 1992 (7)

Rowntree was a multi-faceted artist who
experimented with many different genres and
styles of painting. Over the course of his career, he
explored neo-Romanticism, geometric abstraction,
landscape painting, and poster design. Influences
on his work were equally diverse and included Eric
Ravilious, Ben Nicholson, and Victor Pasmore. The
present painting uses the contre-jour evening light
seen in earlier landscapes by both Bawden and
Ravilious to create a striking, high contrast painting.
Rowntree was born into a prominent Quaker family
from Yorkshire who owned Grove House in Levisham
on the North York Moors.
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25 BEN NICHOLSON 1894-1982
Still Life, 1955

Pencil drawing, signed Ben Nicholson and inscribed
Still Life Torre del Grillo Rome Oct 55, verso, on Reeves
Bristol Board; also signed and inscribed on backboard
14" x 18% inches (37 x 47.5 cm)

PROVENANCE: Alan E. Oliver

EXHIBITED: Sao Paolo, Fourth International Biennial
Exhibition, 1957 (31)

Ben Nicholson, the son of artists William Nicholson
and Mabel Pryde, did not paint in earnest until 1920.
He visited an exhibition of Cubist paintings in Paris

in 1921, which would inform his own style for the rest
of his life, and in the 1930s he turned to abstraction
thanks to the influence of Barbara Hepworth. In

the late 1950s, Nicholson often returned to Cubist-
inspired still lifes of overlapping objects arranged

on tables, as in the present picture. As the artist's
inscription on the verso notes, this large drawing was
made in Rome in October 1955, when Nicholson
was staying with his niece Jenny Nicholson at Torre
del Grillo, between the Forum of Trajan and the
Quirinale. Nicholson visited ltaly on several occasions
during the 1950s, drawing many still lifes, architectural
studies, and landscapes.
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26 EDWARD BAWDEN 1903-1989
The House at Ironbridge, 1956

Watercolour, gouache and pen and ink, signed and
dated Edward Bawden 1956, lower right
18 x 22 inches (46 x 56 cm)

PROVENANCE: Essex County Council

lronbridge, located in the Severn Valley, Shropshire,
provided an unusual location full of interesting
perspectives for Bawden to paint. In 1958 Bawden
recalled: 'l went to lronbridge on the advice of a
schoolmaster who had lived there for several years,
supported by the recommendation of my wife.

I was at lronbridge for about six weeks in September
& October of 1956 & was joined by John Aldridge,
John Nash & Carel Weight. Each of us in turn painted
the famous bridge & in every case the painting of the
bridge was the first subject chosen’ (Tate Archive). The
interlocking sections of architecture, wall and garden
shown here create a satisfying abstract pattern which
Bawden has emphasised and exaggerated to create a
dynamic, tilting composition.
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27 WILLIAM GILLIES 1898-1973
Still Life, Lamplights

Oil on canvas, signed W. Gillies lower right, titled on
label verso
18 x 24 inches (45.7 x 61 cm)

Gillies studied at the Edinburgh College of Art,
where he would later teach for forty years, before
being awarded a bursary to study still life with the
Cubist painter André Lhote in Paris. The influence

of this mixture of traditional training and working
with an avant-garde artist are reflected in the
present still life. The surface of this canvas is painted
with a rich impasto, giving it a strong textural

quality. The tabletop is set at an impossible angle,
seemingly shown from above and from the side
simultaneously, and depicted in an ambiguous
space. Some of the still life objects verge on the
abstract. The play between square and curved forms
and the architectural solidity of the painted objects
is reminiscent of the work of George Brague, who
exhibited at the Royal Scottish Academy's Edinburgh
Festival exhibition of 1956.
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28 JOHN ARMSTRONG 1893-1973
Leeks and Oranges, 1958

Oil on board, signed and dated John Armstrong 58,
upper right
17 x 12 inches (43.4 x 30.5 cm)

Armstrong began his career as a theatre set designer,
and it was his contacts within the theatre world who
introduced him to early patrons of his painting

He joined the Unit One group in 1933 and began
experimenting with abstraction; other influences on
his work include Surrealism and Neo-Romanticism.
This painting is part of Armstrong’s Round and Flat
still life series, begun in 1957. Leeks and Oranges
marks a change of direction towards abstraction
within the series, while retaining the texture of the
carefully selected natural objects within the still life.
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29 PETER LANYON 1918-1964
Pink I, 1959

Oil on wood laid down on board, signed Lanyon on the
backboard

172 x 7 inches (44.5 x 18 cm)

PROVENANCE: By descent to Sheila Lanyon, the artist’s
wife

EXHIBITED: London, Gimpel Fils, Peter Lanyon, 1918-

1964, Reliefs, Constructions and Related Paintings, May
-June 1975 (12)

The Cornish landscape painter Peter Lanyon moved
more and more towards abstraction over the
course of his career. His work forged a path from
Constructivism through to Pop art. The present work
draws heavily from the aesthetic of the American
Abstract Expressionist movement, and the work of
Jackson Pollock in particular, of which Lanyon was
the leading exponent in Britain. Lanyon was also
highly technically innovative, here experimenting with
oil paint on wood placed on board, straddling the
line between painting and relief. This work draws on
Lanyon's experimentations with constructionism at
the end of the 1930s. Pink | hung in his studio from
1959 until his death in 1964
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30 JOHN PIPER 1903-1992
Designs for the North Thames Gas Board
Decorative Scheme, c.1962

Each mixed media on gesso board
6% x 5 inches (16.5 x 12.7 cm)

PROVENANCE: Gillespie and Manzaroli

In the late 19505, The North Thames Gas Board
commissioned Piper to design a series of twenty-
nine decorative panels for the exterior of their new
building in South West London. Each panel was to
be twelve feet high and nine feet wide and made

of weather-resistant fibre glass. Piper created several
different variations of each panel study, likely using

a collage technique to easily and quickly rearrange
the compositional elements before painting the
versions presented to the board. The chosen designs
were moulded in wax, and layers of coloured resin
were poured in to create a relief effect. This was
finally covered in fibre glass and carved out by hand.
The spiral shapes Piper used in his designs for the
Gas Board panels reappeared in some of his later
paintings.
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