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HENRI GAUDIER-BRZESKA (1891-1915)

Signed by Brodzky and numbered ‘imp. 31/50’ in black 
ink. Printed on thick wove paper. It is unlikely the projected 
edition of 50 was completed. Printed posthumously.

Collections: V & A; British Museum; Metropolitan 
Museum of Art; The Art Institute of Chicago; Princeton 
University Art Museum; Museum of Fine Arts Boston; 
Harvard Art Museums

Literature: Carey & Griffiths, ‘Avant-Garde British 
Printmaking 1914-1960’, British Museum Publications 
Ltd, 1990, cat. no. 18, p. 45

This is the only linocut produced by the sculptor Henri 
Gaudier-Brzeska. In his 1933 biography, Brodzky wrote, 
‘Brzeska saw me at work, cutting designs at my home, and 
he decided to do some also. Being near Christmas time he 
cut a version of his ‘Wrestlers’ to be used as a card’.

Gaudier based his design on a 1914 plaster relief of the 
same subject now in the permanent collection of the 
Museum of Fine Arts Boston. Gaudier-Brzeska’s interest 
in the subject of wrestlers was inspired by his visits to the 
London Wrestling Club, off Fleet Street, in 1912-1913. 
He made numerous drawings from life there, and wrote, 
in a letter to Sophie Gaudier Brzeska dated December 
1912:

‘Last night I went to see the wrestlers – God! I have seldom 
seen anything so lovely – two athletic types, large shoulders, 
taut, big necks like bulls, small in the build with firm thighs 
and slender ankles, feet sensitive as hands, and not tall. They 
fought with amazing vivacity and spirit, turning in the air, 
falling back on their heads, and in a flash were up again on 
the other side, utterly incompressible. They have reached such 
a state of perfection that one can take the other by a foot and, 
without exaggeration, can whirl him five times round and 
round himself, and then let go so that the other flies off like 
a ball and falls on his head – but he is up in a moment and 
back again more ferocious than ever to the fight. (I) thought 
he would be smashed to bits. I stayed and drew for two hours 
and am going to begin the statuettes on Sunday’.

HENRI GAUDIER-BRZESKA (1891-1915)

1. Wrestlers, c.1914
Linocut
Image: 22.5 x 27.8 cm / Paper: 27.9 x 38.3 cm
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HENRI GAUDIER-BRZESKA (1891-1915)

Signed and inscribed ‘vieillard agenouillé à la gauche du 
Prométhée’ (old man kneeling to the left of Prometheus) 
by the artist in charcoal. On watermarked ‘Ingres/Viladon’ 
laid paper.

Provenance: H. S. (Jim) Ede

Literature: Silber & Finn, ‘Gaudier-Brzeska’, Thames 
and Hudson, 1996, pp. 74-75; ‘Henri Gaudier Brzeska 
Dessins’, Fage Editions, 2010, pp. 96-98

While in Paris in 1910, Gaudier-Brzeska produced a series 
of drawings for an ambitious sculptural project based on 
the ancient Greek tragedy of Prometheus. The theme of 
Prometheus had proven popular among sculptors since 
the 17th Century. Gaudier-Brzeska sketched several 
designs for his imagined sculpture, both for a Prometheus 
surrounded by Oceanides and a Prometheus surrounded 
by a group of figures representing humanity, of which this 
is one. 

In addition to this drawing, he created ‘Étude de Nu 
Masculin Assis, de Profil Gauche, pour Prométhée’, 
‘Homme (20), à la Gauche’, ‘Étude de Nu Feminin Assis, 
de Profil Droit, pour Prométhée’, ‘Étude de Nu Féminin 
Debout, de Profil Droit, pour Prométhée’ and ‘Étude de 
Prométhée Enchaîné’. All the drawings are in charcoal and 
red chalk on the same ‘Ingres/Viladon’ paper.  

The group of drawings share a focus on the musculature of 
the body which is conveyed in an almost Baroque manner.

HENRI GAUDIER-BRZESKA (1891-1915)

2. Old Man Kneeling to the Left of Prometheus, 1910
Charcoal
Paper: 47.5 x 31.5 cm
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HENRI GAUDIER-BRZESKA (1891-1915)

4. Standing Male Nude, c.1913
Blue ink

Paper: 38.5 x 25.5 cm
Provenance: H. S. (Jim) Ede

HENRI GAUDIER-BRZESKA (1891-1915)

3. Flowered Hat, c.1912
Graphite & watercolour
Paper: 26 x 20.2 cm
Provenance: H. S. (Jim) Ede
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DAVID BOMBERG (1890-1957)DAVID BOMBERG (1890-1957)

5. Russian Ballet, 1914-1919
Artist’s book with six lithographs & text
Book Size: 21.8 x 14 cm

Printed by Bomberg and published by Henderson’s 
Bookshop, 66 Charing Cross Road (also known as 
The Bomb Shop).  The proposed edition was 100. The 
lithographs were executed on zinc plates. 

Collections: Tate; V & A; MOMA, NY; Yale Center 
for British Art; Fine Art Museums of San Francisco; Art 
Institute of Chicago

Literature: Carey & Griffiths, ‘Avant-Garde British 
Printmaking 1914-1960’, British Museum Publications 
Ltd, 1990, cat. no. 17, pp. 42-44

Reference: Tate 63

‘Russian Ballet’ is the only surviving example of a Vorticist 
artist’s book. The lithographs were based on original 
drawings from 1914, made at a time when Bomberg was 
strongly influenced by Diaghilev’s designs for the Ballet 
Russes.

Bomberg’s poem celebrated the experience of watching the 
Ballet Russes perform:

Methodic discord startles....
Insistent snatchings drag fancy from space,
Fluttering white hands beat - compel. Reason concedes.
Impressions crowding collide with movement round us -
- the curtain falls - the created illusion escapes.
The mind clamped fast captures only a fragment, for new 
illusion.
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CHRISTOPHER NEVINSON (1889-1946)

7. Ypres After the First Bombardment, 1916
Etching & drypoint
Image: 15.1 x 22.6 cm / Paper: 29 x 37.3 cm

Signed and titled in pencil. From a small unspecified 
edition. Printed on laid ‘F. J. Head & Co.’ paper. 

Provenance: Nicholas Brown, who purchased the print 
while working at the Leicester Galleries. The Leicester 
Galleries were founded in 1901 by Nicholas Brown’s 
grandfather, Ernest Brown.

Collections: Harvard Art Museums; Imperial War 
Museum

Reference: Black 1

The image relates to a 1916 oil on canvas of the same title 
belonging to Museums Sheffield.

Nevinson depicts a desolate scene of the smoking, 
burning carcass of the Belgian city of Ypres, after it was 
first bombed in 1914. Nevinson would have witnessed the 
scarred remains of the city while enlisted with the Friends’ 
Ambulance Unit, as a driver on the Western Front. The 
skeleton of the once magnificent city, with its empty 
windows, blown off roofs and exposed inner walls, is 
depicted from a disturbing aerial perspective, as if we were 
following the path of the falling shells.

CHRISTOPHER NEVINSON (1889-1946)

6. Returning to the Trenches, 1916
Etching & drypoint
Image: 15 x 19.8 cm / Paper: 21.5 x 28.1 cm

A rich impression with burr. Signed and dated in pencil 
within the platemark beneath the image. Printed on laid 
‘F. J. Head & Co.’ paper. From the only published edition 
of 75, issued in 1917.

Collections: V & A; Imperial War Museum; Metropolitan 
Museum of Art; Yale Center for British Art

Reference: Black 9

Nevinson served in the Royal Army Medical Corps during 
the First World War. His experiences in the field led him 
to believe that Futurist art was the only way to express the 
brutality of the emotions seen and felt on the battlefields 
of Europe. 

In ‘Returning to the Trenches’ Nevinson depicts the 
column of marching men as oppressed figures, caught up 
in a wearying and relentless mechanism over which they 
have no control. Futurist ‘lines of force’ and a sense of mass 
motion are employed to convey his feeling of disillusion 
with the futility and waste of combat.
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CHRISTOPHER NEVINSON (1889-1946)

Building Aircraft

Nevinson designed a set of six lithographs for the series 
‘The Great War: Britain’s Efforts and Ideals’. This was 
his first commission upon being appointed an official 
war artist in 1917. Nevinson’s prints show the process of 
building an aeroplane, from making parts, to assembly, 
and finally to flight. The six lithographs are entitled 
‘Making the Engine’, ‘Acetylene Welder’, ‘Assembling 
Parts’, ‘Banking at 4000 Feet’, ‘In the Air’ and ‘Swooping 
Down on a Taube’. They were published in an edition of 
200 signed and 100 unsigned impressions.

Nevinson once claimed that he was the first person to 
paint in the air.  In his 1937 book, ‘Paint and Prejudice’, 
he wrote, ‘in all modesty I still think my aeroplane pictures 
are the finest work I have done.  The whole newness of 
vision, and the excitement of it, infected my work and 
gave it an enthusiasm which can be felt’.

Aerial warfare played a new and important role during 
the First World War. Both ‘In the Air’ and ‘Banking at 
4000 Feet’ convey a strong sense of freedom with their 
dramatic viewpoints looking down over a patchwork of 
fields.  Particularly in ‘Banking at 4000 Feet’, the hand 
gripping the side of the aircraft communicates the fear 
and exhilaration of being a passenger in a fighter plane. 
‘Swooping Down on a Taube’ depicts the breathtaking 
dive of a British plane towards a German Taube aircraft; 
the scene is set against a dramatically-lit sky. The German 
word ‘taube’ means dove, the plane earned its name from 
its distinctive curved, bird-like profile.

Nevinson’s lithographs were particularly admired at the 
Fine Art Society exhibition. One critic wrote,  he ‘contrives 
to make the visitor almost giddy’, while another declared 
that he possessed ‘the power of expressing sensations rather 
than visual facts’.

Collections: National Museum Wales; Tate; National 
Galleries Scotland; Ashmolean; Imperial War Museum

References: Black 19-21

CHRISTOPHER NEVINSON (1889-1946)

8. In the Air, 1917
Lithograph
Image: 40.5 x 30 cm / Paper: 50.7 x 39 cm Signed and dated in pencil. Numbered 92.

The Great War: Britain’s Efforts and Ideals

The most ambitious print project of the First World 
War, ‘The Great War: Britain’s Efforts and Ideals’ (1917) 
comprised sixty-six lithographs by eighteen different 
artists. 

The series was commissioned by the British Government 
in 1917 as artistic propaganda to raise morale among the 
war-weary public and gain support for the war effort at 
home and abroad. 

The lithographs were divided into two parts: The twelve 
‘Ideals’ prints were symbolic statements about the purpose 
and aims of war while the fifty-four ‘Efforts’ prints 
illustrated wartime pursuits. demonstrating how vital the 
contribution of the British people was to the war effort.

The nine ‘Efforts’ subjects and artists comprise:

Building Aircraft - C. R. W. Nevinson
Building Ships - Muirhead Bone
Making Guns - George Clausen
Making Sailors - Frank Brangwyn
Making Soldiers - Eric Kennington
Tending the Wounded - Claude Shepperson
Transport by Sea - Charles Pears
Women’s Work - A. S. Hartrick
Work on the Land - William Rothenstein

The lithographs were printed at The Avenue Press, London, 
under the direction of the artist and contributor F. Ernest 
Jackson who had taught Nevinson lithography in 1912.

The series was first exhibited in July 1917 at the Fine Art 
Society in London, before touring to various regional art 
galleries around Britain and abroad in France and America. 

A critic from the Illustrated London News enthused ‘The 
very soul of the war is to be read in the set of sixty-six 
brilliant lithographs’.



20 21

CHRISTOPHER NEVINSON (1889-1946)

10. Swooping Down on a Taube, 1917
Lithograph
Image: 40 x 29.6 cm / Paper: 47.7 x 38.9 cm

 Signed and dated in pencil. 
On watermarked ‘Holbein’ wove paper.

CHRISTOPHER NEVINSON (1889-1946)

9. Banking at 4000 Feet, 1917
Lithograph
Image: 40.5 x 31.7 cm / Paper: 50.9 x 39.7 cm

Signed and dated in pencil. Numbered 40.
On watermarked ‘Holbein’ wove paper.

(unsigned impression also available)
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CHRISTOPHER NEVINSON (1889-1946)

Signed and dated by the artist in pencil.

Provenance: Captain E. Lander

Collections: Metropolitan Museum of Art; Imperial War 
Museum; V & A; Museums Sheffield

Reference: Black 30

This lithograph is based on Nevinson’s oil on canvas of 
the same title, 1917, now in the collection of the Imperial 
War Museum.

The image depicts the endless undulating road from Arras 
to Bapaume, two key strategic military positions in the 
development of the First World War. Figures and vehicles 
progress quietly along the wet road under a brooding 
grey sky. The strong perspective enhances the bleakness 
and desolation of the scene with its flat featureless fields, 
punctuated only by skeletal trees and an encampment of 
tents.

The composition was forged by war itself. In his 1937 
autobiography ‘Paint and Prejudice’, Nevinson wrote that 
he returned from a period of convalescence in Cornwall 
to ‘find that a bomb had fallen on the printing works 
where my lithographs were kept and that my stones were 
damaged. The reason for the extra ridge in my lithograph 
of the ‘Arras-Bapaume Road’ is because I had to put it in 
to cover the injury done to my original stone’.

Nevinson first studied lithography in 1912 under 
the tutelage of Ernest Jackson at the LCC Schools in 
Southampton Row, London. He drew all his lithographs 
on stone rather than zinc or transfer paper.

CHRISTOPHER NEVINSON (1889-1946)

11. The Road From Arras to Bapaume, 1918
Lithograph
Image: 48.4 x 38.6 cm / Paper: 58 x 44 cm 
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CHRISTOPHER NEVINSON (1889-1946)

Signed and dated lower left.

Exhibited: Nevinson’s second one-man show, ‘An 
Exhibition of Pictures of War by C. R. W. Nevinson’, 
Ernest Brown and Phillips, Leicester Galleries, London, 
March 1918, cat. no. 11. Purchased by J. Baird, 37 Queens 
Court, London SW.

Literature: ‘The Great War Fourth Year Paintings by C. 
R. W. Nevinson’, with an essay by J. E. Crawford Fitch, 
Grant Richards Ltd, London, 1918, illustrated plate 5

CHRISTOPHER NEVINSON (1889-1946)

12. Destroyed Canal, Ytres, 1918
Oil on canvas
Canvas: 61 x 46 cm

After serving in the Royal Army Medical Corps, in 
1917 Nevinson became a Ministry of Information War 
Artist and spent time near the north-eastern battlefields 
of France. In July 1917, Nevinson was sketching the 
quagmire conditions and sites of carnage here, and before 
returning to London, in early August 1917, witnessed the 
start of the disastrous Passchendaele campaign. Sketches 
were worked up into finished paintings back in London.

In his 1937 war memoir, ‘Paint and Prejudice’, Nevinson 
wrote, ‘However, I was working at last, and from here I 
did such paintings as the ‘Road from Arras to Bapaume,’ 
the ‘Survivors at Arras,’ the ‘Very Lights at Monchy,’ the 
‘Roads of France,’ the ‘Destroyed Canal at Ytres,’ the 
‘Hindenburg Line’, and ‘Brigade Headquarters’, pictures 
which were destined to be distrubuted throughout the 
world.’

Despite its rustic tranquillity and plein-air clarity 
‘Destroyed Canal’ confronts the recent traumas of the 
Great War. Devoid of people, and describing the residual 
topographical ravages of war, ‘Destroyed Canal’ has 
both a haunting emptiness and the salutary promise of 
natural regeneration. Despite sharing the central receding 
perspective of Nevinson’s ‘The Road from Arras to 
Bapaume’ (1918), unlike that painting this work breathes 
with an almost Post-Impressionist palette.

‘Destroyed Canal’ was exhibited soon after its completion 
at the artist’s sell-out Leicester Galleries show in March 
1918. The show’s critical and commercial success was 
offset by a belligerent Nevinson’s ongoing feuds with both 
the military and the art establishment. 

The Times critic called ‘Destroyed Canal’ ‘the best 
picture in the exhibition, the most like Van Gogh. While 
sharing here the Dutch master’s naturalistic colour and 
Low Countries rusticity, ‘Destroyed Canal’ equally 
anticipates L. S. Lowry’s lonely landscape vision with rigid 
compositional dividers and reduced surface organisation. 
The canal site is about 8 miles south east of Bapaume’.

This is a rare opportunity to buy one of the few remaining 

war paintings in private hands from Nevinson’s wartime 

Leicester Gallery shows.
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PAUL NASH (1889-1946)

Signed, titled, dated ‘December 1917’ and numbered 
‘21/25’ by the artist in pencil. Printed on watermarked 
‘Antique Deluxe’ laid paper.

Collections: British Council; British Museum; Imperial 
War Museum; V & A; National Gallery of Australia, 
Canberra; Australian War Memorial

Reference: Postan L1

This lithograph is the first of Nash’s seven war lithographs 
and is based on his 1917 watercolour, ‘Caterpillar Crater’ 
(Causey 165). 

Paul Nash joined the Artists Rifles in September 1914, 
he initially stayed in London, but finally began officer 
training in August 1916, and was sent to the Western 
Front in February 1917. He fought here until 25 May 
1917 when he fell and broke a rib and had to be invalided 
back to London. After his recovery, in November 1917 
he returned to the Ypres Salient as an official war artist 
recording the war in Flanders. 

The print depicts the crater of Hill 60, the result of one of 
the largest explosions in history which took place in June 
1917. Nineteen mines filled with 990,000 lbs of explosives 
were detonated under Hill 60 at 3.10 a.m., the explosion 
was reportedly heard in London and even Dublin. The 
event was described by an eyewitness, ‘nineteen gigantic 
red roses sprang suddenly from the ground and, as their 
crimson petals fell apart, flames of all colours of the 
rainbow, ending in brilliant white. towered upwards’. After 
the blast, 2000 artillery guns opened fire and 100,000 
Allied troops stormed the German lines. The operation 
was a success: the Germans were pushed back and the 
Allies captured the high ground overlooking Ypres. After 
Nash’s accident and return to London the majority of his 
former unit were killed in an assault on Hill 60, so the site 
held a personal significance for him.

Nash’s war lithographs were first shown at the Leicester 
Galleries in London in 1918. Arnold Bennett wrote in the 
exhibition catalogue, ‘Lieutenant Nash has seen the Front 
simply and largely. The convention he uses is ruthlessly 
selective; the wave-like formation of shell-holes, the curves 
of shell-bursts, the straight lines and sharply defined 
angles of wooden causeways, decapitated trees, the fangs 
of obdurate masonry, the weight of heavy skies …’

PAUL NASH (1889-1946)

13. The Mine Crater, Hill 60, Ypres Salient, 1917
Lithograph
Image: 35.7 x 45.5 cm / Paper: 46.4 x 52.1 cm
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CLAUDE SHEPPERSON (1867-1921)

16. On Board a Hospital Transport, 1917
Lithograph
Image: 35.5 x 46.5 cm / Paper: 40 x 50.7 cm

Blind-stamped with the insignia of the Stationery Office. 

The third lithograph depicts a scene on board the deck 
of a hospital ship, medical orderlies and stretcher bearers 
attend to the wounded. The hospital ships of World War I 
were mostly converted passenger liners.

17. In Hospital, England, 1917
Lithograph
Image: 35 x 46 cm / Paper: 39.5 x 50.8 cm

Blind-stamped with the insignia of the Stationery Office. 

The fifth lithograph shows a makeshift hospital in 
England.  Two orderlies carry a soldier into a crowded 
ward of wounded men, lying back to back on iron beds, 
being tended to by hospital staff. A statue of a nurse, 
perhaps Florence Nightingale, surveys the bustling scene.

18. Convalescence in England, 1917
Lithograph
Image: 35.4 x 45.5 cm / Paper: 39 x 50.7 cm

Blind-stamped with the insignia of the Stationery Office. 

The final lithograph of the series presents a tranquil scene of 
wounded soldiers recuperating in the shady grounds of an 
old country house. During the First World War numerous 
country estates across Britain were requisitioned for use as 
military hospitals.

CLAUDE SHEPPERSON (1867-1921)

Collections: Tate Gallery; V & A; British Museum; 
Imperial War Museum; National Galleries Scotland; 
National Gallery of Victoria

Literature: ‘The Great War: Britain’s Efforts and Ideals’, 
National Museum Wales, 2014, pp. 31-34

14. Advanced Dressing Station in France, 1917
Lithograph
Image: 34.7 x 46.5 / Paper: 38 x 50.8 cm

Blind-stamped with the insignia of the Stationery Office. 

This is the first print of the series and depicts stretcher 
bearers carrying a wounded soldier at an advanced 
dressing station. Sandbags provide cover from shellfire and 
surround the entrance to a dug out.

15. Casualty Clearing Station in France, 1917
Lithograph
Image: 35.3 x 46 cm / Paper: 39.4 x 50.7 cm

Blind-stamped with the insignia of the Stationery Office. 

The second lithograph shows a doctor and nurse tending 
to a wounded soldier in a tent at a casualty clearing station. 
The stations were usually situated in close proximity to the 
front line and acted as small mobile hospitals.

Claude Shepperson was asked by the government to 
contribute six lithographs, on the theme of ‘Tending the 
Wounded’, to their print series ‘The Great War: Britain’s 
Efforts and Ideals’. These prints follow the journey of a 
wounded soldier, from the front line in France, through 
treatment and finally convalescence back home in 
England. Over 1.6 million soldiers were wounded during 
the First World War and these lithographs address the vital 
role played in war by the doctors and nurses of the medical 
services.
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EDWARD WADSWORTH (1889-1949)

19. S.S. Jerseymoor, 1918
Woodcut
Image: 11.5 x 20.9 cm / Paper: 23.1 x 28.4 cm

Signed and inscribed ‘Liverpool 1918’ in ink by the artist. 
Printed in black ink on wove paper. There is no recorded 
edition, one of a small unspecified number of proofs.

Collections: The Hunterian Art Gallery; Walker Art 
Gallery

Reference: Greenwood W/D 33

In 1919 Wadsworth exhibited four of his dazzle-ship 
woodcuts, including ‘S.S. Jerseymoor’, in a camouflage 
exhibition held at the Royal Academy of Arts.  A critic 
from the Evening Standard wrote, ‘The “dazzle” section 
illustrates amusingly an inversion of some of the principles 
of Post-Impressionism - how to destroy form instead of 
emphasising it - and the woodcuts of ships by Mr Edward 
Wadsworth, are by far the best things artistically in the 
exhibition.’  In ‘S.S. Jerseymoor’ Wadsworth created a 
pictorial equivalent of the ‘dazzle’ conflating the diverging 
diagonals of the barrels in the foreground with the striped 
ship, rigging, warehouses and cranes in the middle-
distance.

EDWARD WADSWORTH (1889-1949)

Dazzle Ships in the First World War

In April 1917, the German U-boats were achieving 
unparalleled success in torpedoing British ships. During 
that period, Norman Wilkinson (then serving as part the 
Royal Naval Volunteer Reserves), was given command of 
a motor launch to patrol the submarine infested waters 
of the English Channel. Whilst on patrol, Wilkinson had 
the important realisation that the naval transport ships, 
then painted black, made perfect targets when seen against 
the skyline from a submarine periscope. Upon his return 
to land he immediately wrote to the Admiralty with his 
findings. 

As a ship cannot hide on the open sea, Wilkinson 
suggested that one might be able to confuse the U-boats 
by painting the vessels in such a way that distorted their 
profile, making range-finding, speed and bearing much 
more difficult to determine. The Admiralty accepted 
Wilkinson’s scheme and from August 1917 until the 
end of war more than four hundred naval ships and over 
four thousand  merchant ships were painted with dazzle 
patterns. 

The designs were prepared in London, by women from 
the Royal Academy, and then sent to ports, where naval 
officers oversaw the painting. Amongst those officers was 
Edward Wadsworth, working first in Bristol and then in 
Liverpool. Although Wadsworth did not design the dazzle 
schemes himself, the colourful, visually dynamic patterns 
of the paint on the dazzle ships were undoubtedly of 
interest to his Vorticist sensibilities. 

Wadsworth produced a total of nine woodcuts of dazzle-
painted ships in 1918. Although they are essentially 
naturalistic visions of the camouflaged vessels, he 
emboldened his designs by reducing the imagery to a 
stimulating contrast of black and white as opposed to their 
bold colourful renderings in reality.

Original photographs of a dazzle ship taken by Edward 
Wadsworth in April, 1918. Images courtesy of The Archive 
of Modern Conflict
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GERALD SPENCER PRYSE (1882–1956)

21. Troops Resting, c.1916-19
Lithograph
Image: 45.3 x 62.5 cm / Paper: 55.2 x 77.2 cm

Signed by the artist in pencil. Numbered 29. Printed 
on wove paper.

22. British Indian Troops in the Grounds 
of a French Chateau, c.1917-19
Two colour lithograph
Image: 46.2 x 66 cm / Paper: 55.8 x 76.3 cm

Signed by the artist in pencil. Printed on wove paper.

Collections: Imperial War Museum; Fine Art 
Museums of San Francisco; Museum of Fine Arts 
Boston

23. Le Mans Place de la Cathédrale,  c.1916-
19
Lithograph
Image: 45 x 65.5 cm / Paper: 53.5 x 75.2 cm

Signed by the artist in pencil. Printed on wove paper.

Collections: Fine Art Museums of San Francisco; 
Museum of Fine Arts Boston

EDWARD WADSWORTH (1889-1949)

20. Englische Graphik, 1923
Lithograph
Paper: 128 x 91 cm

Collection: V & A

Reference: Greenwood W/D 32

This lithograph was printed at Wolfsberg, Zurich, to 
advertise the exhibition ‘Englische Graphik’ at the 
Kunstsalon Wolfsberg, held from June to August 1923. 

The poster uses Wadsworth’s woodcut ‘Drydocked for 
Scaling and Painting’ of 1918 as its central image with the 
addition of a striking blue ink. 
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PERCY DELF SMITH (1882-1948)

The seven plates comprise: 
Death Intoxicated (1)

Death Awed (2)
Death Marches (3)
Death Forbids (4)
Death Ponders (5)
Death Refuses (6)
Death Waits (7)

2

7

5

3

4

6

PERCY DELF SMITH (1882-1948)

24. The Dance of Death 1914-1918, 
Published 1919
A portfolio of seven etchings
Portfolio: 47 x 39.5 cm / Images: 20 x 25 cm

The complete set of seven etchings in their original 
presentation portfolio with original labels. Each print is 
signed and titled by the artist in pencil. Numbered ‘Set 
No. 11’ from the edition of 100.

Collections: British Museum; Imperial War Museum; 
Australian War Memorial; Cleveland Museum of Art

In October 1916 Smith joined the Royal Marines Artillery 
at the Somme. This set of etchings is based on drawings 
Smith made at Thiepval on the Somme. They combine 
realistic depictions of the trenches with the traditional 
allegorical figure of Death as a skeleton wrapped in a cloak. 

The series has been compared to Dix’s portfolio ‘Der Krieg’ 
and is unsparing in its anti-war sentiment.

1
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POST-WAR OPTIMISM

THE CALM AFTER THE STORM

POST-WAR OPTIMISM

THE CALM AFTER THE STORM
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EDWARD WADSWORTH (1889-1949)

27. Edward McKnight Kauffer (1890-1954), 
Flower Piece or Sunflowers, 1922
Woodcut
Image: 23 x 17.9 cm / Paper: 35.5 x 26.5 cm

Signed ‘E. McKnight Kauffer 1922’ and inscribed on 
the backing sheet ‘(original woodcut) For Mr and Mrs 
Watersten (not an Xmas present but a late specimen of my 
work) EMcKK’. Printed on laid Japan paper. 

Collections: V & A; Hunterian Art Gallery; MOMA, NY

This woodcut is closely based on Kauffer’s oil painting 
‘Sunflowers’ (1917), now in the collection of the V & 
A. The bold design, clean handling and the angular 
simplifications and distortions of the drawing, reveal 
Kauffer’s awareness of Post-Impressionist French and 
Italian art. Here he chooses to represent a subject famously 
treated by Van Gogh in a style modified by Cubism. It 
is possible Kauffer saw Van Gogh’s ‘Sunflowers’ at Roger 
Fry’s 1910 Post-Impressionist Exhibition at the Grafton 
Galleries.

26. Still Life, 1921
Woodcut
Image: 15.2 x 10.2 cm / Paper: 16 x 10.9 cm

Printed in black ink on thin wove Japan paper. From the 
only published edition of thirty impressions published in 
April 1921 by Herbert Furst and printed at the Morland 
Press.

Collections: National Gallery of Australia; British 
Museum; V & A

Reference: Greenwood W/D 50

EDWARD MCKNIGHT KAUFFER (1890-1954)

25. Flight, 1917
Woodcut
Image: 14 x 23 cm / Paper: 30.3 x 37.5 cm

Signed and dated in pencil, on tissue-thin laid Japan paper, 
with full margins.

Collection: British Museum

Literature: Carey & Griffiths, ‘Avant-Garde British 
Printmaking 1914-1960’, British Museum Publications 
Ltd, 1990, cat. no. 20, pp. 47-48; Haworth Booth, Mark, 
‘E. McKnight Kauffer: A Designer and his Public’, Gordon 
Fraser, 1979, pp. 22-25

Of all Kauffer’s woodcuts, ‘Flight’ is perhaps the one 
most indebted to Vorticism, a movement he encountered 
upon his arrival in London in 1915. The genesis of this 
composition lay in the artist’s intense study of the flight 
pattern of birds during the summer of 1916 when he was 
staying near Didcot.The subject also relates to both Italian 
Futurism and 19th century Japanese printmaking, two 
schools of art which Kauffer greatly admired.

Kauffer’s output as an original printmaker was confined 
to five woodcuts executed between 1916 and 1922. These 
comprise: ‘Trees and Houses’ (1916), ‘Rooftops’ (1916),  
‘Flight’ (1917), ‘Study’ (1918) and ‘Sunflowers’ (1922).
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PERCY WYNDHAM LEWIS (1882-1957)

Signed lower right ‘Wyndham Lewis’ in ink.

Provenance: Redfern Gallery, where purchased by Sir 
David Scott, 11 August 1949 for 16 guineas

Exhibited: Redfern Gallery, London, ‘Wyndham Lewis’, 
1949, cat. no. 42, entitled ‘Portrait of the Artist’ (1921).

Reference: Michel, Walter, ‘Wyndham Lewis Paintings 
and Drawings’, Thames and Hudson, 1971, p. 374, no. 
428; ‘Pictures from the Collection of Sir David and Lady 
Scott’, Sotheby’s, 2008, pp. 184-185

Wyndham Lewis was the leading figure of the Vorticist 
movement before the war. However, like many of his 
contemporaries his experiences during the conflict lead 
him to a major reassessment of his work. For Lewis this 
entailed a return to figurative drawing. Between 1918 
and 1922 he developed a distinctive graphic manner that 
he applied to a remarkable series of portrait and figure 
studies. He often chose friends from his cultural circle 
as sitters, including T.S. Eliot, Ezra Pound, James Joyce 
and Edward Wadsworth. He also, however, turned his 
attention on himself. The post-war period was one of 
intense self examination.  For Lewis, a portrait of himself, 
in art as well as in life,  was a calculated statement about 
how he wanted to appear to the outside world, as opposed 
to a revelation of his hidden inner self. 

The importance of his self-portraits in this period is 
demonstrated by his decision to exhibit seven self-portraits 
and nothing else in the 1920 ‘Group X’ show at the 
Mansard Gallery. Then again at the ‘Tyros and Portraits’ 
exhibition held at the Leicester Galleries in 1921 he 
presented several self-portraits including the infamous ‘Mr 
Wyndham Lewis as a Tyro’. William Rothenstein recalled 
that upon asking Lewis to sit for a portrait, he replied that 
‘I am sitting for myself at present - in fact it is a permanent 
job, and I never sit for anybody else!’

This self-portrait, in three quarter view, smoking his 
signature pipe, demonstrates Wyndham Lewis’s virtuosic 
ability to use minimal line and rhythmic shape to great 
effect. The undulating curves of his jacket lapels are echoed 
in his hair and contrast sharply with the intensely angular 
almost abstract bow tie. As in several portraits of this 
period the eyes are merely shaded spaces, a clear rebuttal 
to the notion that the eyes are the heart of any portrait.

The previous owner, the diplomat Sir David Scott, was 
one of the most highly regarded of all twentieth century 
private British art collectors.  Scott wrote of this portrait, 
‘I like the uncompromising robustness of this drawing. 

There are not many lines in it but every line tells’.

PERCY WYNDHAM LEWIS (1882-1957)

28. Self-Portrait, 1920
Pencil
Paper: 35.5 x 26.5 cm
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PAUL NASH (1889-1946)

31. The Sea Wall, 1920
Wood engraving
Image: 7.7 x 11 cm / Paper 11.7 x 15.3 cm

Signed, dated, titled and inscribed ‘from edition of 50’ 
by the artist in pencil. Printed on wove Japan paper. 
One of only a few proofs printed from the proposed, yet 
unfulfilled, edition of 50. The block was destroyed. 

Reference: Postan W8

This wood engraving is closely related to Nash’s oil ‘The 
Steps’ (1920-23), also known as ‘The Sea Wall’. 

This is the first of a series of four wood engravings that 
Nash created of the bay and sea wall at Dymchurch in 
Kent, a subject that he drew, painted and photographed 
frequently in this period. The group of prints comprises: 
‘The Sea Wall’ (1920), ‘Promenade I’ (1920), ‘Promenade 
II’ (1920) and ‘The Bay’ (1922). 

The female figure is presumed to be a portrait of Margaret 
Nash, the artist’s wife.

EDWARD WADSWORTH (1889-1949)

29. Ladle Slag, Old Hill, 1, 1919
Lithograph
Image: 36.5 x 48.3 cm / Paper: 41 x 53.5 cm

Signed by the artist in pencil and numbered ‘13/40’ from 
the edition of 40. Printed on Japan paper.

Collection: British Museum

Reference: Greenwood W/C 4

30. Ladle Slag, Old Hill, 2, 1919
Lithograph
Image: 36.7 x 49 cm / Paper: 41 x 52.5 cm

Signed and dated by the artist in pencil. From the edition 
of 40. Printed on Japan paper.

Collection: Museum of Fine Arts Boston

Reference: Greenwood W/C 5

Wadsworth made just six lithographs during his career, his 
first two being this pair depicting Ladle Slag, Old Hill, 
published in 1919. The images were drawn by Wadsworth 
in pen onto special lithographic transfer paper, then the 
drawings were handed over to specialists for transfer to the 
lithographic stones and printing. Both prints are related to 
drawings illustrated in ‘The Black Country’ (1920), plates 
II and IX.

The Black Country gained its name from the proliferation 
of iron forges, coal mines and steel mills that populated 
the area in the 19th century. Whilst travelling between 
Liverpool and London in 1918, Wadsworth became so 
arrested by the scenery that he returned on foot in 1919. 

He began studying and sketching the landscape, eventually 
developing these works into highly finished compositions 
that he exhibited at an exhibition at the Leicester Galleries 
in 1920. The exhibition was met with great acclaim. 

The Observer critic, P. G. Konody, described how 
Wadsworth had bought Vorticism into representational 
art: 

‘A severe sense of form and rhythm, a logic of organisation, 
that are not found in the work of artists depending entirely on 
visual impression. These qualities enable him to distil art of 
the highest order out of material that to the ordinary painter 
would be not only unpromising but positively forbidding’.
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PAUL NASH (1889-1946)

33. A Road, Perhaps Over a Moor (Road Over 
a Moor), 1923
Wood engraving
Image: 5.7 x 11.6 cm / Paper: 11.9 x 17.3 cm

Signed, dated and numbered ‘5/15’ by the artist in pencil.  
Printed on laid Japan paper. A few proofs also exist on 
patterned paper, aside from the edition of 15.

Collections: British Museum; Ashmolean

Reference: Postan W35

Nash designed twelve wood engravings to illustrate the 
book ‘Mister Bosphorus and the Muses’ by Ford Madox 
Ford, published by Duckworth in 1923.  This wood 
engraving illustrates Act IV, Scene I, with Bosphorus and 
the Southern Muse walking along a rainy road.  

PAUL NASH (1889-1946)

32. Garden Pond, 1922
Wood engraving
Image: 10.3 x 12.8 cm / Paper: 13.2 x 20.8 cm

Inscribed ‘1st proof ’ by the artist in pencil below the 
image. Around the central image are four variations of the 
female figure seen in the upper right corner. Early proof 
before the edition of 25. The block from which this was 
printed is now cancelled and in the collection of the V & 
A. Bearing the PNT atelier stamp, denoting a print left 
unsigned at the time of Nash’s death and in the possession 
of the estate.

Collections: V & A; Rye Art Gallery

Reference: Postan W23

This print is plate four of seven designed by Paul Nash for 
the book ‘Places’, published by William Heinemann Ltd 
in 1922. 

The pond in this image is in Wittersham, a village two 
miles north of Oxenbridge. Causey notes that a 1920  
drawing, ‘The Lake, Black Park, a Romantic Drawing’ 
(Causey 305, pl. 438), has affinities with this engraving 
principally because of the two figures in the top right-hand 
corner which closely resemble the figure in the print.
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CHRISTOPHER NEVINSON (1889-1946)

36. London Bridges, 1919
Drypoint
Image: 25 x 35 cm / Paper: 33.8 x 46.2 cm

Signed and dated by the artist in pencil. Printed on laid 
mould-made paper. From the edition of 25.

Collections: British Museum; Fitzwilliam Museum; Met-
ropolitan Museum of Art

Reference: Black 68

By choosing to depict this view of the Thames towards 
London Bridge, Nevinson was in effect walking in the 
footsteps of his artistic heroes of the nineteenth century 
such as Constable, Turner and Whistler. This ambitious 
drypoint demonstrates Nevinson’s fascination with life on, 
or near, the river Thames and he correctly anticipated this 
would prove popular with the post-war print-collecting 
public.

Nevinson created several etchings of the Thames in the 
1920s including ‘The Pool of London’ (1920) ‘Waterloo 
Bridge from a Savoy Window’ (1924-26), ‘Westminster 
from a Savoy Window’ (1924-26), ‘From Waterloo Bridge 
- Sun Bursting Through Fog’ (1924-26), and ‘Blackfriars’ 
(1926-27).

CHRISTOPHER NEVINSON (1889-1946)

35. Success, 1922
Drypoint & etching
Image: 20 x 15 cm / Paper: 32 x 21.7 cm

Signed by the artist in pencil.

Collections: British Museum; National Galleries Scotland

Reference: Black 103

The art critic Frank Rutter thought works such as ‘Success’ 
revealed Nevinson’s talent for biting satire:

‘The vividness with which the desiccated monocle-wearing 
man about town and his puffed-up over-elaborately dressed 
paramour seated beside him in a theatre box are realised in 
‘Success’, strongly suggests that Nevinson was one of the few 
British artists with the ability to create work of comparable 
satirical power to the contemporary images, produced by 
Otto Dix, Conrad Felixmüller, Rudolph Schlicter and Georg 
Grosz, of the Weimar Republic’s depraved and corrupt ruling 
classes’.

34. Lovers or The Embrace, 1919
Drypoint
Image: 27.5 x 17.5 cm / Paper: 46.7 x 29.2 cm

Signed by the artist in pencil.

Collection: British Museum

Reference: Black 62

The embracing couple is derived from a detail of 
Nevinson’s 1919 oil ‘Hampstead Heath’. This print is the 
first of several works that Nevinson completed after the 
war which address his new found preoccupation with the 
freedom and frivolities enjoyed in post-war Britain. This 
image was the prototype for his poster ‘Lovers To Lovers’ 
Lanes by Motor-Bus’. 

An alternative reading of this piece is that it portrays the 
powerful bond between two lovers that had previously 
been separated by the Great War.



48 49

CHRISTOPHER NEVINSON (1889-1946)

38. Sèvres, 1926-27
Drypoint
Image: 27.7 x 35.2 cm / Paper: 29.9 x 37.7 cm

Unsigned proof. 

Reference: Black 119 

The composition is based on an oil painting Nevinson 
exhibited at the Leicester Galleries, London, in March 
1926.

Nevinson often visited the Ile-de-France region with his 
wife in the mid 1920s. This drypoint depicts a view across 
the River Seine of the town of Sèvres, known for its famous 
porcelain production. It is situated just a few miles west of 
the centre of Paris.

CHRISTOPHER NEVINSON (1889-1946)

37. Le Pont Royal, Paris, 1922
Etching & aquatint
Image: 27.5 x 42.8 cm / Paper: 38.6 x 56.5 cm

Signed by the artist in pencil. From the edition of 40. 
Printed on wove ‘F. J. Head and Co.’ watermarked paper.

Reference: Black 94

‘Le Pont Royale’ is one of three images Nevinson 
completed of the famous bridges of Paris, the others being 
‘Pont des Arts’ (1922) and ‘Pont Neuf ’ (1922). This print 
can be viewed as Nevinson paying homage to both the 
great 19th century French etcher Charles Meryon, and the 
masters of 19th century Japanese woodblock printing such 
as Hiroshige and Hokusai



50 51

ERIC GILL (1882-1940)

41. A Symbol of Divine Love, 1927
Copper engraving
Image: 11.2 x 6.8 cm / Paper: 18.9 x 15.5 cm

Inscribed ‘EG to L.W.’ in pencil. Proof, aside from the 
edition of 15. Printed on laid paper.

Collection: University of California

Reference: Physick 484

This work is one of six Gill designed to illustrate the book 
‘Art & Love’ printed by the Golden Cockerel Press for 
Douglas Cleverdon.

40. Adam and Eve in Heaven, 1927
Copper engraving
Image: 11.1 x 6.8 cm / Paper: 18.9 x 15.5 cm

Signed and numbered by the artist in pencil. From the 
edition of 15 proofs. Printed on laid paper. This print is 
also known by the alternative title ‘The Public House in 
Paradise’.

Collection: University of California

Reference: Physick 480

This work is one of six Gill designed to illustrate the book 
‘Art & Love’ printed by the Golden Cockerel Press for 
Douglas Cleverdon.

EDWARD GORDON CRAIG (1872-1966)

39. The Ghost of Hamlet’s Father, 1925
Woodcut
Image: 21.2 x 11.7 cm / Paper: 27.4 x 17.6 cm

Dated 1925 and inscribed ‘EGC 38’. From the edition of 
150. Printed on laid Japan paper.

Collections: V & A; The Cleveland Museum of Art; 
McNay Art Museum

This woodcut depicts the ghost of Hamlet’s father in Act 
III, Scene IV of Shakespeare’s play. In this scene Hamlet 
is confronted by the Ghost, in his nightgown, in his 
mother’s closet. According to oral tradition, the Ghost was 
originally acted by Shakespeare himself. This is one of a 
series of woodcuts produced by Craig for a new edition 
of Hamlet, printed in 1928 (German) and 1930 (English) 
by Count Harry Kessler’s Cranach Press in Weimar. Craig 
had recently designed a production of Hamlet for the 
Moscow Art Theatre, and brought a theatrical sensibility 
to the illustrations.
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SYBIL ANDREWS (1898-1992)

Titled, signed and numbered by the artist in pencil. Trial 
proof 2, ’T. P. 2’, one of three trial proofs aside from the 
edition of 60. Printed from three blocks, in Venetian red, 
viridian, and Chinese blue, on buff oriental paper.

Collections: Metropolitan Museum; Auckland Art 
Gallery; British Museum

Reference: Coppel SA 24

In 1930, Sybil Andrews and Cyril Power established a 
studio together in Brook Green, Hammersmith, close to 
the River Thames. Together they watched the annual Head 
of the River Race, founded in 1925, from Hammersmith 
Bridge. This location inspired many prints by both artists, 
including Andrews’s ‘Bringing in the Boat’ (1933) and 
Power’s ‘The Eight’ (1930).

The angular bodies and boxy heads make the rowing 
crew in ‘Bringing in the Boat’ appear almost robotic. 
Andrews heightens the effect by eliminating all individual 
distinguishing features to convey the spirit of unified 
teamwork. The zigzag voids between the oarsmen create 
a visually arresting contrast to the green rowing kits of 
the foreground figures and their counterparts, in shadow, 
behind.

SYBIL ANDREWS (1898-1992)

42. Bringing in the Boat, 1933
Linocut
Image: 33 x 25.9 cm / Paper: 37 x 30.2 cm
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SYBIL ANDREWS (1898-1992)

44. Tumulus, 1936
Linocut
Image: 29.6 x 21.7 cm / Paper: 33.8 x 26.6 cm

Titled, signed and numbered ‘10/60’ by the artist in 
pencil. From the edition of 60. Printed on oriental laid 
tissue in four colours, Venetian red, crimson, viridian, and 
Chinese blue. 

Collection: British Museum

Reference: Coppel SA 36

Tumulus is the regional name for the prehistoric burial 
mounds, which together with the sinuous conifers in 
this linocut, are commonly found in East Anglia where 
Andrews grew up.

SYBIL ANDREWS (1898-1992)

43. Golgotha, 1931
Linocut
Image: 31 x 20.7 cm / Paper: 35.6 x 24.4 cm

Unsigned proof, aside from the edition of 60. Printed on 
oriental laid paper. Printed in four colours, pale yellow 
ochre, pale spectrum red, crimson & alizarin purple. 

Collections: V & A; British Museum

Reference: Coppel SA 15

This linocut shows Christ being crucified on Golgotha 
and is the first of several linocuts on a religious theme that 
Andrews made during her career, including an incomplete 
set of stations of the cross.

Two editions of ‘Golgotha’ were made, the first was printed 
for the English market in 1931 in an edition of 60. The 
second edition was made for an American market in 1936; 
only ten were executed.
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CYRIL POWER (1872-1951)

46. Matriarchy, c.1931
Linocut
Image: 26.5 x 36.5 cm / Paper: 31.1 x 42.6 cm

Signed, titled and numbered ‘no.8’ from the edition of 50. 
Printed from two blocks, in yellow ochre and cobalt blue. 
Printed on buff oriental laid tissue.

Collections: MOMA, NY; V & A

Reference: Vann 21

Cyril Power possessed an extensive knowledge of various 
cultural traditions from around the world. The diversity 
of his studies taking him from Mayan and Buddhist to 
Medieval and African art.  Power and Sybil Andrews 
owned a fascinating collection of African tribal artefacts 
and these, along with his knowledge of African tribal 
customs, no doubt inspired the rhythmic patterns and 
shapes created by the stylised male and female bodies in 
‘Matriarchy’. He wrote in a 1924 essay that ‘the primitive 
is always modern and eternal’.

CLAUDE FLIGHT (1881-1955)

45. Swimming, c.1931
Linocut
Image: 19.1 x 26.4 cm / Paper: 26.9 x 28.3 cm

Signed, titled and numbered ‘9/50’ by the artist. Printed 
from three blocks, in yellow ochre, cobalt blue and 
emerald green. From the edition of 50. Printed on a buff 
wove tissue / Japan paper.

Reference: Coppel CF41

The search for a graphic expression of flowing water, and 
the movement of figures or boats within it, was one that 
Flight explored in several linocuts of the twenties and 
thirties including ‘Trawler at Sea’ (1925), ‘Fishing in the 
Rain’ (1929), ‘Breaking Waves’ (1931), ‘Surf Bathing’ 
(1932), ‘Yachts’ (1933) and ‘Boys Bathing’ (1935).

An oil on board by Claude Flight also entitled ‘Swimming’ 
was exhibited at the Redfern Gallery in London  in 1931. 
The art critic Frank Rutter described the painting in the 
11 October 1931 edition of the Sunday Times, ‘[Flight’s] 
audacious attempt to turn painting into an art of time 
succeeds miraculously in…’Swimming’, in which his 
design expresses perfectly the rhythm of the over-arm 
stroke’.
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JOHN BUCKLAND WRIGHT (1897-1954)

48. Leda No. 2, 1935
Wood engraving
Image: 16.2 x 22.6 cm / Paper: 19.6 x 27.2 cm 

Titled, dated and inscribed ‘state’ in pencil. With the 
artist’s studio stamp on the reverse. Printed on tissue. 
Edition of 30.

Collection: British Museum

Reference: CBW L.110

An important print from Buckland Wright’s Surrealist 
period. He was deeply inspired by his time with Hayter 
in Paris at Atelier 17 and the artists he met in this milieu.

A copper engraving of the same design also exists entitled 
‘Leda No. 1’, it was printed by the artist the same year in 
an edition of 30.

The subject of this print is the classical myth of the sexual 
encounter of Jupiter, in the guise of a swan, and Leda. It 
was a very popular theme among artists and poets from 
Michelangelo to W. B. Yeats.

PAUL NASH (1889-1946)

47. Comment on Leda, 1935
Pencil, chalk & watercolour
Paper: 28 x 39.5 cm

Monogrammed ‘PN’ lower left.

Provenance: Eileen Agar, gift from the artist

Exhibited: Redfern Gallery, London, 1935; The Fine Art 
Society, London, 2004; Tate Gallery, London, 2016

Literature: ‘Paul Nash, The Painter’s Object,’ 1937, p.115; 
‘Paul Nash’, Tate Gallery, 2016, p. 131

Reference: Andrew Causey, ‘Paul Nash’, 1980, p.431 & 
527, cat. no. 830

The swan-like object was based on part of a cabriole chair, 
it also appears in a 1934 photograph by Nash ‘Still Life, 
A Chair Leg Beside Water’. The coincidence of finding 
swan-like objects in Swanage deeply appealed to Nash, 
he recounted ‘when walking up the Institute Road, I was 
attracted by an object in a turner’s shop window which 
seemed to resemble a swan in a peculiar degree’.  

The swan formed a part of the private imagery Nash 
and Eileen Agar shared in their letters and drawings to 
each other during their affair, hence his gifting of this 
watercolour to her.
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JOHN BANTING (1902-1972)

50. Snake in the Grass, Alas, 1931/1971
Linocut
Image: 8.7 x 12.4 cm / Paper: 21.8 x 27.4 cm

Signed, dated and numbered by the artist in pencil. From 
the edition of 45. Published by Alexander Postan in 1971 
and printed by John Henn under the supervision of the 
artist.

Collection: Tate

51. Abstract, 1935/1971
Linocut
Image: 8 x 12.2 cm / Paper: 22 x 27 cm

Signed, dated and numbered by the artist in pencil. From 
the edition of 45. Published by Alexander Postan in 1971 
and printed by John Henn under the supervision of the 
artist.

Collection: Tate

52. Explosion, 1931/1971
Linocut
Image: 8.3 x 12.3 cm / Paper: 22.3 x 26.7 cm

Signed, dated and numbered by the artist in pencil. From 
the edition of 45. Published by Alexander Postan in 1971 
and printed by John Henn under the supervision of the 
artist.

Collection: Tate

53. Siamese Triplets, 1932/1971
Linocut
Image: 9.5 x 4.2 cm / Paper: 27.4 x 22.5 cm

Signed, dated and numbered by the artist in pencil. From 
the edition of 45. Published by Alexander Postan in 1971 
and printed by John Henn under the supervision of the 
artist.

Collection: Tate

JOHN BANTING (1902-1972)

49. Untitled (Album of 12 Blueprints), 1931-32
Blueprint
Image: 32.4 x 20.2 cm / Mount: 40.5 x 28.1 cm

Signed and dated 1932 in black ink. Mounted onto grey/
brown paper. An edition of 100 was planned although only 
14 sets from this series are known to have been printed. 

Collection: British Museum

Literature: Carey & Griffiths, ‘Avant-Garde British 
Printmaking 1914-1960’, British Museum Publications 
Ltd, 1990, pp. 107-113

In 1930 John Banting visited Paris, meeting Breton, 
Duchamp and Giacometti. After his exposure to 
Surrealism Banting became ‘the nearest thing to a 
Surrealist that Britain ever produced’. He exhibited at 
the International Surrealist Exhibition in London (1936) 
and the Exposition Internationale du Surréalisme in Paris 
(1938). The blueprint technique, which Banting used 
from 1931 onwards, was inspired by Max Ernst and his 
development of Man Ray’s photogram method.
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PAUL NASH (1889-1946)

55. Ghost of the Megaceros Hibernicus, 1942
Pencil & watercolour
Paper: 40 x 58 cm

Signed by the artist in pencil lower right.

Exhibited: Redfern Gallery, 1942, cat. no. 13; Tate, 1948, 
cat. no. 131

Reference: Causey, Andrew, ‘Paul Nash’, Clarendon Press, 
1980, p.458, cat. no. 1101

This 1942 watercolour, one of a series of four on the 
theme of the ghost, explores both Nash’s interest in the 
prehistoric landscape and the object-personnage as well 
as the cyclical nature of life and death. The three related 
watercolours comprise ‘Kimmeridgian Ghost, The Turtle’ 
(Courtauld Gallery collection), ‘Ghost in the Shale’ (John 
Creasey Museum collection) and ‘Kimmeridgian Ghost’ 
(private collection).

BLAIR HUGHES-STANTON (1902-1981)

54. The Bathers, c.1937
Oil & sgraffito on canvas
Canvas: 43 x 53 cm

The artist used a technique called sgraffito to produce this 
work. The technique was originally popularised during 
the early Italian Renaissance and involved drawing or 
scratching (often with the tip of the handle of a paintbrush) 
into a skim of gesso or plaster. Both Ben Nicholson and 
Barbara Hepworth also used this method in their painting 
during the 1930s. The process adds a sculptural quality to 
the piece.

The theme of bathers at the beach was one Hughes-Stan-
ton addressed in several paintings during 1937 and 1938 
including ‘Bathers’ (1938), ‘Figures in a Boat’ (1938), 
‘Bathers on the Beach’ (1938), ‘The Fish Maiden’ (1938), 
‘Sunbather’ (1938) and ‘Girl on the Beach at Cassis’ 
(1938).
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EDWARD BAWDEN (1903-89)

Signed by the artist in pencil. Bawden’s only pre-war 
editioned print. Signed examples of this lithograph are very 
rare. From the first series of ‘Contemporary Lithographs’ 
published in January 1937. Printed at the Curwen Press 
in an edition of 400. Although the stated edition was 400 
copies the number of impressions in existence are far fewer 
owing to the bombing of the Contemporary Lithographs 
office during the war.

Collections: Arts Council; Fry Art Gallery; Imperial War 
Museum; V & A; Cecil Higgins Art Gallery

Literature: Artmonsky, Ruth, ‘Art for Everyone: 
Contemporary Lithographs Ltd’, ACC Art Books, 2010, 
pp. 44-45

Reference: Moncrieff & Greenwood MG.025

The lithograph depicts a scene at Braintree Market not far 
from Bawden’s home in Great Bardfield. He was born in 
Braintree on the 10th of March 1903 and had attended 
school there. Bawden re-located from London to the 
village of Great Bardfield in 1925 accompanied by Eric 
Ravilious.

‘Happy cows…a Bawden speciality…(it) encapsulates the 
scene at Braintree market, incorporating grass-churning 
yokels and bland faces or angular haunches of serried ranks of 
livestock waiting to be sold’ 
- Pat Gilmour

This piece, the first in the ‘Contemporary Lithographs’ 
series, was in fact a transferred linocut. Bawden had 
collaborated with the Curwen Press on several projects 
using the same method to produce wallpapers and posters 
in the previous decade. 

EDWARD BAWDEN (1903-89)

56. Cattle Market, 1937
Lithograph from linocut
Image: 58.5 x 82 cm
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BARNETT FREEDMAN (1901-1958)

58. Charade, 1937
Lithograph
Image: 51 x 76.5 cm / Paper: 58.5 x 84 cm

From the first series of ‘Contemporary Lithographs’ 
published in January 1937. Printed at the Curwen Press 
in an edition of 400.

Collection: V & A

Literature: Artmonsky, Ruth, ‘Art for Everyone: 
Contemporary Lithographs Ltd’, ACC Art Books, 2010, 
pp. 46-47

Freedman was a foremost exponent of autolithography 
and even before he began work on this piece he was a 
frequent visitor to the Curwen Studios in Plaistow where 
he worked on several early projects. 

‘Freedman’s Contemporary Lithograph is reminiscent of 
the many Christmas cards he produced showing convivial 
social scenes. These were usually small vignettes which he has 
worked up into a full-blown party for his lithograph. His total 
command of the medium comes across in his subtle colour 
combinations with the play of the firelight’ 
- Ruth Artmonsky

The first series of Contemporary Lithographs, which 
comprised ten designs by Bawden, Freedman, Gardiner, 
McGuinness, Medley, John Nash, Paul Nash, Ravilious, 
Sutherland and Williamson, was exhibited in January 
1937 at the Curwen Gallery, 108 Great Russell Street.

BARNETT FREEDMAN (1901-1958)

57. The Club, 1930s
Pen & ink
Paper: 20.5 x 17.5 cm 

Signed lower left. Likely produced as a commercial 
design or book illustration.

Vincent Freeman, the artist’s son, amusingly recalled 
that Barnett always retained his East End manner 
of speaking, and once hailed a taxi-cab, “‘to the 
Athenaeum Club’, to which the incredulous driver 
retorted – ‘What, YOU?’”
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ERIC RAVILIOUS (1903-1942)

Paper trimmed to the image. The first image in the set of ten 
lithographs in the ‘Submarine’ series. Drawn by Ravilious 
in his studio and printed at Ravilious’s own expense at the 
Studio of W. S. Cowell, Ipswich. The proposed edition was 
50 impressions but it is likely this was unfulfilled.

Collections: Fry Art Gallery; Imperial War Museum; 
V & A

Literature: Webb, Brian, ‘Eric Ravilious Submarine Dream 
Lithographs and Letters’, Camberwell Press, 1996; Carey 
& Griffiths, ‘Avant Garde British Printmaking 1914-
1960’, British Museum Publications, 1990, pp. 144-147; 
Russell, James, ‘Ravilious Submarine’, Mainstone Press, 
2013, pp. 52-53

In early February 1940, Eric Ravilious and Paul Nash, 
his former Royal College of Art teacher, were amongst 
two of the first official war artists to be appointed by the 
War Artists Advisory Council.  Ravilious was assigned to 
the Admiralty and awarded the rank of Captain. Initially 
posted in Chatham, he proceeded to Sheerness and then 
Grimsby and Scapa Flow, eventually sailing to the Artic 
Circle on the HMS Highlander. He returned to England 
in July that year and was based at Portsmouth and 
Gosport, it was here that he had his first experiences on a 
submarine. In an account of his experiences that Ravilious 
sent to the War Artists Advisory Council he wrote:

‘Its awfully hot below when submarines dive and every 
compartment small and full of people at work. However, this 
is a change from destroyers and I enjoy the state of complete 
calm after the North Sea - there is no roll or movement at all 
in submarines, which is one condition in their favour - apart 
from the peculiar submarine smell, the heat and the noise. 
There is something jolly good about it, if only I can manage it, 
a blue gloom with coloured lights and everyone in shirt and 
braces. People go to sleep in odd positions across tables.’ 

Initially the ‘Submarine’ series was proposed in early 
1940 and envisaged as a portfolio of six lithographs of 
war subjects, notably submarines. Ravilious obtained an 
estimate to produce an edition of 50 from the  Curwen 
Press but the War Artists Advisory Council were unable 
to commit the necessary funds and the project was put on 
hold. Ravilious eventually published the project himself  
in 1941 working with the Ipswich printers W. S. Cowell. 
Publishing the works himself allowed him greater scope 
for the project, thus the increased number of works. 

In this lithograph we see the submurged submarine. 
Below, a hand is poised, pencil at the ready, over a page 
of sketches of an anchor, compass, diving helmet and 
hydroplane operator as well as the gun tower of an L-class 
submarine with an open hatch.

ERIC RAVILIOUS (1903-1942)

59. Introductory Lithograph, 1941
Lithograph
Image & Paper: 27.5 x 31.5 cm



78 79

EDWARD ARDIZZONE (1900-1979)

61. Shelter Scene, 1941
Lithograph
Image: 65.5 x 99 cm / Paper: 76 x 101.8 cm

Original lithographic poster published by the National 
Gallery. Printed at the Baynard Press. Commissioned by 
the War Artists Advisory Committee of the Ministry of 
Information.

Collection: British Museum

Reference: ‘Edward Ardizzone’s World - The Etchings and 
Lithographs’, pp. 114-115 (NAP 72)

Produced during Ardizzone’s time as an official war artist. 
In Autumn 1940, following the first German air attacks, 
Ardizzone was transferred to the War Office to record air 
raid subjects. His everyday scenes of shelter life in London 
are among the most celebrated of Ardizzonne’s wartime 
works, and were sketched from life at the scene. Depicted 
in this image is Tilbury shelter, a huge series of wine cellars 
under the railway arches at Stepney, which was estimated 
to offer protection to as many as 16,000 people on some 
nights during the Blitz. Ardizzone produced several works 
at Tilbury, Henry Moore would also later visit and draw 
there.

This lithograph is a direct adaptation of Ardizzone’s largest 
wartime work, the watercolour ‘Shelter Scenes, Tilbury’, 
now in the collection of the Imperial War Museum. 

BARNETT FREEDMAN (1901-1958)

60. 15-inch Gun Turret, HMS Repulse, 1941
Lithograph
Image: 70.8 x 99.8 cm / Paper: 76 x 102 cm

Original lithographic poster published by the National 
Gallery. Printed at the Baynard Press. Commissioned by 
the War Artists Advisory Committee of the Ministry of 
Information.

Collections: Imperial War Museum; Ingram Collection

Barnett Freedman was one of the first artists to be 
commissioned by the War Artists Advisory Committee 
at the start of the Second World War. In July 1941 he 
was sent to work for the Admiralty, and specifically on the 
HMS Repulse.

This lithograph is a direct adaptation of Freedman’s oil on 
canvas ‘15 Inch Gun Turret, HMS Repulse’, now in the 
collection of the Imperial War Museum. It explores the 
complex relationship between technology and operator in 
contemporary warfare.

The same year that Freedman was posted to the HMS 
Repulse, a Japanese fighter plane attacked and sank the 
ship.
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BEN NICHOLSON (1894-1982)

Signed and dated ‘1937’ in pencil. Printed on a sheet 
of yellow wove paper. Extremely rare. Second state with 
unique textured printing. One of only three known 
impressions in this state. 

Provenance: Stanley J. Seeger / Christopher Cone 
collection

Collection: Museum of Fine Arts Boston

References: Lewison 15; Alan Cristea 21

‘Abstract with Red Circle’ was executed at the height of 
Nicholson’s Constructivist phase and the same year that 
‘Circle’ was published. This print is the only linocut to 
include a second colour, apart from the printed cover to the 
catalogue of his joint exhibition with Barbara Hepworth 
at Alex Reid & Lefevre in 1933. This was Nicholson’s last 
linocut. 

Hand-printed by the artist, probably without a printing 
press, on a sheet of buff wove paper. The distinctive, 
and deliberately textured, printing of this impression is 
reminiscent of the treatment of the woodcut ‘5 Circles’, 
1934, and some of the linocuts made during the previous 
decade. Although printed with a viscous ink, the 
intentional use of a sheet of shiny, non absorbent, paper, 
further enabled the artist to achieve the desired, uneven 
printing. The choice of a wrinkled surface introduces a 
three dimensional quality where the light catches the black 
ink and further enhances the effect of this impression. The 
treatment of this example is all the more interesting in the 
context of Lewison’s claim, in his Print Quarterly article, 
that Nicholson, by now, had renounced the use of the 
textured printed surface, in favour of the smooth and even 
application of pigment, as shown in all the other known 
impressions of ‘Abstract with Red Circle’.

BEN NICHOLSON (1894-1982)

62. Abstract with Red Circle, 1937
Linocut with circle painted in red gouache
Image: 13.7 x 23 cm / Paper: 19.2 x 23.1 cm
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STANLEY WILLIAM HAYTER (1901-1988)

64. Amazon, 1945
Engraving, soft-ground etching & scorper
Image: 61.8 x 40.2 cm / Paper: 75.5 x 52 cm

Signed, titled, dated, and inscribed ‘Trial Proof ’ by the 
artist in pencil. Trial proof aside from the edition of 50.

Collections: British Museum; MOMA, NY; Kempner Art 
Museum

Reference: Black and Moorhead 165

‘Amazon’ was created during Hayter’s stay in America 
where he continued to experiment with the simultaneous 
printing techniques he had begun to develop in Paris. This 
was his largest and most ambitious print to date and the 
increase in scale allowed a far more complex treatment of 
textures and space than was previously possible. 

An Amazon was a warrior from a female race which 
excluded men from their society. They famously removed 
their right breast in order to be able to facilitate the drawing 
of the bowstring. This subject of a menacing, matriarchal 
female figure was one Hayter explored in other engravings 
of this period such as ‘Tarantelle’.

BEN NICHOLSON (1894-1982)

63. San Gimignano, 1953/1966
Drypoint
Image: 17 x 24.5 cm / Paper: 32.9 x 38.7 cm

No edition of ‘San Gimignano’ is recorded. Probably only 
around ten impressions were made in 1953. This unsigned 
proof, on a thick textured laid paper, is one of two 
impressions thought to have been printed by Lafranca in 
1966, from the 1953 plate, shortly after Nicholson began 
working on etchings with Lafranca. 

Provenance: Alan Cristea

Collections: British Museum

Reference: AC 30

Nicholson made only three isolated drypoints in the 
1950s. Two of these were scenes of Italy: ‘Pisa’ (1951) and 
‘San Gimignano’ (1953). 

San Gimignano, near Siena in Italy, is a well-preserved 
Renaissance hill-town. Nicholson first visited it in 1950 
but returned on several occasions following his relocation 
to Switzerland in 1958. The combination of architecture 
and landscape suited Nicholson because it allowed him to 
mix geometry with natural forms.

This impression is deliberately heavily inked accentuating 
the interplay of planes, patterns, shapes and line. 
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GRAHAM SUTHERLAND (1903-1980)

Signed with initials and dated ‘Sept 1968’ by the artist in 
pen. A study for the larger oil on canvas, ‘Poised Form in a 
Landscape’ (1969), measuring 117 x 170 cm.

Provenance: Redfern Gallery

Literature: Hayes, John, ‘Graham Sutherland’, Hippo-
crene Books, 1980

The large-scale ‘Poised Form in a Landscape’, for which 
this watercolour is a study, is based upon the interlocking 
forms of a gnarled oak tree. The Sutherland scholar John 
Hayes suggests ‘it seems to possess something of the power 
and rhythm of an engine in motion’.

In 1967, Sutherland returned to Pembrokeshire for the 
first time in over 20 years for an Italian documentary film. 
He found himself so reinvigorated by the unique scenery 
of the area, which had greatly stimulated him from 1934 
to 1946, that from 1967 until his death he would visit 
Pembrokeshire frequently, usually for a month during 
summer and a fortnight at Christmas. 

From his base at either The Lord Nelson Hotel, Milford 
Haven, or Benton Castle, Sutherland would venture into 
the surrounding countryside. He took photographs and 
made sketches at his favorite haunts including St Ishmael’s, 
the walled wood by Monk’s Haven, and the small estuaries 
of Picton and Sandy Haven. It was here that he observed 
the seaweed encrusted, twisted oak tree roots, exposed by 
the receding tides, which were to so inspire this work and 
the group of similar subjects which were to follow.  

Sutherland developed his sketches into larger more 
finished studio paintings on his return to France. These 
included ‘Poised Form in a Landscape’ (1969), ‘Poised 
Form in an Estuary’ (1970-1971), ‘Trees on a River Bank’ 
(1971), ‘Forest with Chains’ (1971-72) and ‘Form in an 
Estuary’.

 

GRAHAM SUTHERLAND (1903-1980)

65. Study for ‘Poised Form in a Landscape’, 1968
Watercolour & ink
Paper: 19.5 x 27.5 cm
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HENRY MOORE (1898-1986)

68. Composition for a Poem by Herbert Read, 
c.1946
Etching & aquatint
Image: 35 x 27.7 cm / Paper: 55.8 x 47 cm

Signed and numbered ‘21/50 Moore’. Printed by 
Imprimerie Lacourière, Paris, in 1966. As issued in the 
deluxe edition of ‘Henry Moore: Prints and Portfolios’ in 
an edition of 50.

Collection: Tate 

Reference: Cramer 4

This is Henry Moore’s first etching. It illustrates a poem by 
Herbert Read entitled ‘1945’.

Herbert Read, poet, art historian, and critic, wrote the 
first book on Henry Moore in 1934 and championed 
him and his fellow artists, Barbara Hepworth, Paul Nash 
and Ben Nicholson. Moore and Read were neighbours in 
Hampstead in the thirties and remained close friends.

FRANK AUERBACH (B.1931)

Although landscape has played a major role in his painting, 
these are the only two landscape prints in Auerbach’s 
oeuvre. The subject is a tree in Herefordshire - seen from 
above out of an upstairs window. First Auerbach tried to 
etch the plate at the printers from his drawings but this 

66. Tree at Tretire I, 1976
Screenprint & etching
Image: 29.6 x 29.6 cm / Paper: 59.2 x 46.3 cm

Signed by the artist in pencil. Printer’s proof aside from 
the edition of 30 published by Marlborough Graphics. 
Printed at White Ink from one screen and one copper 
plate. Printed on laid watermarked ‘F.J. Head’ hand-made 
paper.

Provenance: Cliff White (master printer at White Ink)

Collection: Fitzwilliam Museum

Reference: Marlborough 7

67. Tree at Tretire II, 1976
Screenprint & etching
Image: 29.9 x 29.9 cm / Paper: 58.3 x 45.9 cm

Signed by the artist in pencil. Printer’s proof aside from 
the edition of 30 published by Marlborough Graphics. 
Printed at White Ink from one screen and one copper 
plate. Printed on laid watermarked ‘F.J. Head’ hand-made 
paper.

Provenance: Cliff White (master printer at White Ink)

Collection: Fitzwilliam Museum

Reference: Marlborough 8

didn’t work so he eventually took the plates with him 
to the country and etched the scene from life in situ. A 
chalk, charcoal and gouache of the same subject is in the 
permanent collection of National Galleries Scotland.
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HENRY MOORE (1898-1986)

72. Two Women Seated on a Beach, 1984
Lithograph
Image: 31.4 x 46.4 cm / Paper: 49.8 x 65 cm

Signed and numbered ‘21/50 Moore’. As issued in the 
deluxe edition of ‘Henry Moore: Prints and Portfolios’ 
in an edition of 50. Printed on Rives paper by J.E. 
Wolfensberger, Zurich and published by Raymond 
Spencer Company for the Henry Moore Foundation, 
Much Hadham.

Collection: Tate

Reference: Cramer IV 719

This is Henry Moore’s last lithograph. 

HENRY MOORE (1898-1986)

69. Reclining Figure 1, 1977-78
Etching
Image: 22.5 x 29.7 cm / Paper: 36.3 x 56.4 cm

A unique progress proof. Inscribed in pencil on the 
reverse ‘D/ Plate 1 first state Dec 77’. First state 
of the first plate. Printed by Michael Rand on the 
hand press at Moore’s studio in Much Hadham. 
‘Reclining Figure 1’ was the first of nine etchings 
published in the album ‘The Reclining Figure’ by 
Ganymed.

Provenance: Michael Rand

Reference: Cramer 472

71. Reclining Figure 1, 1977-78
Etching
Image: 22.2 x 30.2 cm / Paper: 28.7 x 44.7 cm

A unique progress proof on cream wove paper. 
Inscribed in pencil below the image ‘1 Plate’. First 
state of the first plate. Printed by Michael Rand on 
the hand press at Moore’s studio in Much Hadham. 
‘Reclining Figure 1’ was the first of nine etchings 
published in the album ‘The Reclining Figure’ by 
Ganymed.

Provenance: Michael Rand

Reference: Cramer 472

70. Reclining Figure 1, 1977-78
Etching
Image: 22.5 x 29.8 cm / Paper: 24.7 x 35 cm

A unique progress proof on laid paper. Second state 
of the first plate. Printed by Michael Rand on the 
hand press at Moore’s studio in Much Hadham. 
‘Reclining Figure 1’ was the first of nine etchings 
published in the album ‘The Reclining Figure’ by 
Ganymed.

Provenance: Michael Rand

Reference: Cramer 472
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