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This is the first major exhibition of Thomas Monnington’s
work since the Memorial Exhibition at the Royal Academy
in 1977. It is a tribute to Judy Egerton that twenty years on
her catalogue still stands as che principal source of infor-
mation on Menningron's life and work, and we gratefully
acknowledge our debt to her. However two things have
changed in the intervening years which lead us to feel that
the time is now right for a fresh assessment: first, a number
of key early works, which have seldom if ever been exhib-
ited before have recently come to light - most particularly
The Farmstead [2), Winter (3], The Wine Press (6] and The Annunca-
tien (15] - and secondly perceprions of the relevance of dif-
ferent works and styles of painting from the earlier decades
of the century have radically aleered. We are also forrunate
to have been able to secure two important works - The Sup-
per at Emmaws (72) and Tempests attacking Flying Bombs (92),
which were not available for the 1977 exhibition. The dis-
covery in Monningron's studio of the original cartoon for
the 5t. Srephen’s Hall mural, and two large-scale studies for
the Bristol ceiling, has also made it possible to give an im-
pression of two of Monnington’s most substantial decora-
tive schemes from opposice ends of his working life.

Paul Liss, The Fine Art Society and the British School ac
Rome combined rogether in 1995 to mount the popular
and pioneccring exhibition of the work of Monningron's
first wife, Winifred Knights, so it is both appropriate, and a
pleasure, to work together again, and to be able to present
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the other half of this remarkable couple of Rome Scholars.
This time it is an added pleasure to have the help and co-
operation of the Royal Albert Memorial Museum, Exeter.

The exhibition would not have been possible withour
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Jacopo Benci, Ruth Bubb, Emma Chambers, Professor
Luciane Cheles, Dr Judicth Collins, The Earl of Crawford
and Balcarres, Robin Chessex, Christopher Date, The Rev.
Richard Davey, Brendan Flynn, Antony Griffiths, Martin
Harrison, Alistair Hicks, Richard Hodges, Gordon House,
Alison Jacques, Kevin Jones, John Keyworth, W. B. [Peter]
Lowe, Rosamond Malpas, Mr and Mrs Christopher Mon-
nington, Michael Moody, Martin Palmer, Cassy Payne,
Alan Powers, James Rawlin, Jim Rose, the staff of the Royal
Albert Memorial Museum, Jayne Shrimpron, Mary-Anne
Stevens, David Storey, Daniel Simon, Dr Sam Smiles, Fay
Squire, Quentin Stevenson, Helen Valentine, Elisabeth
Vellacotr, Patrick and Mavis Walker, Angela Weighe and
Canon Alan Wolsteneroft. We would also particularly like
to acknowledge the generous support of the Elephant
Trust, Sir Christopher Hogg, the Paul Mellon Centre for
Studies in Brivish Art, Christopher Monnington and John
Mennington.
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Introduction

FPEYTON SKIPWITH

I'have never liked what T have done enough to look at it and I think good artists study what they have done.
Tom Monnington quoted in the Sunday Mirror, 16 April 1967

Modesty, generosity and charm are the characteristics most
frequently recalled by those who knew Tom Mennington,
yet he was also something of an enigma: a man of the peo-
ple, who was an intellectual; an artise of innate ability who
was full of doubt and self-questioning, and a painter ob-
sessed with science. To many of his contemporaries his
work appeared to vacillate between direct interpretations
of nature and pastel-coloured geometric abstracts. On a su-
perficial level he had a charmed life - Rome Scholar at the
age of twenty one; married to the beautiful and much
courted fellow-scholar Winifred Knighes; elecred Associare
of the Royal Academy at twenty nine, before he had ever ex-
hibired a work there, He went on to become the ninereenth
President of the Royal Academy in December 1968, defeat-
ing two distinguished figurative painters - James Fircon
and Carel Weight - at the third ballot, not, one suspects be-
cause his work was more highly rated by his fellow Acad-
emicians than theirs, but because they recognised that his
unique abilities would best serve the Academy. Quentin
Crewe writing in the Sunday Mirer, shortly before the open-
ing of the 1967 Summer Exhibition, described the differ-
ences between Monnington and his immediate predeces-
sors: ‘They were flamboyant. He is modest. They were big-
oted and stubborn in their traditionalism. He is confident
but moderate in his progressiveness.”! He also quorted the
new President as saying: “We want to help people to apply
the same judgment to abstract painting for instance as they

give to representational work.” A couple of weeks later
Terence Mullaly, reviewing the Exhibition, came our with
a more brutal but at the time widely shared opinion: “The
President is indeed a charming man but his work is an em-
barrassment. I can only recommend it to some linoleum
manufacturer.'

During the inter-war years and on up to the late 19505
there appeared to most people to be an unbridgeable di-
vide berween representational (traditional] and abserace
[modern) art. The "‘modern movement’ itself was an Uro-
pian crusade and its protagonists were intolerant of ac-
cepred values. By an accident of history the Royal Academy
became the refuge not only for those artists - painters,
sculprors and architects - who wished conscientiously to
carry on pracrising in the academic rradition, bur alse for
those reactionary figures to whom the merest hint of mod-
ernism was anathema. Under threat they blustered and
swore, and in so doing isolated the Academy from the intel-
lectual mainstream for a gencration. The Academicians’
choice of Monnington, even by the narrowest of margins,
was a sound one, though there is a certain irony in the face
that it was two octogenarian architects - Sir Edward Maufe
and Vincent Harris - who boasted of having swung the
vote. Monnington was too intellectual to be a painters’
painrer, and as Lawrence Gowing noted, he was as much ac
home wich architects and engineers as with artists.?

But what of Monnington the painter? What was it that
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led this young man with the seemingly charmed life, classi-
cally trained under Tonks at the Slade, to develop into a
painter of geometric abstracts? And given this develop-
ment, why was he a pillar of traditional culeure rather than
an advocate of the avant garde? How, at the end of the cen-
tury, twenty years after his death, and only five shore of his
centenary, should we view Monnington's work and assess
his place in twenticth century British art? David Storey, a
former pupil, has referred to Monningron's 'scruggle with
‘modernity’ and the sceming irrelevance, qua ‘modernism’
of his own extraordinary gifts ... That there was an unre-
micting logic to Monnington's development has become
clearer with time: a logic both perverse and deeply unfash-
ionable, but which led this intellecrually-minded classicise
not only to become an abstract paineer, but also to remain
firmly within the academic tradition and aloof from ‘mod-
ernism’. Monnington came to abstraction by his own path
via Quartrocento ltalian painting and science, and he came
to it relarively late. Although undoubtedly aware of the
work of Ben Nicholson and others during the 19305, he did
not share their particular intellectual pursuits. It was only
in the post-war years - after a prolonged period of aristic
impotence - that he was stimulated again; this time by dis-
cussions with Sam Carter, Professor of Perspecrive at the
Slade and the challenge of the Bristol ceiling. It was then
that he found his ewn distinctive vision and voice. How-
ever, the proof of the integrity of this vision and of his often
solitary quest is how good his works, particularly the geo-
metric abstracts, now look, twenty years after his deach,
Monningron's work was firmly reoted in an intellectual
discipline instilled by Tonks and nurtured by his years in
Italy. Commenting on the fact that uneil the end of his life
he was to keep a repreduction of one of the figures from the
Arezzo frescoes always hanging in his house, Judy Egerton

notes that: ‘Underlying Piero della Francesca's work was

his belief that aspects of nature are most easily intelligible
in art if rendered in simple and regular forms of geomerry,
and by control of perspective. ‘Measurement, which we call
perspective” he maintained in his treatise De prospectiva
pingendi, was ene of the three principal parts of painting [the
others being drawing and colouring). Mennington’s admi-
ration for Piero della Francesca was to inform all his own
furure work, including his abstrace designs.s His carly
works, The Wine Press (car.no.6), Allggory [sec cat.nos.18-36)
and the Iralian landscapes need no explanation, they are an
accepted part of the Slade School/British School at Rome
ethos, which he shared with his wife, Winifred Knighuts,
Colin Gill, A. K. Lawrence and others. The commission in
1925 to paint one of the large decorative panels in the Pal-
ace of Westminster was a dream come true, and a logical
next step for an ambitious young painter whose Rome
Scholarship had been awarded for ‘Decorative Painting’, as
were the slightly later commissions for the Bank of Eng-
land. But where to go from there? The ruthlessly pure acad-
emism which he shared at this point with Meredith
Frampton, Gerald Brockhurst and a few others was very
much of its period; a valid diversion, but its repetition
could only result in sterility. Monnington's realisation of
the difficulty of finding a way forward is emphasised by the
fact that when he was elected as Ra he chose as his Diploma
Work, Piediluco, [cat.no.4z) painted in Italy some thirteen
years previously, but, as Judy Egerton states, he had “al-
ready turned from such crystal-clear visions of landscape ro
the task of deliberately obscuring landscape’s appearance
from the air." By the end of the 19305 Monnington had
given up painting and, with the approach of war, gratefully
turned his mind and intellect to the problems of camou-
flage.

Happily, alongside his mural commissions, the young

Monnington had also received several portrait commis-
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sions including one in 1932 from the Contemporary Por-
traits Fund to draw the Nobel Prize winning scientist Sir
Joseph Thomson [cat.no.166). Thomson had discovered the
electron as a constituent of the structure of mateer, and it
was he who stimulated Monnington's interest in nuclear
physics. [t was not until 1943, when he applied to become
an Official War Artist, that he was for a time able to over-
come the blockage that had caused him to give up paint-
ing. By then he had become deeply interested in acrody-
namics, and had over six hundred hours of flying time un-
der his belt, which had stimulared his fascination with the
aspect of land as seen from the air. Geometry and design
had become increasingly important to him; he loved draw-
ing radar acrials and acroplane wings, which he appreci-
ared not only aesthetically but for their importance and
relevance to the modern world. As with Picro della Fran-
cesca, so with aeronautics, it was the excitement and the
discipline which attracted him; he got so deeply invalved
that Barnes Wallis even asked him to help improve the de-
sign of a new bomber. It is the combination of these disci-
plines which gives us the clue to Monnington's later work;
it also explains why, despite his adoption of an abstract
vocabulary, these late paintings remain more closely re-
lated to the academic tradition than o ‘meodernism.”
Lawrence Gowing describes Monnington as a compo-
sitional master in the tradition of the grear Tuscan and
Umbrian fresco painters and quotes John Lessore, a former
pupil, as saying: ‘If anyone ever understood composition,
he did, and so drawing, the volume and movement of
which he explained geomertrically, not in terms of meas-
urement and surface realism: the appearance was always
subordinate to the underlying structure ... Every pencil
mark tells us a bit more about this unique character, the
extraordinary originality of his mind; every period of his
life - the Slade, Italy, the carly porraits and murals [House

of Commons, Bank of England), the ceilings, the Stations of
the Cross, the abstracts, every period makes its own contri-
burion. Only in this way can we grasp the size of his mind
and how it evolved and absorbed such an astonishing range
of experience, art and life, all perfectly connected and re-
lated.”” Apart from John Lessore, Lawrence Gowing, Judy
Egerton and David Storey, fow others saw, even twenty
years ago, quite how perfectly connected and related Mon-
nington's work really was. To most, as his younger son
James says, his father's later abstracts were ‘not immedi-
ately accessible to those who did not share his intellectual
concerns with balance and perspective” [p.1g). Gordon
House, who, as a young artist and designer, was responsible
for many of the Academy’s publications during the period
of Monnington's Presidency recalls that ‘for him the
Golden Mean of Picro della Francesca reconsidered with
the experience of the z2oth century had brought him o the
fringe of modernity. He spoke to me of the ‘magic section’
and had obviously taken in Ghika's Dynamic Symmetry
without missing along the way Mondrian's Broadway Beogie
Waagie."®

Monnington's austercly intellectual approach, com-
bined with his innate modesty, did not make it casy for his
contemporarics to perceive the underlying importance of
his work, but time has been kind to him. The ceilings at
Bristol and Exeter have matured well - unlike the earlier St.
Stephen’s Hall - and can safely be hailed as twentieth cen-
tury masterpieces, and the studies for them, prepared with
the precision and patience of a master, appear today both
strong and vital. Enduring qualities. Monnington, himself,
did not perceive any discrepancy between these geometric
works and the landscape and tree studies that he continued
to do uncil the end of his life. His enduring preoccupation
with Cézanne related not only to the Provengal master's

geometrical analysis of natural forms, but also to his
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custom of returning again and again to familiar subjects in
the constant expectation thar repeared artemprs ar depic-
tion would lead, through persistence, to an ideal solution.
As Monnington said ‘Surely what matters is not whether a
work is abstract or representative, but whether it has mer-
its.” Monnington's work has merits, even if it has raken

until now for us to be able o appreciare fully the connee-

tion and relationship between his early classic and later
scientific approach. Being detached from both the reac-
tionary and the avant garde in the aestheric debares of his
day he satisfied neither, bur through quietly and modesely
pursuing his own chosen path he achieved a synthesis that
makes him stand out roday as one of the unsung heros of
his generarion.

Tom Monnington, John Skeaping, Barbara Hepworth and Winifred Knighes

in the courtyard of the British School at Rome, circa 1925
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Tom Monnington: Remaking a Picture of English Art

ALAN POWERS

Where should Monningron's paintngs hang in a gallery
devoted to twentieth cenoury British painting? The Tate
Gallery has hung his best-known painting, the 1925 Allegory
in several contexts, as part of "Stanley Spencer and his
School’ and as part of “Realism and MNarrarive”. Monning-
ton's abstract paintings would not fit into either of these
categories. If the Tate wished to hang one, it would pre-
sumably go berween Ben Nicholson, Victor Pasmore and
Bridger Riley. Like Pasmore, Monnington's career is di-
vided between early figurative work and larer abstraction.
Micholson, for all his propagandising for abstraction in the
19303, also moved often across this line. As the darling of
such elderly academics and pedagogues as Henry Tonks
and Charles Ricketts, the young Monnington, seven years
junior to Nicholson, belongs in a different parallel stream,
both younger and older simultancously, an artise who
never sold a work through a commercial gallery and exer-
cised his influence through teaching not polemic. He sim-
ply does not fit the existing picrure.

The Monnington memorial exhibition at the Royal
Academy in 1977 made an even-handed showing of the
apparently disparate pares of his art. At that time, the im-
aginary figure compositions of his early years were remore
from current art practice and the Tave Allegory had not been
exhibired for many years. Art appeared to be following a
progressive path, typified in the Perceprualist theories of
Sir Ernst Gombrich, in which the end-point had been

reached at which abstract painting was accepred as

normal and painting itsclf was now the object of challenge.

It took another ten years for any serious alternative to
this picture to become visible in painring and crivicism.
The launch of Modem Pamrers in 1988 is 2 convenicnt
marker. Alternatives took many forms, from reactionary
market-led realist art, to the serious conservatism of Peter
Greenham's Royal Academy pupils, to the wilder reaches of
political and social interpretation offered by ‘MNew Art His-
tory' and the popular, challenging, figurative work of
young painters in Glasgow. It would not be hard to make
parallels between the media success of a young artist like
Stephen Conroy and the young Monnington, both
launched during periods of economic boom and social in-
security. Monnington returned to public view when the
Allegory was hung in John Christian’s exhibirion The Last
Romantics at the Barbican in 1989 and since thar date it has
reappeared in several rehangs at the Tate, its unique quali-
ties serting it apart from every context in which it is placed.
Twenty years after Monnington's first retrospective, he has
become a more understandable figure.

The first time 1 heard Monnington's name was at Ket-
tles Yard. Jim Ede owned a study for The Annunciation [car.
no.16) which was not hung in the house but was available
for loan to undergraduates. It was the only work of its kind
in the collection. 1 had never seen anything else like it and
alcthough Monnington was PRa at the time his work was
not generally known. Ede (born in 1895) and Monningron

met, One ASSUmes, sometime during the Yoars 1919 o 1921
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when both were at the Slade. They travelled in ltaly to-
gether, bur Ede’s awakening to other possibilitics in art
took place in 1924 when he met Ben and Winifred
Micholson and several major Parisian artists. In 1926 his old
allegiance was represented by the publication of his book,
Flarentine Drawings of the Quattrocento and by the purchase of
Menningron's Allegory for the Contemporary Art Society,
but in the same year he bought the collection of Gaudier-
Brzeska sculprures and drawings and there was almost no
further contact with Monnington, dutifully exccuring his
commissiens for 5t Stephen’s Hall and the Bank of Eng-
land, which belonged on the other side of a barrier from
Ede's new world.2

There are more ways of crossing this barrier to unite the
two sides than the conventions of history and criticism

have eraditionally allowed, however,

- NORTH AND SOUTH -

A yearning for the south is typical of Monnington and Ben
Nicholson alike. The south is the land of light and clear
form, of natural gesture. It is the actual and metaphysical
realm portrayed in the writing of their contemporary,
Adrian Stokes, whose memory of his first morning in ltaly
is as classic a moment of Mediterranean awakening as
Mennington’s Allegory, “On waking in the morning, I saw
through the open French windows, over the top of a russet-
red villa with green shutters, the Mediterranean, the place-
name of our civilisation, There was a revealing of things in
the Mediterranean sunlight, beyond any previous experi-
ence; | had the new sensation thae the air was touching
things; that the space between things touched them, be-
lenged in common; that space itself was utterly revealed.”™

This is the experience of north meeting south, essential
from Winkelmann to Kenneth Clark, with Ruskin, Pacer

and Berenson in between. In Monnington's great painting,

however, the figures are actual bodies, not idealised forms.
The awareness of separation from the south gives the paint-
ing its poignancy. As with Nicholson's paintings, it is about
love for a woman and the sense of physical well-being,
made vivid by an awareness of passing time and fragilicy.*

— FLOREMCE AND VENICE -

For Mortherners coming to [taly, as for the Italians them-
selves, north and south are represented respectively by
Florence and Venice. Florence, in Vasari's account, repre-
sents drawing, intellect and structure. Venice represents
paint, sensuality and improvisation, Mennington's orien-
tation could be dared ro August 1923 when he decided to
abandon copying Titian's Sacred and Profane Love for the
Rome Scholarship and chose instead an early 15th century
fresco of the Entombment in Spoleto.

In fact, his love, from childhood, was Picro della Fran-
cesca, siuared culturally and geographically between
Florence and Venice. In this, he was, at first unknowingly,
taking part in a powerful movement of taste in his lifetime,
Kenneth Clark opened his monograph on Piero of 1951 by
remarking en the quiet revolution by which the artiste
known to the Victorians but little regarded by them, had in
the age of Cézanne and Seurar, when artists were looking
‘not for fantasy but for order; not for grace but for solidity’,
had taken his place on a ‘New Olympus’s The first sub-
stantial book on Piero is that by Reberto Longhi, published
in 1927. As if to demonstrate the contemporary relevance of
the subjeet, Clark’s book is dedicated to Henry Moore.

- ART AND CRAFT -
The Slade School training which Mennington experienced
and the Rome Scholarship whose ethos was so closely re-
lated to the Slade are indications of the high value placed
on craft skills in painting. Sir William Rothenstein, who
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gave Monnington his first teaching job, ac the Royal Col-
lege of Art, after his return from Rome, believed chat paint-
ing was built on ‘intellectual as well as technical preci-
sion.'® Compared to his contemporaries Rodney Burn and
Robin Guthrie, Monnington displays precision in both
kinds that makes his early work convincing. In his own
line, the only contemporary to surpass him was his wife,
Winifred Knighrs.

The processof Monnington's paintings is made transpar-
ent, often by their being unfinished. In this heresembled his
wife, for whom unfinishedness went beyond circumstantial
causes to become a form of aesthetic. To many of Monning-
ton's contemporarics, the preparation for painting (to take
the title of Lynton Lamb’s book of 1954), was more reward-
ing than the finished product. The Allegory is not just one
painting in the Tate Gallery, but a group of perhaps fifty
works, composition studics, painted details and cartoons.
Even the finished painting draws the eye withitsellipses. As
Judy Egerton describes it, * “left” spaces at once lighten the
composition and intensify its enchanted air.'?

0w

= REMAISSANCE AND MODERNISM -
In leaving the Allggory unfinished, Monnington showed an
awareness that to finish the piccure would have been ro
diminish its imaginative quality. A Victorian academic
painter would have worked up all the areas of the canvas ar
the same time. Perhaps the narrow compass of tempera led
to Monnington's particularisation of derail, bur there
must be further significance in the way that the lake, hills
and trees are picked out in detail while much of the figure
painting is left unbegun. It belongs not to a continuation
of Victorian classicism but to the Modernist aeschetic of
the fragment, in which citations and references from genu-
ine or recreated ancient sources, such as one finds in the
Cantos of Ezra Pound, offer simultaneously proximity to

the past and distance from it by a process of disjunction.
This was a poetic response to the fragmentary quality of
the originals. It was Sigismondo Malatesta’s failure as an
Empire-builder that, in Pound’s account, made the
achievement of the Tempio in Rimini so moving.

Monnington’s Allegory exemplifies his honest under-
standing of the limitations of art. These made difficulties
in his life and limited his output as painter. His official
paintings at 5t. Stephen’s Hall and the Bank show that
completion can lead to a deathly finality and although he
could have continued comfortably painting these official
picces, he chose not to, and cntered instead a significant
period of artistic silence, painting no works of the imagina-
tion after the completion of the Supper at Emmaus (cat.no.yz)
for Bolton Parish Church in 1931 This, in its way, was a
Modernist strategy of refusal. 1t was clearly not an easy one.
In July 1943, Monnington [aged 42} wrote to his friend,
Lord Balniel [later the 28th Earl of Crawford and 11th Earl
of Balcarres), ‘I don't suppose you know of a job for an old
man like myself. Interest [apart from painting which I do
not believe 1 shall ever be able to do all day and every day)
any form of social work which will be a step to assuring
that the next zo years will not be like the last 20 years.
Luckily, Menningron found that he could return to paint-
ing, morcover to a kind of painting that departed logically
but unexpecredly from his previous position.

- FOEM AND CONTENT -
Monnington’s paintings are classical in their objectivity.
His ‘subject’ paintings are extraordinarily “abstract”. How-
ever moving or evocative they may be, they are generalised
statements. An ‘abstract” such as the Bristol Council House
Ceiling, the first indication of his new post-war direction,
15, on the other hand, quite specific in its content, concern-
ing Electronics and Physics.
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It was through his craftsmanly interest in radar and
acroplanes that Monnington worked his way back rowards
painting. The Bristol ceiling which marked his metamor-
phosis into an abstract painter was largely governed by
considerations of making, responding to the challenge of
working in situ in tempera on such a large scale. This, and
the ceiling of the Mary Harris Chapel at Exeter University,
1956, are sensitive and intelligent responses to the diffi-
culey of making monumental architectural paintings in
the later twentieth century. Their use of geometry offers a
rare mediation between art and science, rerurning to the
spirit of the quattrocento, and, in the case of the chapel, of-
fers a pictorial form embracing all faiths without loss of
symbolic strength. The latter work has an immediace effect
which conceals the soundness of its foundarions in practice
and experience. It could be seen as a commentary on the
statement of Proclus that ‘Space is nothing other than the
finest light'.'?

= SYMBOLISM AND THE SACRED -
In 1957, Monnington wrote of the Allegory, ‘1 am no more
able to explain its exact meaning now than [ was at the time
I painted it. The whele design cerrainly had a very particu-
lar meaning and purpose and was an attempt to express in
pictorial form my attitude to life - almest my fich.

The painting belongs in a broad category of works of art
of the 19z0s that were religious in intention without neces-
sarily any specific liturgical or narrative content. !

Monnington went on to paint other, more specifically
religious paintings, including the Supper at Emmaus and the
Starions of the Cross at Brede. Taking these with the Exeter
ceiling, one finds three very different approaches to the
problem of religious paintings, one narracive and fully pic-
torial, the second semi-abstract and the third completely

so. These differences do not, however, imply any disunity

of intention, nor are these ‘sacred’ works essentially differ-
ent to the sensual delights of the Allegory. The Stations at
Brede are a fascinating return to the Futurist’s search for a
visual structure to depict movement, modified by a limited
illusionist depth like 2 bas-relief. Their web of lines and
concave surfaces resembles Paul Mash's wood engravings
for the Nonesuch Press Genesis, 1924.

The strength of these works, as compared to more con-
ventional church art, is in their classicism. This was the al-
liance sought by Maurice Denis, who, in a series of essays
and reviews still little-known in England, revealed the
spiritual content inherent in the symbolist movement of
the 18g0s and in his own work, led a recreation of liturgical
art. It is significant of our construction of history that
Denis has been seen as a flecting avant-garde figure who
abdicated from the progressive movement in art. At least
he did so in a highly coherent and articulate manner which
has unexplored implications for our understanding of the
twentieth century art.’® Denis’s essays, collected in Théories
1890-1910, 1912, help to reintegrate the apparently sun-
dered pieces of Monnington’s career. ‘Les Arts i Rome ou la
méthode classique’, 1896, is a locus for the ideas explored so
far in relation to Monnington. In this essay, Denis defines
Symbolism as ‘a rruch confirmed at the same time by rradi-
tion and expericnce’. He defends an idea of classicism,
threatened by a new sensuality, as architectural, intellec-
tual and formal. This is analogous to the intellectual tradi-
tion of the Catholic Church, and Denis concludes, ‘the clas-
sical Tradition in its entirety, through the logic of its ef-
forts and the grandeur of its results, is in some manner par-
allel to the religious tradition of Humanicy,

‘De Gauguin et de Van Gogh au Classicisme’, 1909,
makes the additional connections between the intellecrual
and spiritual concept of classic art and the pracrice ef mural
painting. Denis emphasises the importance of art educa-

[14]

tion in an age of change, even if it is only as something
against which to react. Intelligence and clarity are exalted
and Gauguin's statement ‘Do what you like so long as its
intelligent” makes stylistic relativism a marcer of personal
responsibility.

These statements may take us through Monnington's
painting and drawing to the areas of his life which cannot
be represented in an exhibition, his teaching and his
presidency of the Royal Academy. It is a pity that we do not
have a text from Monnington to place beside Sir Joshua
Reynolds's Discourses, for, like Reynolds, he embraced a
European understanding of art’s importance. As PRa, he
has been almost forgotten in popular memory but when
the post-war history of the Academy is wrirten, Monning-
ton will surely emerge as a pivoral figure in the transforma-
tion from an essentially private to a public institution. As a
teacher, only those with direct experience ean speak with
authority. As John Lessore wrote for the 1977 catalogue, ‘If
anyone ever understood composition, he did, and so draw-
ing, the volume and movement of which explained geo-
metrically, not in terms of measurement and surface real-
ism: the appearance was always subordinate to the under-
lying structure. The quality that ser him apart as a teacher
was sympathetic insight. He knew exactly what you were
after and clarified your path according to your vision, not
his."#

Monnington still has much to reach us, including the
rearrangement of our imaginary museum of English art, in
which he should no longer be a marginal figure.

[15]
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NOTES AND REFEREMCES

Contact between Ede and Monnington was only
recstablished in 1972 when Tom and James Menningron
visited Ede at Kerele's Yard,

Documents in Monnington's file in che British School ar
Rome archives reveal that Ede opened negotiations for the
picture early in 1925 when it had hardly been begun.
Adrian Stokes Insde Out, 1947, p.32.

Morbert Lynton, in Ben Nicholson, 1993, is the first writer
o arrempr a persenal and psychelogical explanation of
Micholson's work, e.g. pp.83-91. [ believe thar this
approach could be taken much further.

Kenneth Clark, Prero della Francesca, Phaidon 1951 (new edn.
1969, pp.g-10.

Public Record Office Ed.24.1595. Rothensrein ro H. AL L
Fisher, 2z March 1920

Royal Academy of Arts, Monnington 1902- 1976, p.26.

This statement needs to be qualified. Monningten painted
an Annunciation for $ir 0. Y. Cameron to put in the
church at Kippen, near Stirling and an altarpiece for Sir
Herbert Baker for Church House, Westminster, 1939, now
lost.

2o [uly 1943, Crawlornd papers, National Library of
Scotland, 101/61.

Proclus, Elements of Physics 142a, quoted in Erwin Panofsky,
Ferspective as Symbelic Form, [1927), translared by Christpher 5.
Wood, New York 1991,

Queted in Tare Gallery The Madern Brirush paintings, drawings
and soulprures, 1964, p.443-

In arecent programme on Radio 3, Michael Oliver argued
for an understanding of Stravinsky’s work of the 19208 as
based on Russian Orthedox rhythms and harmeonies.

See lain Gale an the Maurice Denis exhibition at the
Walker Art Gallery, Independent 25.4.95: "Perhaps the clearest
indicarion that Denis's art can no longer be dismissed as
reactionary lies in comparison with that of Matisse. Quite
apart from theoretical writings, telling affinities exist in
their work ... an exhibition that offers a seductive
alternative history of the progress of Western art to a world
blinkered by formalise precepes and the jaundiced legacy
of a tired medernism.”

Maurice Denis Theones 18pa-1910, Paris 1912, [4th edn. 1920,
p.56). My translation.

Quoted in “Mennington: The Teacher and the Man” by
Lawrence Gowing, in Drawings and painrings by Sir Thomas
Manningedn pra, 1902-1975, Royal Academy of Arts 1977, p.15.



Mennington on his election as PRA
The photograph shows Monnington in his stiedio at Levswood, 1066
The PARTTITNG €0y the ease| is 1|r|||r ||‘!-r [esgen an Hl...ll..p'llul il 1|'.|||.Jl...'_ exhibited ar ehe Summer Exhabition 1956 515)
other studies iclude Depaiirion {Brede], Design for the Srairease of rhe Brirish Museum,

and designs for the Bristol Ceiling
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Tom Monnington Recalled 1

JOHN MONNINGTON

1 find it impossible to write a rounded and complere appre-
ciation in just a few paragraphs so, for this reason alone 1
will concentrate on a very limited account of my father’s
life and charactes

All his life he was beset by a firm beliel that nething of
any value could, or should, be achieved without tremen-
dous effore. This caused him to expend a greac deal of men-
tal and physical energy not only on his painting but on eve-
ryday matters - even the simplest correspondence required
several drafts. The effecr of this was to cause him o osaillace
berween periods of quier elation and bouts of depression
and consequent despondeney abour his abilities as an are-
ist. During my liferime, 1 don't thank that he ever felr to-
tally happy with any of his major creative effores. His pri-
puiry concern throughout my youth, in the sos and 6os,
was the effort of teaching pamnting to students who were,
im the main, unsympathetic to his perception and beliels:
the vital importance of a skilled hand and a4 searching
eve This feeling of impotence was, [ think, fundamental ro
his gradual metamorphosis from figurative painter to his
later state as a creator of complex spatial designs. Perhaps
this was an arcempt to grasp an msight into the newer
idiom of the artist at the time; thus ro resolve their expres-
sions by simplificanion into a form with which he could
properly relare

His concern with the structure of painting. which he
presumably absorbed in his youth from the works of his

Quuartrocento favourites, becime almost a laster-day obses-

sion. Gradually he ransformed the structuralism wichin
his work from being a framewotk, around which he could
waork, to a point where his overwhelming concern with the
spatial structure of the subject became the painting irself
This metamorphosts was achieved overa long period - per-
haps 2o years; in the course of which he carmed out a
number of major works: the Bristol Council Chambet ceil
ing and the Mary Harns Memorial Chapel ar Exerer were
borh completed during this period. These big works rook 2
heavy tall on his reserves af intellecrual and nervous en-
crgy. and for long periods he was unable to find 4 path tor
wards. Duning this period also he was frequently diverted
by his durties on the many committees on which he served
the Nanenal Arc-Collections Fund, and the Bnnsh School
at Rome csFLucruHx absorbing an inordinate amount of
rime. These administrative and diplomaric duties made ex-
ceptional detmands, bue | think it cin be said that he en
joved excreising his proven ability to persuade and moti
vareorhers

Mot until, a5 a com p]cl‘c SLFPrise. hewas L'tr-'l.'lt'r-{ PRA WS
he able to resolve these doubits about the direction of his ef-
fores. As pra he found a cause to which he could devore all
his convictions and, at the same ome, satsfy his creative
urge. His inborn ability to work with people ar all social
levels, pechaps aided by his muldly Fabian beliefs, quickly
established him as a rejuvenating and much respected
President. Moreover, due to his all absotbing effores on be-

half of the Academy, he was able ro forger o some extent



the worries and doubts he had carried unresolved through-
out his years of teaching at the Slade.

I have, so far, made no reference to his domestic life,
which was a counterbalance to his somewhar rormented
life as an artist. His home, created by my step-mother,
Evelyn, was a protective haven which restored his energy
and gave him the strength needed to keep faith in himself
and his work. He loved the truly rural life at Leyswood and
was, I suspect, never happier than when working at some
strenuous project in the garden with the help of neigh-
bours and friends. While working with such close ac-

quaintances he was able to exchange thoughts and percep-

tions on many subjects which were far from his own imme-
diare concerns, and his interest in literature and scientific
matters was profound and far ranging.

As a father he was quite outstanding, both by example
and by gentle persuasion. It was his initial infecrious en-
thusiasm for flying and, in particular his genuine hope that
something should be learnt from studying bird-flighe,
that caused me to adopt my eventual career as an engincer.
I am constantly aware that | was incredibly fortunate to
have enjoyed my childhood as the only son of two arrists.
My one regret is that [ never properly expressed my grati-
tude during his lifetime.

(18)

Tom Monnington Recalled 11

JAMES MONNINGTON

For an open, warm and affectionate man Tom keprt his
painting very much to himself, and his studio was remark-
ably inaccessible even to the family. Separated physically
from the house, communication, when Tom was painting,
was usually by telephone and visits, whilst not unwelcome,
were not particularly encouraged.

During the last ten years of his life - when [ was between
14 and 24 - | fele thar Tom's real work and his real actention
was directed towards the Royal Academy and, in a sense, his
painting was an extension of his responsibilities at the ga,
s he confessed to a sense of duty as President to produce at
least one significant work cach year for the Summer
Exhibition. Tom's studio werks of this period were non-
representational, undertaken in muted shades and not im-
mediately accessible to those who did not share his intel-
lectual concerns with balance and perspective,

I preferred Tom's "recreational” drawings in note books,
sketch pads or even backs of envelopes, reminiscent of
happy days out to the Cuckmere or to Newhaven, or of
helidays on the Donegal coast, Dorset or the North of ltaly,
These drawings of trees, rocks, beaches or churches seemed
an integral part of his "persona’ and reflected his keen
interest in the world about him and the acureness of his
observation.

[19]



The Ceiling for the Conference Hall of the new
Council House, Bristol 1953-56

JUDY EGERTON

Monningron began designs for the Bristol ceiling in 1953,
They occupied him for over a year. The first problem was to
create the impression of space and depth over a flat surface
of huge dimensions (approximately 95 x 45 feet, or over
4,000 square feet, it is one of the largest painted ceilings in
the country, and one of the few painted direct onto plaster].
This problem Monnington resolved as Piero della Fran-
cesca might have solved it, by a design whose perspectives
are governed by geometry and whose forms are irradiated
by subtle effects of light. But the subjec-matter, incon-
ceivable in the quattrocento, belongs to the nuclear age.
Monnington himself said that he had no wish ro imitare
the ceilings of the Italian masters, and was ‘very reluctant
to get involved in an imitation of narure.” A suggestion by
the Bristol city fathers that he should do, ‘something con-
nected with the Merchant Adventurers,” fell on deaf ears,
Monnington determined that his design should instead
commemorate those scientific achievements which furure
Bristolians would associate with the mid-twenticth cen-
tury, and which he himself had become excited by over the
last twenty years - modern nuclear physics, which
Thomson had first elucidated for him; electronics, which
had enthralled him firse in the shape of radie masts and
later in radar equipment; acronautics, whose laws he had
begun to comprehend during the war; and biochemistry,
where cnlarged photographs of recent research revealed
amazing quasi-abstract patterns.

The design was worked out en geometric principle gov-

erned by the proportions of the room, which is a double
square. What appear to be beams or struts divide the ceil-
ing into a series of geometric shapes - octagons, rectangles,
lunettes, and corner squares. Scemingly high above these
beams are the elements of the design: a central spherical
shape representing the earth, whirling in an atmosphere
which includes not only other planets but is now seen to
include electrons orbiring round the nucleii of radie-acrive
atoms. Four corner squares symbaolize developments in nu-
clear physics, clectronics, aeronautics and biochemistry.
The colours are muted. Only the beams are opaque; the rest
of the design, painted in subtly graduated shades of ochre,
light red, umber and blue, gives an effect which is mystic
and ethereal, like the coming of Neprune in Holst's Planets
suire. Bur the overall effect of Menningron's design com-
pounds the music of the spheres with the rhythm of mod-
ern machines which measure their activiry.

The ceiling itself took two years to paint Scott Medd,
one of Monnington's former Ra students, was his chief as-
sistant; John Monningron, his elder son, helped to mix the
size and the paint. The technical problems, the need for de-
tailed planning and the team-work greatly appealed ro
Monnington's temperament. They were able to start work
in April 1954, while the plaster was still green, and in a
slightly spongy state, which Medd recalls as wonderful to
work on, First the entire ceiling was sized with caleium and
rabbit-skin glue, brushed on in two directions. A platform

was crected over the entire ground floor, some six feet

[21])



below the ceiling. Then, from Monnington's detailed and
precisely-measured working drawings, the design was laid
out - using string rubbed with charcoal: laid over props be-
tween the platform and the ceiling, then pulled tghr, it
snapped against the ceiling to leave an entirely accurate
straighe line (distrusting ready-made scraight edges, Mon-
ningron laid our all his designs in this way, using string
bought from a ships chandler). When they saw che firsc di-
agonals thus imprinted from corner to corner of the vast
hall, Medd recalls, they knew that they were really in busi-
ness.

The medium of the Bristal ceiling is tempera. The col-
ours were ground and mixed with an emulsion of cggs,
chalk and water. Bristol's Clerk of the Works delivered bas-
kees of eggs daily. Only small quantities of paine could be
mixed at a time: it soon lost its virtue, and began to smell
evilly. Rapidity and continuity of work were essential; tem-
pera dries within minutes, making it practically impossible
to merge colour or to correct a mistake ('One dud stroke’,

Moennington had commented when painting Allegery thirty

years earlier, “‘might necessitate repainting a whole area’).
While they were painting, the artists camped out in an
empty room in the Council House; Monnington insisted on
a rourine of starting work at 6 am and going to bed at o pm.
The platform prevented any chance to judge progress at
ground level; only for the final stages of detail were mobile
scaffolding towers used. Vision was resericred to a small area
around the brush, the head always upwards, The physical
excrrion was considerable, especially as Monningron was
still teaching on Mondays and Tuesdays at the Slade, then
working the rest of the week on the ceiling. But he and
Medd were in the highest spirits throughout. The ceiling of
the adjeining Council Chamber, designed by John Arm-
strong, incorporates sailing ships and symbols of Bristol's
history such as the slave rrade. Monnington and Medd took
alordly atritude to the fact char it was painted in the artist’s
studic in Cornwall and delivered in a van in ten-foor scrips,
to be rolled onto the ceiling with adhesive. But Monning-
ton had driven himself too hard; in 1956, before the ceiling
was finally completed, he suffered a hearr artack.

Extracted from Drawings and Paintings by Sir Thomas Monnington PRA 1902-1976, Royal Academy of Ars, 1977
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The Ceiling of the Mary Harris Memorial Chapel of
Holy Trinity, University of Exeter, 1956-7

W. B. ([PETER) LOWE

The Mary Harris Chapel ceiling presented Tom with
problems. There were nine separate areas - eight of which
sloped - and four alcoves to consider, plus the concrete col-
lar at the rop of the walls.

In the centre of the important central section, a circle
was drawn with diameter equal to the central section’s
width - on this was drawn a square. The diagonals of this
square were rotated to mark off points on the sides of the
cenral section. These were joined to form two rectangles -
and the diagonals of these were rotated. In this way the de-
sign grew towards the East and West ends of the Chapel
and as far as the alcoves. A kind of simple modular har-
mony was established to provided support for the web of
light - and it extended down the sloping areas and to the
ends of the building. Shapes grew out of this geometric be-
ginning in a logical way.

When Tom visited Exeter Cathedral and saw the rela-
tionship of arches and vaulting behind the High Altar he
was fascinated. He had already established semething
similar in his design - and this similarity grew in the final
execution,

The ceiling of the Mary Harris Chapel consists of red

cedar planks with uniform gaps between them. Its was
hoped that the eye would not notice the gaps. Cil paint was
chosen as the medium. The cedar was scaled with a special
paint - followed by several underceats - and a final coat that
was able to take watercolour. Before the oil paint was ap-
plicd the whole design was carried out in 2 monochrome
watcrcolour [cat.no.1 36). We were reluctant to cover thisup
because it looked enchanting. The problem with oil paincis
its tendency to look heavy in a ceiling and its habie of re-
flecting light in an unpredictable way. To counter this the
colours are very light in tane and the ridges that il encour-
ages were brushed out to form a mate finish.

Apart from all the problems of organisation and design
- Tom had an additional worry. He had to the entrust the
execution of his brilliant idea to others. His health ac thac
time was not robust and he was discouraged from climbing
ladders. Much of the paint was mixed by him - down below
on trestle tables. [ts was ladled ento saucers and applied for
the most part with varnish brushes. Tom was meticulous
and supremely skilful and bore the respensibility of a large
endeavour lightly - and he was endlessly entertaining all
the rime.

[23)
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Whnter, 1921-22 5
Onl on canwvas, 122 x 218cm 48 x B5in

rrovesance: The Bninsh School at Rome, Lowther Gardens,
London; Sotheby’s, London 1 gth Ocrober 18z, lor 118,
purchased by Abbat and Holdet; Alan and Susanna Powers
exrinrTED: Exlibition-of works submitted in the final compesstions foe
the Rume Schalarship of 1z Royal Academy, Febouwary 1923,
Intertutiional Exhilition of Moder and Drecontive Lndisrial Arr,
Paris, Aptil-October 1923, British Scction, Grand Paliis | j0q]
trreraTuRE: Hlustrared London Mews. ioth March 123,
val.1éz, p.366. [ Reproduied)

Winter was Monnington's winning submission for the 1922
British Schoal ar Rome Scholarship in Decorative Panung,
The landscipe is based on studies looking rowards
Clercbury Rings near Salisbury. undertaken during visisin
1g21 to theartist's cousin Dr. K. C. Monningron, In a review
in the Observer, |22 February 1923), . © Konody pratsed
Monmingeon's pamiing for being stezperd in the best traditions of
thie Bralian Remuosance. i oedour ol b thereds a markal seise
wivle in ek design.

ALk wiily the Irahian Renatssance can be demensorated
mare spetifically in telation 1o the work of Pieto della
Francesca: the young pessant leaning with both hands on s
spade is  possible cchie from the Discovery aid Proving of the
True Cront [San Francesco, Arezzo). The man sirring on a rock
in the middle of the compesition appears to be based on the
figure of 5t Joseph (in reverse] in Piero della Francesaa’s
Adararion. Lam gratelul vo Professor Luciano Chelles for these
abservarions
Lewit Dy Socha Llewellym ined Puil Liss

Pastoral Scene— Destan for a Decoranon, circa, 1921
Temperaon paper. Lunetee 27% 76.50m / 1o¥ix jom

It is eempring to tssociare this lunceee with Charles Sim’s
praposal that students from che four chiet Landon pamning
schools produce luneutes for the decoration of County Hall.
Thie prescribed subject - public parks and gardens under
the jurisdiction of the London County Council - however
seemns to preclucle any direcr conmection. The panting is
clearly closely celated o Winter in ses subject marter. colour
and gomposition.

[ 34

Study of a child, 1922

Sanguine and black chalk, 363 % s8.gem 144 = 10%hain
exierTED: The Slale, 1871 -tgri, Royal Academy, 1971 | 128),
Monnington, 1977 (1)

vrrerature: The Univéssity, no.i, Easter 124, Supplement,
The Work of the Slade Schoel, privi Andrew Forge, The Slade, 3, in
Matlf, 6. Spring 1061, pyg. lig. 4

The Slade awarded Monnington Firse Prize for Head
Dieawing, for this work in 1922 The subject is Dorethea,
vounger daughter of the artist’s first cousin, Dr. R.C
Maonnington.

Lenit by the College Art Colléctions, Universiry College, Lotubon

THE BRITISH SCHOOL AT ROME

The Wine Press, circa 1923

Egp termpera on canvas, 1016 x 150.20m /[ 4o x galain

The Wing Pagss was painted bn Rome, circs 1gz g, for Lord
Balniel, later Earl of Crawford and Balcarres, (see catno. 170k
Pencil drawing visible over the paine layers, for insaance i
the left-hand baby's fegs, represent [aver adjustments to the
composition that Monnington considered.

Luctano Chelles has pointed out thar the shed on the left
and the baby lying on the ground ace both borrowed from
Picra della Francesca's Adoratien of the Chnst Child, {National
Gallery, London), The Adetarian was a seminal work for
Monningron - he steributed his deciston vo become an artist
o the revelavon of first secing 1t in the Natienal Gallery as 2
bay. The hill rown - rendered ina rypically Quatrocento
mtanner - recalls the background buildings in the Adwanian,
The town is based loasely on Orviereo and the double arched
conatruction ro the lefrmore specifrcally depices the Porea
Rocea which stands ar the rown's ourer walls.

The mian with crossed legs isa likely echo from Piera’s
Diith of Adam {Arezzo|. The figure pressing grapes derives
from one of the archersof Pollamolo's Sam Sebustan,
{Mational Gallery, Lendon)

Provare Collection

Itahan peasant woman: a study for The Wine Press,
cirea 1923

Pen and sepia ink and wash, heighiened with white, with
soime pencil cormections, 36 x 32.5 cm., 22x 280N
EXHIMITER; Monmmgton, 19577 7]

This study was purchased by S Joseph Duveen and
presenred by him o the Briosh Museum m 1927

Leint by the Tricites of the Brivish Muaseum

Ttalian peasant woman, head and shoulders: a study for
The Wine Press, cirea 1923

Red chalk and pen and sepia ink over pencil, squared for
transfer, 10% 9.4cim / §" M % 3Min

Orvieto: two studies for The Wine Press, cirea 1923
Peneil on tracing paper.
overall dimensions 31 & 23em  12be«0m

12

13

14
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Tove Orvigraanad regand itas my haeme i Braly ovove s any arher
place, Monmingron to his brother Meredith |23 August 1923)

Baptism, cira 1923
Pencil. penand mk, 17.8 < 25.4cm /7% 1010

The composinon is indebted to Piero della Francesca's
Bapttine. The paimeing i close i speri ro Monningron's
Mlegory {sce carno. 1) and is hikely to have preceded (e

Baptisim, cirea 1923
Pen, mk and wash on racing paper, 17,8 x 25.40m /7 x 10in

Baptisit, circa 1923
Inscribed wich colour notes, penctl and brown ink,
15.2% 1qem [ Sx §4m

Bagtisin, circa 1923

Pencal and brown ink, 15,20 14em /6« 5 m

Baptism, circa 1923

Penal and brownink, 15,2« 140m /6= 5400

L1




15" The Annunciation, circa 1924/5

Ol on canvas, 99 » tg5am/ 19 370
rrovERANCE: the Re Hon, B Leverron Harmis
exsmrrre Exlibumm of Werke Salvinronad e sl Prelimiiey
Capiprtitiaies for the Towe Schuwla ;|n}n-| 1g, LogeHlier werth Smng
E :_|_l||||,|'||.-_| of the Wtk of Roste Schalan, Roval Academy, March
vgze:; Diiapired by ealy, Exeter Museami and Ar Gallery, Auguse
Sepreimbet 1008, (211
Although the subject of this painting bs unclear it is most
Tikely ve be the Annenciation exhibited ar che Roval Academy
in March 1906, A reference by Monmington in Decerriber
1az4; of his intention to pain aeogher ymaller preruresome werk
for whisih § hue ity done, i addditien 1o has Allggery, may
relace te this pamong. In anocher leczer; from Jim Ede, thic
Brriash School at Rome o informed thar M. Leverton Flacns
tisted as the awner of the patnting whien exhibired ar the
Rival Acadermy - theaght of guerg trser the proture b i see dhay
a petit b Bardly hegan (23 Marcl 1g2s)
Vhae painting appedrs (o besct i the Borghese Gardens,
the sertimg Knighes used (o lier Mumingge ar Ciing, [ 1p23-26]

The Annuication, ¢ 19y
Pencil, pon and ik, warercolowr and bady colour,
1965 3 p0m 0w ERin

Lene by Kennles Youd, Univeraty of Curtridige

Woman, standing: a study for The Annunciation,
cirea 1924

Peawil, 3452 v Bem J gl s Fin

Study for Allegery, crea 1924

ol “.” traciing e, Laid o oard, :.;.|u_1|4.'4.l for pratsfer,
s grarm ) ralsw peVm

Exauinrrriy: nspieal by lly, Exceer Museum and Arc Gallerye.
August - September 1006, 21

Monningron's Allegery [Tate Gallery] was the muajor work of
his tenure 23 Rame Scholar in Decorative Panong. The
carvoen and relaved studies. commenced in the Spiing of
1924, occupied the larger part of his seoond year: He
commenced the executian of the painnng, which was o
accupy hus chird and final year, i March 1p25:10was
{}I.iTL'h.ul.'l:r in Bome, by _|11'|| Ede lar rl‘li‘i._l'lntl:“l'l'rpl.\l.\r‘l.' ArS
Socicty beforeir was complesed, and was proemied 1o the
Tate Gallery i 1959

The exace meaning of the Allagory is wicdear and Mon-
tinpren himsell remained elusive abour i invited by the
Tare 1o explain it, he eeplied, The ided i a bircomplex and was
brased am the ssorivof the Garden ef Eden. buz rather o perio]
mtripretaecon of it (lerrer of 13 May 1o53). When pressed, afew
years later o elabarate, ke answered, | don tihink s perures has
anmyrhing ro clo warh the Gurdes of Eden story, but Lam wa more athle ro
f'|_i||I||.|1| LELFATiFe| II]f.l!,'llll‘!l now l]'l,l'll 1 Wi llr!hl feme rJh‘““’EII I Thl’
whals dosyr cemamly had o very porrimbive mesmiing and paspose al
with ranatkeeenpt o express b prcrarin! e iy wmniniale oo fife - almairing
fieh 2 April 1957 Having 1o be content with thas, the Tare
Gallety rennled the pretiore Alligen - Monninguon huving
always velerred o e simply by the ole Decoratis,
leonmygrapliically it coneaing elements of several myths but
miost abwvicaslyThe Gaiden of Love: specilic episodes within the
panting are rernimscent of Adam and Eve, Apolloand
Dapline, and The Fountain of Youth

Luciano Chelles has potnred our tha the composition 1
e some cxrens an adaptantion of Piero della Francescn’s Death
of Addenm {San Francesco, Arczzo) and reproduces specific
elements such as the figure saring an the grownd and the
placing of  large wree ar the centee of the composition
Rickerts and shannen, reparting to the Faculy of Paincing
af the Britith School on Monninimon's progress with lis
Diecoration, observed char e was kednly glive to ehe meein of the
Munsterpizces hie had g2 in Dnalv sl alfive o the eechaieal pracrises of the
Mastens | 12 January 1925
Lerit by Scecha § Leswe] i aomd Pl Liss

Study for Allegory, circa 1924

Couacheon trac iy paper, Laid on board. suared for
transler, 366« S10m  lalLx 2qm

The nun on i ladder in contemporary dress and the scated
mivinks below are omiteed (rom the final com position

Study for Allegory, central section, arca 1924
Oil on tracing paper. squared [or rranster.
el zrem S8V« B

Study for Allegory, lefrand central secnion. avca 1924

Watercolour an CEACLING PADCE, 34.% = J5em 7 (355X 2 1han

Study for Allegory, left secrion, circa 1924
Watercolour on CEACIG pApeT, 4352 wgamm [ 0y x Fhn

> I"f*"".’-_.‘_ e
'tj‘sg:_-j'




23" Study for Allegory: head of woman to right, circa 1925

Iizstrated on frone cover, odl, 28 = y&.2cm | 171 = 190
ExHOTEny: Jspeed by (li, Exerer Mussewm and Are Gallery,
August - Sepiember 1508, [ 19]

The woman runming to the rght essentially reproduces
(it tiverse] the iigure af Flora in Botricelli’s Primavent. The
presentation s also reminiscent of the Mecing Aguie in
Botticelli's Calummny of Apelles Monningron would have seen
both paintings in the Uffizi during the month long study
teip to Florence [February/ March 1924) undertaken
immediately prior 1o starving his Allegary,

L by Kb £ Levwe lym i Poamil Liss

24 Cartoon for Allegory: head of woman o right,

3

e 1925
Pencil ansd brown ink on mracing pape,
406 % 45 1o tE s 1IN

Lenr by Al and Saganna Pewery

Study for Allegory: head of woman to right, cirea 1925
Penanid nk and tempera an canvas,

t4x Bdom f5Ve s 30

The medism of Alcgery was pure egg tempera - Monmington
ground the pigments and mixed themn hinelf

Lene by Alan and Susanna Pawers

20

27

28

9

EL

i

i3

34

vy s Allegory: head of woman to nght, circa 1925
Pen and ink and rempera on canvas,
tnsu o/ e thym

Study for Allegory: head of woman to right, arca 1925
Pnscribed in the arvist’s hand, o a label [versa], Head of Girl,
(Mot ForSale)

Pen and white chalk over peaal.

sight size 205« 16cm / B x 6hain

ExiniTe: Daily Expres Young Armises Exhibmon

LEIECA Lo

Lentt [y Johm Mommingeen

Study for Allegory: head of woman to centre, wich
flower, cirea 1925
T¢mpc:rn oncanvas, 115 18 5cm /gl o rtim

Study for Allegory: head of woman to centre, circa 1925
Red chalk: pencil, two sheers,
I.'ﬂl.'ll g xiemy by x8um

Cartoon for Allegory, arms and Narasst, ciraa 1925
Pencil with sanguine o soverse on frcmyg pager,
dLEE300M I IFE LD Wien

The cartoomns ani studes Monaingeon Das made . are charaoersed by the
atmcest thomanghress snel care; o s of T pene i diswing s of Fands,
fear. plime forns ex" bemg quire nocable i therr sense of fmish and beaisry
(Charles Rickerrs, lemer to Evelyn Shaw, 13 January 1925]
Leng by Aban andd Susanna Powees

Cartoon for Allegory, White Campion, cira 1925
Penand ink over pencil, 163 x 9.5 omu 6z x 3 4an

Study for Allegory, olive branch {recto); study of heads
(verso], circa 1925

TPencil and watcrcolour on huﬁ‘;upcr, by wratyn
EXHIETED: Monmagren. 1977 10

Lent by Lady Monmimgeon

Carroon for Allegory, branch of olive tree, ara 1925
Pencil with maces of sanguing, (8.7 53 cm; 1504 x 207400

Cartoon forelive branch, arca 1925
Pencil witly races of sangume, msenbed i red with coleur
maes, 18,7 < sy oo o8 = 205N

35

36

37

18

9

Study for Allegory, elive tree, arca 1925
Pen and ink on tracing paper, 18« yrsem | 11 xizyin

Study for Allegory, olive tree, arca 1025

Penand ink, over pencil, squared for transfier with cotton,
B yrosem ) 11w 12hGn

Lent by Liady Martingeei

Study of Phlox

Pen and browrink over pencil, j4 = 280m | 155 = 10l dn

Study of Narsst

Peneil and chalk, 135 35.6cm /142 0%in

Study of Narcussis
Pert and ik over peneil, 1.2 20, 40m [ 4 x84 4in




ITALIAN LANDSCAPES

4o Umbran Landscape, crrea 1923
Ollon boaed, 209 p3em /ete = 13in
EXMIRITED: Monnimgton. 19716
InAugust 1gz3 Monnington reported po his Faculey thar,
ek v et 8 foovaradd dheot 1 wects inalile eo get on with my work im Rame
dnel consequuentdy .. Fam doing seimne Tnndseepe stisdies whichwill |
harpe coime i ssefiel for huruire pictures. These were undertaken
around Mocera Umbra, Umbna. This work 15 closely relaved
to the landscape i The Wiree Press (canno.é)

Lent by Jusies whid Mory Metotsaion ot

41 Caroon for Umbrain Landscape, area 1923
Pencil on tracig paper, squared for erinsfer,
1o 285em ) shy wabin 43

42" Predifuco, circa 1925
Oilon panel, 43.2 < rem ) 7= 24in
EXWIHITED: RA 1939 57) Lyons Salom 1955 Russell-Cores Arc
Gallery and Museam, Boumemouth, 1085 (46]; Bicentenarny
Exhibition, 1768 1068, i, Decomber 1968 - March 1odg
[Engz): Nortrg ham University At Gallery, iovg (41 )

Gallery, 1982 {64} Cheltenham Are Gallery and Museums,
igds | oyl The Edwandws and A frer, Roval Academy, 1088, (41
trosgered by loly, Exeter Museam and Art Gallery, Augrust-
Sepremiber roos. | (8] 47
LITERATURE: The Edwandss and After, The Royal Academy of
Arcs, 1088 poag; Bcenenary Extubncion, rref—1o68, wa,
December 1063 March 1otn [Daaz)
Piediluco [Tiverally foor of a sured grove| s 2 small Unbran 48
rown between Ternand Rieti, The Lake of Plediuco,
seventeen kilomerres m circumiberence, is surrounded by
wooded hills, tall birches and fies, with occasional vine- 49
yards. From July to Scptember 1 gig, Monningeon sned
Knighrs rented the top (loor of 3 villa overlooking the lake;
the landecape around Piedilineo provided the background 50
far Allegor

Tom b grnt ll oy becuuse lie e oy Dk ggrovimbs for s g plctare,
Kniglies reporeed to her Aunt shortly afeerarrivingat
Piediluece |18 July 1o24) "Weda neching st work, all diy and
ewerly, Toongoes dur with che boae wll mirmimg anbagiom ar g ndf 8
[ 10 August 19z

40 b

Mmuungmn, b, Loe l Lewcestershare Museuim dnd Art _,!({

The pancl was presented by Monningron as his Diploma
Waork on his election vo the Royal Academy, Ina letter o hns
student Hermione Hammond, daced 6 April 1939, Mon
ningron commented thar he was smewhar ashamed of the
painting, describing icas, an ngmificont landsarpe L many
pear g at Fledilue,

Lemrt by the Reyal Acadery of A, Lanifon

Study for Prediluco, cirea 1924
Watcrooliur and pen ancl ik on taemg paper,
28 x gl pom v ot

Lake Piediluco, circa 1924
Pen and ink and watercolour over peneil.
§E4 & qg02em; tabs & robain

Lake Piediluco, looking towards the hill top village of
Labro, circa 1924

Pen and ink and watetcalour ever penal,

frg = ghtom ) iete s 19'in

Wnrmg from Piedilaco Kmights described Labro as
avietlaaking oine i of the kake ~ anesf che manr v misdiae!

i in Daly | 16 Seprember 1924

Study looking across the lake to the villuge of Prediluco,
CIrca 1924
Pencil, chalk, pets and fnk, 425 82.80m /1348 24000

Lake Piediluco, looking towards the hill rop village of
Labro, circa 1924

Pert anid ink and warercalour aver peneil,

fo g = dqer2em 0 ahy = 19'sn

Lake Piediluco, circa 1924

Pen, sk And wash, 208 = 31.0em1 0 pbs = 4 20N

Landscape with figures
il on canvas laid on board, 25 < 2eem /o7y = 84500

Landscape

Ol on canvay baid o board, 254 02.00m [ jox gin



ST. STEPHEN'S HALL,
WESTMINSTER

The English and Scorrish Commissioners..

Full s1z¢ carioon, on rwo sheers, for The Baglish usd Setnsh
Conitmigsiammy resent o Queren Anncar St Jumeee’s Palace she Arvicls ol
||_-.|rr.-.|:|r|||: for the Poerliconserpeary Ulinpom of |||.nf FWo CounTies, o,
Discorarion farSe Ste |,||1,c||'\. Hall, Palace of Weseminseer,
1037

Sigmed i ik lower left, and lower nghr, inscribed i the
miargen with names idenalying the figares, and other notes,
black chalk and wash, squared with pencil and red chalk,
FEE. 0  pgBom  riB K 11N

OTERATURE: Apollo & 13, Seprember agaz i 111,
reproduced 118

This was one of erghr subjeces ser by Sir Henry Newbalt for
the decorative scheme of history paintngs in St Stephen's
Hall in the Palace of Westminster. The paintings. by eighe

sruists working as & wwam undera Maseer Painter, Siv Dayid

Young Cameron, were cxecuted in marnt oil colours in 52

marble mediuny Orpen was ongiaally scheduled o pamg
this subjece bur dropped our, Cameron inviced Moniing-
ton, then aged 23,00 tackle jomstead. Monningron was the
youngest of the veam by 1en years and his inclusion - despie 53
grumblings trom Rochenstein abowt g rpportant wall space
reamerreed wanmgeters, {William Rarhensten, Sence Fiftv, 139,
p-25), i evidence of s prodigious caly reputation
The finished work s g« 15 it Monmington clesrly based
his composinon on Peter Angels's Quee Ane and the Kinghes
af the L..Jlm.iu:lu-.'d im 71 4, | Mational Porteait Gallery] A
simall scale preliminary ol shetch [ g g4y was given by 54
Monningeon te Cameron. who bequeathed 1cta the
MNational Gallery of Scotland. A sangume study for the fead
ol 1 nobleman was purchased by the Comemporany At
socicty and prosented o the Briosh Muscumm gzz §5
Monmingron was working oo the Carteon when visived
by Tonks m Febmuary 1037 Tonks, Monnmgton reported o
s brother, seemad mo Iike the wark verpuel| . Winever elie e mumg
[re. Memnmgron added, Teaks i a vere grat o 56

37

Decorarion for St
Seephen’s Hall. Palace
of Westmmnster, 1927
Tl Erggliah wrl Scnersh

L .'||'||!'1"-‘-':I.'|I|."|I I"‘ CREIL D
Qu.'rl-. Arisid al S ]JIII'Il'\I\
Paluse the Artscles ol
Agpreermient for the
Parluvmentary Uian of the
1 OIS, 1707,
Onilon canvas ove

pancl, o« 14/t

Compositional Study, arca 1926
Whash and poncil on imacing paper, 355 % $3.5 00 14 2000

Privasecoblecmon

Composiional Study, circa 1926

Per and ink, exensively inscnbed with notes,
25.q % 20 om | ros Bin

This sheer represents Monningron's early adeas bor the
compositien, A quanticy of similar shecis demonstrate the
extenaive hestorie research that Monningron undertook for

the composition

Compositionul Study, circa 1926
Penand ink on eacing paper, 19 = 27em /7o x 1oty
rroveENANCE Randolph Schwale

Composteional Study, circa 1926

Pen and ink and wash, with white highlighes, squared in
pencil, en tracing papet, 16 5 2i.50m /6%« olan
rroviENance: Rindalph Schwabe

Study for Queen Anne being presented with the Arnicles
of Agreement, ¢irca 1926
Pen and mk over peneil with traces of recd chalk oo oaong

paper, ¥.8x a7 00m | 14 s ehim

Partraut study for the figure of Queen Anne, circd 1926

Red chalk, 436 = 35.8am [ 17 e 140

Wimitred Kmighres served as the model for thas sudy

w
o

59

60

a1

63

64

Drrapery study for the figure of Queen Anne, cirea 1926
Red chalk, squared in pencil, 36 28em /142 10n

Study for the head of a nobleman, circa 1926
Pencil, pencil, 33 zqem 1329700
rroVENANCE: Lady Allen of Hurmwoesd

Full length study for nobleman, >3 rear view, cirea 1926
Signed, brown and whize chalk over penal,

5.9 & 11.70m

i x 1atym

Study for trees, St. James's Park, ciraa 1926
Penicil, imscribed with colour note,

to.zx 2zocm ) 11 lsxgin

These appear on the night hand side of the composition,

vimwed throu gh the window -;n'l.':lr»rl-li.ln:.: LTl JJIII'.'\--!. Park

Study for trees, St James's Park, circa 1926
Pencil, with traces af red chalk, 20,2 = 22.0em /11 Y 5 9in

These appear on the et hand side of the composition

Study for the right hand currams, St. James's Palace,
irea 1926

Pencil and red chalk, 55.9 = 36.80m / 2z.x 144 nm

ExH e Momningeon, Royal Academy, sgrz {i5)

Study for the central curtains, St James's Palace,
anca 1926

Pencil, 35.5 = 28cm / ygx 10m

57 il
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THE BANK OF ENGLAND MURALS

Porrrait study for The Doorkeeper receiving a Message
i the Entrance to the Parlours [ The Strong Group),
CIroa 1932,

Chalk. squared for iranster, inscribed with nores,

youg = g S 12 x poin

The 51, Seephen’s mumls inspired the Directors of the Bank
of Emgland ro commission & decoranve scheme vo celebrare
the Bank's ""'I'”'l‘l“'-ill""!' SirHerbern Baker. Cameron again
co-ordinated the work ol a team of armists, five of wham -
Clausen, Gill, Lawremee, Rothenstein and Monnington

had worked under him 28 Westminster. The J‘i:.lli-;.;r'.'l
receewing i Messdge ja the Entranee to the Purlours, wits the second of
Monningron's thiee murals, The scheme, which was widely
criticised, was 4 disappoimment to Monnington: they
certainly look shocking and I forgiveany inticism , he contided wo his

brovher |6 Mav 19321 The Times surmused chac dve prolilem wos

to camehne @ docwmment with a decoraoo [ g0 April 1932]
The fimal panung which measured o7 = 52 inches was
conmplet cd i gy This stucly 1 of the conrral of the three

figuses, W, |. Srrong, the doorkeeper

St |n{'|* for The [“I'L'urh‘.:p.:l Ra'u:n-':rtg a Message in the
Entrance to the Parlours, ciraa 1932

b

Black chalk, 2.5 x sgem f 1ztix g
ITus and the following two drawings are studies for the
Parlour Messenger. (H: Gardner), who appears on the lefy

II Ill-il.'\l-i!l'l'r |]II' e II

Studf'p for The Doorkeeper Receving a Message in the
Entrance ro the Parlours, cirea 1972

Pencal, 45 = 28cm 174 < tan

‘J'Elld_'r_ji‘lr The [}ﬂﬂrkrrpn:r Receving a Messagein the
Entrance to the Parlours, circa 1932
Pencel on mracing paper. squared

SOLD X FFCTI ) 20X AT

eral Works Manager and the
uke Printing Works, circa 1934

dimk, 34x 25cm /134 x o Vigin

anstudics for his third Bank of England

e complered the carcoon in 1936

i for St Litke Fronting Warks,

paper, squared; 30.5 X 14.60m 7 12

5 am

[ fgure St. Luke Printing Works,

papet; squared, 2.0 % 15.40m /9 »

1onn

A Director Annourtcing the Bank Rate to the Chief Offictal of the Bank of England ['No Change'), 1932

Ol on canvas, g6« vizin, Bank of England, London

Reproduged sonrresy of Thw Gavernarand Company of the Bank of England
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SUPPER AT EMMAUS

Supperar Emmaus; 1931

Tempera on canvas, 511 x 1ga.5cm [ 21 75in

I'he supper ae Emmuus was commassioned 15 3 memorial (o
Marhan Barnes in che Ommmeod [_'|'..|]u'| of 5t, Perer’s Partsh
Church, Boleon. Lancashire; stowas completed in wgg0. The
subject 15 the revelanon of Chnst Resurrected o two offus
disciples ar Emimaus [Luke 24.13-26). leonographically
Monmingron s nterpretanan of the story 1 a conventional
one -on the lett Christ appesrs ro his disaples: in the cenrre
the supper takes plice; on thie righe the disaples depart o
spread news of the miracle. Parallels can be drawn between
the compasition, exccution and colaur of Monningron's
S it Ennrerams and Kis g i aliar P ler the Milnes
Memutial Chapel, Canterbuiey Cathed ral. paimred between
1928 and 1935, "N reviewing Monmington's” work [inan
unidentified newspaper curming i commented: Of modern

Ealish reliaaons puinters ane can only think afone atler - Stanley

Spericer - whitsinikes the wime swote of sonceniny: he prassed che subile
wwstveryay benee ke ehe s eoaethier, and particular by admared
rhe leficsonsly paned and wery English landscape backgrowed — donem
the |'r||4:r|||;' wom ||.|||;||||J sl weruder v ves ileran |

Lent by 8¢, Perer's Paral Chinechy Balrea

}l.'IIPlTF! ar E"'I"HHL'-::\HJ[I.” 'E-l.l.i!l.' VEFSIOIL, €1ria 1931
Chalk, eravon, watercolour, body calourand fimal souches ol
pencil, 4.8 % 16.2em /) S cdtan

TROVENANCE: Meredith M1'|||1|||::|E:1::|||

EXHIITED: Monningion, 1977 18

Lrmr I'I.' famesam | Banry -\1-ill1ll.‘-llc.'fﬁ'l

74

3

Supper at Emmaus: small scale version, crea 1931
Chalk. over pencil and penand ink on tracing paper.
4.5 % ddacm SV x Ehin

rrOvERANCE: Rodney Bum

SIU{E],' for the head n_f-(,'hm:. CIren 1931

Penail, squared for transfer, 178 < 133em | 7sbam
Although lessapparent m the fimished pamcoog thes study
suggests that the head of Chrisewas based on aselt porerai
The direct gaze, a fearure retumed m the fmished pamong
where Chist looks directly our o the viewer, i unusual in

deprenions of this subjece

Study for the head of Christ, circa 1931
Pencil, squared fortransfer, jo.2= 23.50m /1% = 9tim

Lene by Jasmes mnl Mary Monsungeon

Landscape study for the right hand side of The Supper
at Emmuus, circa 1031

Pastel over p|::|14:1|. jr.8 x g 3:8cm S ity aarium
Manmingron pamnted the backgrounid from studies made
near his mother's house in Sussex, where bhe and Knighes
had a cottage and a bamn, seen here, which served as a studio

FMrivaee oollecuan

St Anne, arca 1930

Ol e canvas, Lo on board, zocm / 7Han diameter

St. Anne raditionallv wears 2 green cloak ovier 4 red robe.
The model depreeed is Elizabeth Manmingeon. the arist’s
rmother. Although not related to the Sigger ur Ennain

stylistically the parmting dates o ehe same penod.




79

51

BRITISH LANDSCAFES

Garden with two figures, early 19305

Warercolour, pencl and gouache, 252 330m / ity= 1300
This scudy s possibly scr i the gaeden of Tonks” house,
The Vale, Chelsea Monmingron and Knights occuped the
ﬂrm_md floor (roma gyo-37. T he COTTT PO 15 SIEI‘IF‘I;:!‘.

rerminiscent of the Amunaatan | cAt. Ra.1 5

Mother and duld, circa 1934

Browm ink and wash, 24« 70.8¢m /gl rx 12400
Serwithin the same garden as the previous work, this
possibly depices Rruglies wirh theirson John [born 1934

St. Mawes, Cornwall, 1934

Stgned wath iniialsand dared

nlon p.m:l. 26,79 1550010 104 % 1400

FrovENancE: Meredith Monminglon

EXHIBITE R Monmngren, ig77| 28] L..l'l-|m-|u'1=| Britmn,

| Bso- poge. Arts Council 1983 [ 202)

This s view of the harbour ar St Mawes with Pendeonis
Castle (left] and the rall circulie central fore of Henry VIS
Castle it the distsnce. The view 13 one of 1 scries paintings

that resuilted from 2 sailing holiday with Monnington's

cousin Eric Wardrup. A pen and ink drawing of the [andscape

behined St Mawes was exhibacod at che ®a i 1934 {1204

Laid |.-'.' Ml atind M d ||I|LI|:yf|| T Motinanen

0

84

85

Porth Navas, Cormwall, 1933
Sgmed with initials and daced

il on board, 267 « &5.50m /104 1 1460

Helford looking rowards Porth Navas, Comwall, arca 1933
Ol on canvas, 1 2 61em / toby = rqn

rrOVERANCE Meredith Monningron

Helford, where Muenmngron exécuted 2 number of wotks, was
home to his Aurnt Agnes Thispainting wasa weedding present
tor Meredith Monninguon's first wife, Ann.

Letit by Mrand Mo Chaetephes Masssigon

Helford River, Cornwall, arca 1933
Ohl oen canvas, 457 < 55.90m |/ 1B= zam

West Somerton, Norfolk, 1934

Temperd on panel, 244 % jsem /gtex 1 yban

EXHIBITED: Monmington, 1977 (1

This was pamted while Mormingron and Knights were staying
with Evelyn Shaw [see carno.i 7| at West Sumetion on the
Norfolk Braads, after the birth af chetr son ol in the summen
of 1014 The view is ol the Dyke anid Soimcrron West Marsh Ml
Fronm Stasthe, where Shaw mobred his sailimg-boars. Monming-
toi gavie the paiitimg to s seser-m fawe, Eilern Emighes, on hey
marriage to Harold Palmer, 1934 Heexhibited a pen and wash
drawing of Somervon arvhe Royal Acaclemy 1955 1204}

Leng by Muarein Palneer

a1

86

87

&8

g

go

nr. Thare's House, West Somerron, Norfolk, 1934
Pencil. 8.7 x 6.35cm i 5la= 125

The christening of the artists’ son, John, took place ar the
howuse ol M Thane, 4 local werry owner

Sussex Landscape, 1930

Signed and dated in red, oil on canvas lad on panel,

15.2 5 2l.5cm S Sx Bm

rRovENANCE Rodney Bum

Probably executed near bo s marher s amuly home, Mount
Pleasane, Crawley Down ($2e car.no 77 |

Glen Enve, Argyll, circa 1946

Ol on board, 287 % 15.50m /1ol x a4

The view is fram the gacden of Stephen and Grany
Courtauld looking towards Ardchatan Priory

Glen Enve, Ar 1 vll. circa 1046

Ol on board, 287 = 35.50m  1olax 4m

The view s of Red Donald’s House, at the mouch of the
River Awe.

Cladnaghera. arca 1969

Pencil over pen and ink. 20.5 % g3:5em 7 ¥ xazinn

Fram the mid-1e60s Menningron spent many holidays 2

Cladneghiera, County Donegal

g2

3

24

75

WORLD WAR TWO

Study for Battle Area, 15.000 feer, 1943

Watercolour over pencil, 2.1« joSom /obex 1280
Muonningron began World War Il in the disign ream of the
Directorare of Camoullage. By August 1943, when he
applied to become an olficial war artist, he had completed
aver Soo hours af llymg time. Hespoke of being so
engrossed with acmal ebzervation that up 1o chis pomncall
thesg o of pasmeing had been pur s of my hieadl. His applicanan,
however, showed a keenness 1o re-engage with painring
oo thae Doended cmoir of war prantitg wthcty | have seen i dae net
appr b0 e tha e sariethe die, o seem from i e, has beew recorded
im e watiy canpatrnble st sl smificance which thi aspect af the war
deserves. The first mujor product of Monningten's appaint-
ment 2s Official War Artst, (Novemnber (943} was Batle Aren.
14,000 fiet, 1943 IManchester City Art Gallery] Monningron
Liter expressed disappainmmentwith hus senial studies: Wirh
thi passahle exception of the skyseapewathoacany avrcraft Banle Area
14000 feer | have got et of whin Ewanred of the feeling of bring i ihe

arr

Tempests Artacking Flying Bombs 1944

Oil on canvas, 0.1 5 12o.8cm | 358w g7lim
Commussioned in 1944, along with Southemn Englond, Tempens
wasone of Manningeon's major works a5 3 war arcist. The
paneing records the Bactle of Brizam whiach Menningeon
witnessed from Lr} swioad IL'II.'I.I\'.II'Ii; across to Bullfirnches
Farmi [soccatnn.ia1)

Lene by The r||||'rr-.'l| Whar Muscune, Loruborn

Contpositional studies for Tempests Ateacking Flying
Bombs 19044
Blue ink over black chalk, 13.3 % s5em / 54 = 8l zim

Study for Southem England, circa 1944

Blue ink and wash over peneil, 16.5 < 20, 50m ; 641« 8in
Commussioted in the same year as Tempests Aracking Flying
Bomis, Sauthern England also records the Barrle of Britain gver
Leyswood The fintshed pamiing wsin the Collection of
Imperal War Muscum

Flying Fortresses over Europe, 1943

Watcrcalour over pencil, 16.5 5 2o.30m [ &' s #in
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I'-'hrlr:g Fortresses over Europe, 1943
Watercolour over peneil on tagg paper,
5= 180om otk 7hem

Study of Focke Wulfe wing, arca 1944

Pencil and pen and ink, 2z« zrem /8%« &8in

Thisand the fallowing study wre relaed w Monningron's
Gapsct-ae Focke Walje and Typhaons ar Anrwerp, 1944 [ Imperial
‘War Museum)

Study of Focke Wulfe wing, cirva 1944
Penal, irx zvem ) 6™ s 8l

Study of anarmy camp, circa 1944

Wash over pencil, 255 % y5.90m 1000 140

This soudy s related 1o Monmingron's Homer o Laisiaing
Aufichl, 1ogq | Toperial War Museum]

Study of a mobile radar unit, 1944

Pemand ink, 172 19.50m ) 60 2 7700

Prawn while Monmngron was at Luneberg Heath,
attached o Mo.&3 Group of the 2nd Tacoeal A Foree
Europe, this skeech refares vo o pannng enonled Rada
Aemals |L|4|1'T|.'!'r 7, 19y [l 1al War Museum|

Rear view of anarmy lorry carrying refugees, 1943
Penand ink, 172 igsem ety pn

In 1945 Anewerp was consstently and leavily bombed
vhis sendy relates vo the evacuanion of Anewerp in which
Momnington was caught up

Plane Destgn for Barmes Wallis, circa 1945

Goyache and pencil on racmg papaor,

IR E- e e AR FLET

Monnmgron mer Barnes Wallisar the Vickers Actoplane
warks when both were working atthe Brooklands race
rack. Wallls - yventar al the Wellington Bomber and the
baouneing bomb - asked Monnimgron teapply. s calem
1o improving the appearmce of 4 heavy bomber which
was being developed at he time

Plane Design for Barnes Wallis, circa 1945
!’I’.'r“.']l R |.'|'.Jl]||.ﬂ PlF!L‘l ORI 2 R s

104 Blirz scene; Firefighers
Warercolour. squared inpencil, 412 « sBemi s 18% w110

105 Blitz scene; Firefighers
Broown wash, 20.8 « 16 8cm /8% £ 6%in

106 Blirz scene: Furefighuers
Peraned bluic and browiy ik and pereil.
psx azem 7 i xélan

107 Camberwell, arca 1945

Wash over pencil, 3rragom fetis i2fan
Monmingron taughe at the Camberwell School of Art from
193549 This warercolour s one of 4 number recardmg

barh damage.

108 Bomb damaged house, Camberwell, circa 1945
Watercolour over pencil, 28« 38 1cm ) 1o w5

1o Camberwell, arcn 1945
Wash over pencil, 25.4 % 35 30m ) 105 14m

i 50 )

107

LEYSWOOD, GROOMBRIDGE

110 The Armst’s Home at Groombnidge, cirea 1950
Oil on canvay, 102 = poscm | fox golym
Leyswood. in Kent, was Monnimngten's home fromoaggyr
wnedl Ins deadh, The view here s from the arnst's cottage,
looking over the garden towards the studio of Rathleon
Laagh-Pembereon [left) and the Bachy [night], This mone-
chromanic study relates 10 a panting of the same scene
which appeared ar Sotheby's on 24 March o9y, lor 89,

Study for The Postman, circa 1948

Watercolour over pencil, with white highlighes, marked
with fritcTsccting dizgonals, 16,7 = s6.8cm [ sobzx q'5m
Although neverworked mro amajor painting aumerous
studics exvst bor The Postinan. 11 these the basic composition
remarns the same pestonan Setford enters (vem che nighe
the artist, his wile Evelyn, and son Jolin {leaning ¢n 2 gun|
siandd centre left, by 2 Larpe cherry tree (catno. 1 20]
Emnerming from the lelt ame Ml;lhllll'iﬂlﬂﬂlﬂ- n:ighbnurs.thf
sculpror A H. Gerrard and hiswile. the painrer, Kathleen
Leiggh-Pemberron. [whose studio 13 seen behind) The other,
disrant figures, are M and Mrs Young, emerging from thel
home i the Bothy, [sce catno o)

112 Study for The Postman, airca 1948
Wash and pencil, marked with intersceting diagonals,
rgx 3RBem ot w ashuin

113 Study for The Pestman, drca 1948
Pencil and wash, marked with intersecting diagunals and
inseribed with mathematical netations relating to square

peratsand the galden section, 28« gaem 1= 15k

114 Smd}' for The Postman, circa 1948
Pen and ink over pencl and wash, marked with intersectng
diagemals, 28 gocm [ 115 1500

115 Study Jor The Pastman, crca 1948

Pen and tnk on tracing paper, 1o.2 x 1 gem Sy x 8l in

116 Study for The Postman, circa 1948
Pen and ink on teacing paper, 102 16.50m /4« 6% 0

117 Study Jor The Postman, circe 1948
Pen and ink on rracing paper, 1o, 16.50m /g0 6% in

118 Srm:{r or The Postman, cerea 1 948
Wash over pencil on tracing paper. 10,2 x 16.40m / g = 64m

119 Study for The Postman, circa 1948
Wash over pencil on bincing paper. 1o,z x 16.5cm /4 x &y

Isl.

13



120 Study of Prunus Tree. circa 1945

12

-

12z

Pencil, inscribed with ciolour notes,

pog o 41.8cm | 154 i7iin

This is probably a srudy for the deswing Chémi Tree, in wash
and whire, éxhibiced at the Roval Academy in 1944 [ 1004]
The same tree, which stood in the dnve at Leyswood,
fearures promincntly in the studies tor The Pasmman,

Bullfinches Farm, 1948

il o canvas

ExHInTEN: Royal Acadeny 1n81 340)

Bullfinclies Farm, across the ficlds from Leyswood Cottage,
wis the seering for Tempests Atackuy Theoy Bombsand the
subyect of numeroos drawings and studics

Lene by Lady Memungaon

Landscape study for Bullfinches Farm, circa 1948

Black ink and wash, marked with mrevsecnng diagonals, on
tracing paper, 28 1 thaweitan

Monnington was fascinared with the Golden Mean - 2
mathemancally decertmined concepe of petfect propartion
established through mtersecting duagonals (based on square
roots|. The underying stucrure of these mtersceting
diagonals becomes increasingly spparent in Mannington’s
work from this point on

123

Bullfinches Farm, area 1948
Pen and nink, 16,8 ¢ 20em J &« 7Tam

124 Lq;rswuml Cortage and Apple Trees, crca 1952

Ol on canvas, 28% 30 I

EXHInTED: Monmington, 1977 40)

Monmimgron's adniranon for Cézanne is evident. Thes
panting was given to Mrs Meredich Monmngron as a
wedding presentin 1952

Litma by Chersgopdicr Mantninacon

125 Study for Leyswood Cottage and Apple Trees, airca 1952
Black chalk, o x gu5em  1d e arhin
Monnmgion typically produced studies 1n series; like
Cézanne he felt that he could leam rthrough cansmially
resurning to the same subyjecr.

126 The Orchard, Leyswood, circa 1952
Pencil, 430 % 36.%cm /7% igban
A painting of thissubject was exbibired ac the Royal
Academy 1954 [B2f

127 Study of Trees, civea 1955
Watercolour over pencil, pox 43.5cm /0 Yasrtain
The trees m the sand pic behind Leyswood were the sulbyjec
of a series of eruidies m the mud- o508

128 View from Leyswood across the Valley of the rver
Rother, towards Endge
Pen and ink over pencil, on raang paper,
rropw ysomn f Bz eyl

POST WAR CEILINGS AND
MURALS

129 Design for the Conference Hall ceiting, Comnail House,
Rnstol, crca 1953
Inseribed on the reverss, working sty
Tempera over pencil on 2 gesso ground,
FE, L NG, BT 30k ThL
ExHinTTED: T Royal Academy, 1038 1174)
The new Bristol Counal House was designed by Vincenr
Flarres maom the lace rpgos. Mommmgron was conmmissioned
tar paint the Conference Hall ceiling by the Edwin Austin
Abbey Trust for Mutal Painting in Great Britam

Iy addition to the link with Pieso della Francesca noted

by Jiasly Eggervony, it is termpring to cite the paintings of the
Lialban Futurise Balls as 2 soutee of wispirition (or Morning
o The contempaorary soulpeures of Monnington's
neighbour, Professor A H. Gerrand. should also be nored in
this conmexr

130 Design for Bristol, cirea 1953
Tempers over pencil en a gesse ground,
oA 191 I0m / JONTEIN

Dresygn for Bristol, cirea 1953
Penciland chalk on tracmg paper, 1 x 130 ) 240 130

fa
)

132 Design for Bristol, circa 1953
Pencil and chalk on tracing paper, 61« $3¢m 0 24x 130

133 Design for Brstol, for the comer square symbolising
Electromics, arcn 1953
Brown crayon on paper, overlard wich chatk and green
crayon on tracng paper, 36 x J9em; 14ta = 15han
pxemTED: Monmingron, 1977 (45)
John Manmingron cecalls thar hes father always admiared the
raut curves and econenyic cross-braong of tadie mascs and
elecmony pylons. A pliotegraph mken looking upwards
isade the Crystal Palace relevsion mast [reprodisced on the
cover of Radia Times | captused bas imagmanan and inspired
this design

L 53]



134" Design for the cetling of the Mary Harmis Memonal

135

136

Chapel of Haly Trinuty, University of Exeter, 1956

Ol on board, 43,7 122em 7 17dy x 48m

The chapel was designed by Vincent Harrs #a larchicect of
the Braseal Council Housel m memary of hus mother. He
commussioned Monmingron to paing the 112 x 286t ceilmg
m 1956, Manmingeon compleed bus designs duning 1956
and lirs assistants Scort Medd and W, B, [Peter] Lowe took 1
|Tltl11[|!i T EXECTITE I8 J AT l;'\.l!l_" .:l‘“-l mnritancd rl‘ﬂr i
difficialr re duuw sagpeds i the twenseth centiry, and wis comfisered by the
enduring gualines o geamerry and lighe. The devign, based on sl
greameren, wis visilivad as overluppig webs of innsparens lighs

exteniching drma s puerily weiling the mysterics of gpace

Destgn for Exeter, 1956
Qilonboard, 937 = 122em / 17Y5 < 48in

Essentially the come design this work experimenss with 3
calenir range not used be the final execution

Design for Excter, 1956

Pencil and chalk on reacing paper, 21 75om/ 816 s 20bin

Iy of Monningron's designs for the Exeter and Bristal
ceilings were purchased atver his deach by the Natonal Are-
Collections Fund and presented w the Vicrorn and Alben
Muscum, the Royal .J'I.L.lll:l."my. Thl"l:t[_'.-' of Brstol Musoum
and Arr L:d”r.‘!:l. anil the Boval Albert Memorial Musecum,
Exeter [see MaCF 7yed Anoual Report, o6, to.dsot) All the
desipns are on tricing papet

Design for the Universiey of London Students” Union
Mural, cirea 1964

Genriche overpencil, 33 & 51em ) 13 5 20%:d0

EXisITe e Monmngton, 1e77154)

In1964 The Edwin Austin Abbey Trust for Mutal Panting
in Grear Briziin cotmmissioned vwe firther works from
Monningron, G the Dniversity of London Smdents’ Uinion
I'he first of the two designs was executed in sin, in
polyemnylacetate on s panel 8 = 20 fe.; Monningon (ollowed
the design and colouring ol this study in thie final mural
The resulmne geomernc abstiact i very difforent fram thie
vather flond Scholir Gypsy pamnted by Gilberr Spencer &4
157, ils under the terms of rhe Abbey Trust, on the (loar

below

Left Ml for ehe Dnsversiry of Lomdon
Sruclers’ Urnont, 10dy. Polyviny] acetane on
a panel ¥ « za i, destroved crca 1995

i

1318

138

140

Destgn for Students’ Union, arca 1964
Gouache over pencil, 16,8 §3.50m / wgbi = 2ehun

Design for Studenss’ Union, circa 1964

Gouwiche over pencil, 3B % gg.50m (140 = 21 a0

Destgn for Students’ Union, cirea 1969

Acrylic on board, 43,2 5 336m /172 130

The sccond mural, measuring = 6 fr., waspaimed in
Monnington's stidio in acrylic on Linen. Mo staned uniil
1pa Monmngton expliined the delay man interview o
thie Sunday Exprrens: 1t has beena failing all my [e thue | roke a lang
mc o |ﬂ|.|,||1{ i FIIlJllIIILI] P|'|".l'|r.f||| 1 tl.{l.l:l' prat L] Iil' ang r|l||1||||ll|
becaniee | make innumenable stiedies preparing the woy . Lem new
pragaringg sdmscrhng far the vinseer exhebroon— | expece sheot ||l e
thutaisa b fer themal. The mural was completed and
msealled n the carly voros bue later removed fromthe
Studenes’ Limon and 15 assumed ro have been destroyed
T'he carlicr mral has within the last chree vears suffered a
strmilar fase. The Gilbert Spencer mural has faised anly
shightly bereer it has remained in siou, but covered aver

et
Rl

141
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Design for Stadents’ Union, circa 1969
Challk o trac ing paper. 25.3 = 2e.3cm [ jox $1in

Diesygn for the main stavrcase of The Brinsh

Muscum, 1966

Fencil, wax cravon and watercolour on tracing paper,

socg X 38 50m g X astem

Mormmington was approached by his tellow truseees in 1086
o submit some design praposals for the redecoranon of the
i staircase. His propasal, which was nor adopred,
subdivided the wall suitace into pamted panels with rwo
aleermarive decomanve schemes: ong using omament related
o the Department ol Brivish and Mediaeval Antiguities; the
other a modern abstrse design, Ivappears that the same of
Shakespears by Reubilli, shown in vutling, was one of the

abjeers considered for display on the smirouse




STATIONS OF THE CROSS, BREDE

143 Study for the Fifth Station, The Cross 1s lasd upon

Simon of Cyrenc, circa 1960

Charconal over intersecting diagonals in red wax coivon. on
FrACHN paper, 61 < sefom [/ rg ok 2om

Monnmgton began desimns for fourteen stations of the
Cross lor 5t George s Parish Chutch, Brede, Sussex, i 1g59:
he extiibuted studies for Jeso meens s mote and pesas fills o
the firsevme ac the Roval Academy thar vear. The works were
commssioned by the Restor ol Brede, Rev, Percy Hill, wich
the support of Bishop Gearge Bellwha enthusiastically
enidorsed the choice of Monmingron: [ vou could get Monning
roi i el B woaiderfil. Monmingzon accepred the commis-
sion ara cost of £ oo for each station. He expressed a
prefierence to execute the works as frescoes, but sinde the
surface of the ancient walls did not allow this, pawneed them

miseeadd i tempers on pancls. The work took several years ta

camplere, Monnmgron becommg deeply moved by che

Ay

sithjece matter. The last four or five stanons are markedly
different in style from the earfier ones, as Monnmgron was
ingreasingly drawn towards abstracuon, Strong stylistc
parallels can be made berween Monningron's Stanons and
Paul Nash's Twelve weodauts for Genrsts PI.IHI!FhI:‘d I I92g
[The Monegsuch Press)

Study for the Fifth Station, The Cross is laid upon
Stmon of Cyrene, carcit 1960
Charcoal ever imietsea g r||_'|ll':l_1n.|]u inred wax crayon, on

ITACing paper, §2.2= 75300/ b2 s = gt Vigin

Study for the Fifth Starion, The Cross is laid upon
Simon afCyrene, cirea 1960
Charcoal over intersecning disganals in red wax crayon, on

Fraving paper, 32, 2% 25, 30m | 12V = gt in

Study for the Fifch Station, The Crass 15 laid upon
Simon of Cyrene, citca 1960
Chareoal over intersecuong disgonals in red wax crayon, on

fracuig paper, b s 25.3m /b2 b s gt ain

147 Study for the Fifth Station, The Cross is laid upon

Smon of Cyrene, circa 1960
Charcoal over intersecting diagonals in ved v crayon, on

tracing paper, 4.2 x 25 30m S 2 Vaa o in

148 Study for the Fifth Station, The Cross is laid upon

Stmon of Cyrene, arca 1960
Charcoal aver intersecting diagonals in red wax cravor, on

rcing papet, 3028 25 30m J 2t g e e iin

Stucly for the Fifth Sration, The Cross is laid tipon
Stmon of Cyrene, circa 1960

Charcaul ever intersecring diagonals in red wax ¢rayon, on

fracing paper, 142 % 29, 0em /12t e L g Min

e

ABSTRACT PAINTINGS

150 Clemuatis, circa 1960

Acrylic on board. 130 % gzem /51 sk 38%50N

This work was msr_uun] by 2 Clemietie Mosi i growing at
Leyswaodod. My ineerest tr absivact i ietrving 1o do something more
thun imitate, Monnington explaned moan inierview for the
Church Times, | 30 December 1o66), | ek 1w possibde ohu
thrariah a mose ahirrace appronch, ane canger mearered the endedyng
mature o resliny. A still life enenled Clemormi—exhibired ar the
Reyal Academy m 1959 | 34) - was possibly the point of
deparrure for thes more abstract interpretation. It s closely

related to the ceiling of the Mary Harris Memorial Chapel in

i3 eolour and eonstruction, Bristol and Exeter wers
undoubiedly instrumental in Monnimgton's pursait of
‘Geamettle paintings {2 term he preferred to Abstracs)
When the Tave purchased Monmingron's Squan Deign [ 1967
he spoke of his abstrace paintings as direct descendins fron ny
ce il puriaivaa o e Caunal Hawse, Brostol, welisch we my funt
degrarture from puerely representanonal prnnng. Simce them 1hare been
micreaniig v sterested i he subidivisions of surface arcas conramed
equlazeral recrangles (spuenre | e vecsang s derved from square rogrs
These rwo-dimesmonal machemaneal vlanomrhips sugaest n me
dommriom i depth, and prrinide deicipling which s the presend fime |
Tl eis meceasiry sl IiEpreEEHag) s thate '|I|I|'|:|Ir|'i| L AT
represerntational patanig . Yoot ot the bk df you wiay, bug)
wibd tryvintg far my awn edifieneton to put i words wh | thitik | e

beem trying to da i ghe lasr g yean [letter of 12 June 1068]

Study for Clematis, arca 1960
Paseel over pencil an rracing paper

pi.5x poom )/ w2 Vs 7ain

Abstract Design, 19608
Pastel overpencil and red crayon.
g o rEgum gt x YN

Abstract Design, 19605
Pastel aver pencil and red crayon,
T 1 X 1B o 9l ;-' iim

154 Absract Design, 19605

Pastel over pencil and red crayon,
24 b pBagemm /gl xphan

155 Abstract Desin, 19605

fasrel over pencil, 241« 1 8.4om S ali o Yam

156" Grey and White Abstract, ciraa 1969

illuscraved on back cover

Acrylic on pancl g6« dscam | gl j3tin

157 Abstract Design, arca 1968

Chalkand pen and mk, inscnbed with square roots,
tgn z5em; shrxolain

This 15 closely relared to the Abstrace Devgn an Bpai Fioe
exhibited ar rhe Roval Academyvn 1968 | 421

158 Abstract Design, circa 1969

Pastel over pencil ontracing paper,

17,55 A5 40M 0 1% 10

Thesis ;F:1:1|_'|}' related 1o the 1980 Deesagm fior the Umvermy af
Lomcon Stoedints” Uiian Ml

150 Abstract Design, late 19605

Pen and ink and pastel over perieil and red erayon, on
tracing papet, 2£x tr5em /&%« | 2%in

The cat-out shape atthe bottom of this and the following
design suggests that they may bave been intended fora
specific space

160 Absrract Design, late 19605

Pew and ink over petu il, an th ng papet,

1rx peseny ) By w12 Min

Abstract Design, late 19605
Pet and ink and pastel over pencil, on tracing paper,

RS TS, R LA T



162 Reciprocity, crca 1970

Tempera on board, 914 % 1 12em /165 s2in

EXHUMTED RA 1971 (771

Previewmg thiswork in 3 newspaper imteview | Tate
archive, source and dage not gven] Monmgron referred to
1t as only hus second preoune i two years, This he explaned
wats am - ccourt of beng un extvomely slow werker and pamneng
i a rather el lachioned mivture of age. orlwml water, Wbl wis wed
by thiecanly trasleass paititen. Avkod what the fintshed paintng
would loak like Monnington replied i will conaseof a los o)
upres. The link that Menningeon dlesrly made with the
cutly |ealian paineers, notonly thiough the puesiat of
pettect proportion but technigue. demonsrates the
undetlving continuity inhis work: There was no distinction
in s minid between figuratiee and abstrace ane Surely whot
esanees v 1ag wehieehon @ wark e absonace or epresenvanee, bug wicthies 11
hias merar, A vhose whe wovieexhibinions would come wathaut preconceps
s, wnidd by 1@ e clemenzary sndards they apply i other
spheres. they g he glimpee sew herzme, They mght ask themselves n
ths ek dumieguivhed ot bt cotrmaplae® Fresheand armmnal or
ur:im;und. dervvattivg wml dull® bs b rurlest o peereniioni? | Interview
#1 the Chiatuen Stienee Monitor 20 May 1667

163 Study [or Rectprocity, circa 1970

Chalk on tracing paper. 2035 14 | $3 5Vin

PORTRAITS

164 Portrait of Wimnifred Kughts, circa 1925

Tempeia on canvas: 27x 22cm /1ol = Bhyin

This is one of many studies of Mannington’s fikss wife, the
artist Winifred Knighes, known to her fllow-artists and
Iriends a¢ Jane. Born in London an sih june 1800, she studied
at the Slade Schiool and in 1ezowon the Scholiship in
Decorative Mamaing offered by the Bratish Schoo] ar Rome,
where Monningron, winmng the same scholarshap rwo years
later, followed her Her work, parncularly the meticulous
observanion and fine scarching ling of her pencil sudies,
influenced Monningron im the 19208, Knights is the
princpal figure in the several episades of Monmington's
Allggery and the execution and empeea medinm of chis
panting suggeses thar i can be similacly dated |see cspeeially
cat io.28], She murtied Monmingron in Rame on 1§ April
1922

165 Etggente Strong), 1o26

Signed and inseribed M Ewponie St/ dovie In Rone” 128
sangune, sight size 368 x 25.00m /7 1% % o ins
exminiren: Monningion, 1977 (4]

Thiz portraic was drawn soon alieér the sitier’s retirement 24
assistang divectorof the Brinsh School at Romie. Eugenie
Strong | 1Eso-1043) classical archacologier, histormn al
Romanareand life feflow of Girton College, published her
mestimporrant work R Sculprre from Augusting so
Comtanring; in roo7. In 1900 she was appointed assistany
direcwese of the Brtish S¢hool 3t Rome, she rotired moroes,
but continued 1o live in Rome, where her Bt in the Via
Balbo became an jnrelleceual snd social cemre for scholirs
and students, until her death in 1943

Leet b Robiin Cliessex

166 Sir Jaseph fohn Themson, 1932

58

Signed, chalk. 30,9« jo.5em /figki= 12

exvimEn Roval Acaclemy ig31{1192)

Monningromn, rgry| 28]

Sir Joseph John Thomson, Frs, oM [ (856 1ego), won the
Mobel Prize in ipod, was Gavendish professorof experimien-
tal phyzics 1804 1910 and President of the foval Saciery
io15-20. Thomson s discovery of the cleceron as 1 constitu-

ent in the strucrure of matrer pravided che basis for modern
atomic phiyaics: his discovery thar gasés could bewade
conducrors of elecerciry by passang waves and particles
through them paved the way for radar fand this provides 2
link berween this drawing and the subject of catno.1oo] He
became Master of Trininy College, Cambridge, in 1918

This portrair of Thomeom at the age of 76 was commis-
stoned by Sir Heney Hake for the Contemperaty Porraits
Funsel, and Laver preserived 1o che Mational Porsrait Gallery. It
was i in the Master's Locdge an Trinite m August 92
Thomson hmself told Flake, all my family think severy goad. bug
Meonnington Later recalled [letrer po Matlonal Porreait
Ghllery, 7 July 1o6o] that the Master's wile bursg ingo teari whei she
saw thve drawngg; it Tras afwiys momed me fo kniow why . Hewasa
wanderful perion o drw

Thomsen was also a wonderful conversatonalise, whe
wonld, talk waeh swnpone abour almost anyrhmg, and seomad 1o be hored
by mbject eecepr phitasophy (P | Monmingron recalled day
Wi drmaieig gl | | a prereicilarly memarahle and happr tcsinen [
was also an influeniial ene Thomson. whom he continued
o visit, first stimulated in Manningron that interestin
nuclear physicswhich he expressed aver rwenty years lates,
in birs designs for the Riiseol cetling {catnos 1 29-033),
Lene by che Trovseve| thie Manmal Fortmait Gallery

167 Portrant stucly for Admural of the Fleet, Earl Jellicoe,

Circa 1932

Signed, black chalk, 18« sagem [ 14 s &lain

Monnington's controvensial portrair of Admiral of the Fless
Eurl lelliooe was exhibived arthe ma imigpq (426, 4o % o im
reproduced i Mussed, 1934, pl268]. The pormran was
commissianed for presentation ro s Excellent 1o
commuemaiate the centenary of i€ esablishment of the
Gunncry School ar Whale fsland. It was at fivst sccepred by
the mess) but on shyections (rom Lady Jellicoe. it was
rejected. B, G, Eves was commussioned ro panra more
acceprable portratr; Manmmgton's banguished in b seadia
until 1g6e, when he sold nfor £ oo to the Mauonal
Marpnme Muscum

|59 |
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168 Winifred Knyghts. 1934
segnied and dated. pencil. 1o 1 jo.gem / gla % 12in
EXHIBITED: Monmingron, 1977 {19]
This drawing was made in the vear in which Knighes
completed her pannng for che Milner Memorial Chapel in
Canterbury Cathedral, and in which herson John was born.
Lent by Jahit Monniigton

169 Tonks on hus deathbed. Sth January 1937
Stgned, inseribed Henry Tonks at the Vale, pencil.
iy a8sem/ izl iplan
Exhibared: The Slade, 1871- 1071, Roval Academy, 1971 (12];
Monmingran, g7 0]
LITERATURE: Anclrew Forge, The slade, 3. 1 Mo, 6, Spring
1961, g §
Henry Tonks [ r86z-1937]. draughtsman, painter of figure
subyevts ancl Slade Professor 1913 50, truned as a surgeon
b gave up medicine to join the staff of the Slade in 1897
Auroeratic, sardonic b above all semulaning, Tonks
dominated the Slade during his professoeship. He consist-
ently preached the doctrine thar daughssmianship
undetlics all are. Both Momungeon and his frstwife
Winifred Knights were among his pupild at the Slade, and
from 1928 until Tonks dearh in 1937 they lived on the
ground Moo of 1 The Vale, Tonks house in Chelsea
Tonks dicd on & January 1o37. Shoetly befare s death,

his housckeeper Miss Gough wrare MrMamngon will ke o
rgwwraig) of hom when il s over, and Mo Gerrard wilomike o deanh mask

“Theere i nosctaenyg of Bt amvpwhese, §ran o good sbramwemg of s
wistletfil headl. e loaks werv by st peacehil, st quuiethe sheeping,
{|oscph Horne, Hery Terks, 1930, pogid)
Letit by the Callege Art Collections, Unneerserr of Londan

t70 The Earl of Crawford and Balcarres, 1945
Sigtied with fnitials, pencll, 26 0 17.50m /1oty x 6700
ExHinmen: Monmingon, 577 (59
David Robert Alewander Lindsay, 28th Earl of Crawford and
1 1eh Earl ol Balcarres [1g00- 197%), was one of Monnington's
oldest friends, They firsemetin ltaly in 1oy when Crawlond
(then Lored Balniel| was Honorary Attaché in Rome, {see
cat.nos), Thewr friendship continued 1o the end of their
[ives, when Crawilord was Charmman of the Mational Arr-
Collecrions Fund [on whese executive Manningron served

17

{do]

-

lor 35 yiears) aivd Monnington President of the Roval
Academy, The news of Crawford’s deatlion 1§ December
175 filled Monnmingron with sadness. He himsell died
withina month.

Crawford devoted his life to the service of the arm; e was
assactated, in several cases as Chatrman, with the Naromnal
Gallery, British Museum, Tate Gallery. National Galleries
and Library of Scotland, the Fine Arts Commission, the
Standing Commission on Museams and Gallenizs, the
Marional Trust, the Pilgrom Trust and the Natonal Arc
Collecrions Fund.

Frovvaee Callectaon

SirEvelyn Shaw, 1947

Signed and inscribed Precered by the Ronee Sthodurs' Society/1uge
Peneil, 35 x 2q.00m /5= 9lin

PROVENANCE: Mrs | Romer-Lee, the sitter's daugheer
EXHIBITER: Monningron, 1977 [60]

Sir Evelyn Campbell Shaw kicve Lo [ 1882 - 1974) was
Issastant secretary, 1g10- g7, of the Royal Commissioners for
the Extubition of 1851, and Honorary General Secretary of
the Brinsh School ar Romie trom 103 1 uneil his sevirement
1947, when the Rome Scholars’ Society presented himwich
this drawing. It wasas a young Rome Scholar thas Mon
ringran first mee Shaw, twenty years his sendor; this
blossomed into 2 lifclong fricndship. Knights and Mon-
ninguon frequently visited Shaw in West Somerton, staying
in his seashore cottage at Horsey, [see catno 84.). Through
has sdministeatton of scholuships snd bursaries, Shaw was
dosgly involved with pracrical suppart for seence and the
arts: a man of keen perceprion and sound judgment, he was
much more than anable adminstrscor. Monnington
contributed an obituary novice of Shaw to The Tintes { 10
January 1ozl singling out as Shaw's chief contmbunion 1o
Life b b vy oo detect homessy af paupose and to meourage the creanve
ll]'PﬂJ'l‘lIlTl'-l'le'hJ“.

Lent by fohn Monmingron

172 Evelyn Monnington, 1948
Chalk, §3= 25.40m/ 13 % ioin
EXIEITE D, Monmington, 1977 (81)
This ts one of several studies of the arrist’s second wife Evelyn,
whem he married in 1947; their son James was borm in 1952
Meée Hunt, she trauned 233 fBbric designer at The Royal College
of Art and worked during rhe war for the Civil Defence
Camoullage Establishment | from November 1939, based 2
Leominigron Spa. and later a5 a crew memiber ofa canal boat
Lot b Lady Benuingron

ALFRED KINGSLEY LAWRENCE 1803-1975
173 Fulllength porerait of Monnington, 1924
Signed, dated and mscribed
Pencil. squared for transter,
sight sire 309 % §5.9cm / 11 Y% 22in
This perrrait was later incorporated e Laweenee’s Bank of
England Mual, The d Thread Nevdle Street Coure Yard with the
Guird irrriviiyy ar the Rank, 1930
Lywrence also incorporated 4 sell porrraicand poreraics of
Colin Gill, and D. Y. Cameron amongst the crowd.
Leng by Jahin Menniiggron

173
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RODMNEY BUEN 1800-1084

Camouflage seemed easy i the evening and a good time was had by all; But the nights ar the White Hauise were restless ones
Pen and ink over |‘.||.'|H|.'t! ig5=185em/istys7lyin
[ carronns fram a sketch book entled: The Avesimouth died arher idvennres
I the first cartoon Monringten is shown plaving dares with Leon Underwood seared acthe bar and Rodney Burn standing
In the second cartoon Monnmgron is shown sitring up in bed with Leon Underwood holding i candle and Rodney Bum aslecp
Reproduced coreery of Rscnond Mo,

bz |

2 OCTOREN 1oz

Botn Londion, Fither barmster. Grows up
'|I|ﬁllhn_.III."I|||\.;l:l.'i1'uE'n:|'-F.|.t
SePeter's, Sealord and Brunswick School.
Havwards Heath.

915
]"h.l.u'||||!~11;'J:|l1:||.lu|.l|4' formial
education cut shirt: encouraged by
meother [herseli trained in painting in
Paris) po study Clavsen’s and Tonks
Elemenmeary Propositons i Do and Pantang
(1

ioLd

iU wears ar Farm Sehiool nedr Ross-on-
Wye - develops love of agricultore and
spends spare ome diawing thees -
Fascimanion apparcne throughour lus hife
PEF=-1018

Evtrals beiefly ar Hasll's ™ awine Schoal

and the London School of Arc

JAMUARY [k
Ermals at The Slade, [aged 13 - spudies
under Fred Brown, Hemry Tonks, Walter

Westley Russell and Philip Wilson Sreer

igdi

Awarded First Prade for Figute Paimting,
lshared with !i-.s.|m'!..' Brirn

1921

Furst Prize for Head Drawing.

Whintre —winming stibanission lor the Bk
Schsol it Rome }q.’|.||.||-.=|:||' ik Decorative Painiey
[pickged by [ohn Singer Sangent, DY
Cameron and George Clansen |,

Chronology

PAUL LISS

[AMUARY 192§
Arrives 3t The Brivish School in Rome

FERRITARY - MARCH 1921
Travels in the Marth of baly; spends ane
manth in Florence, studving expecally in
the UIffizy Visizs Pise Arezzo, Petugia,
Assisi, and Orviero.

MAY 102§

Seloces Tinan's Sacrad amd Profang Leve
Borghese Sallery as first vear copy
Comrmissioned by Lord Balnsel [later Eard
ot Crawtord and Balcarres ) to pamt The
Wine Press

AUGUST 192y

Ashes painoing faculty atnss for permission
toabandon copy of Secadand Profine Love i
favour of early 15th centory fresco of
Exrpmbmen, by unknown arest, i local
misenim at Spalete, declaring i "o neore
puaterestanyg astil Bewunificl va oy

SPRING 1024

Begins scudics for Allegory

1y ARRIL 192y

Marnes Winifred Knights at the Briosh
Consulate m Rome

IULY TO SEFTEMBLER 192g
Reies top leor of villa ot Piediluca,
Limbra

MARCH 1923
Paints Piedilice, begins painting Allegery
APRIL — OCTORER 1925

Parnring and carroon for Winterexhibined
tiul|

it thve Rreeieh Sectiao of the lneemtin

| &3

Exhubinen of Mader and Decaratha iedusnrrl Are,

Parig, Grand Palais| 100,

ERD 191%

Returms to England: next fow vears lives at
334 Onford Road, Puesey, twe days a week
veaching at rea (William Rethenstein,
Princrpal: Allin Gwynne-Jones. Profiessor of
Painting|. Receives comumission to paint
Musral for St Srephen’s Hall, Westmanster,
The Enalushand Scornsh Commissoners prestnt (o
Quees Amee e 51 ey Palige tee Arniches of the
Agreement far e Farlumenrary Uman of the vwe
Countmo. Begms work Janoary 1926, Linveiled
27 |unz 1927, although sull unfinished.

1920

[owns Faculty of Patneing sse
SEFTEMUER - OCTORER 1927

Twa cartoons for Allegory exhalived at The
Galleries of the Secession, YVienna

§ JANUARY 1928

Fiest cluld seill-born

MARCH joz8
Muowes to Scudio A, ¢ The Vale, the Rrpuhrf
oo of Tonks' house in Chelsea

MARGH 1928

Commussioned by Bank of England: A Thivcoos
Ammotmcrig the Bank Raee to the Chicf Offinals
exhibired wa 1g22); The Doackeeper reving a
Meszaae in the Frreanee te the Farlars S 0nkes
Proeeot) Warks, completed Ocrober 1937

192

[t MEae - resigns o g, having noy

sxhibited there



Lgpe
Partract ol Lonl [ellioe

1930

Campletes Sper it Enn; Ovrmrod
Chapel, Boftan.

First exhibived at ga - three drawings
ennclueching stuly for Supger an Emming.
Elecred apa

Appeneed first Assistans Teacher ol
Pasnting i the Roval Academy: ' think |
shall |ike the watk,” Monnington wrore to his
brother Meredith | .q.50 | thivearr sy yoor
e srteedenrs s 0 bl b alole o picke v erest i
i an the e shere were abont sou Alio | shall
et ftte o confine myell o the drewing alone
will ateend to the paituti a composinnn as well.
EIE

Covmmssipened by Conpen porary Parmaits
Funid to make porctair drawings of Sic jame
Barrie and Sir | | Themon.

MAK 1@32

Cermmences porrrait of Prme Miniater
Baldwin as Chancellor of Cambridge
Linversity

134

Porerant af Admiel of the Fleer Farl elloe
exhibived arnaAapuired by Nadonal
Maritime Museum, i péa |

L JUNT 1934

San John bam

BANUARY 1917

Death of Tanks.

Moves ro Leywwood.

|UNE ig3%

Elected a full Academician

1939

Piedibico exthiibited 29 wa Diploma Wark
MAY 1939

i the destn team of the Ciwl Defence
Cammllage Establishmen, based
Lewmingron Spa, longside fellow arriss

Redney Burm and Leon Underwool: first
task to camoullage Brooklands race-rrack
For nexe four vears chiefly respansible for
the design of the camou Hage for arrcralt
production arifields, By Augnst 1943 over
foo howrs of lying time.

ioie

Alrar piece for Church House
NOVEMBER 1948

Appeimed Official War Armist, Artached 1o
training squadson of heavy bombers in
Yorkshire; thiei to asquadon ol Micehell
bombers with which he Mhes on raids over
encmy teretoty; spent lust winter of the
war 1 Holland with No.&3 Group of rhe
nd Tacteal A Force.

1044

Produces Southirn England and Tempea
Ataaikirg Flyun) Bombi,

94597

Frecurive Commirtee iei.

1945-49

Teaches ar Camberwell Art Schiool,
?FLUKUARTI?H?

Dieath of Winifred Knights.

6 DECEMIER 1947

Marrees Evelyn Huni,

Loyl

Bull Finche Farm exhibied at ka,

igql- 1 o&7

Chairman of Gouliy of painiing gsi,
194967

Persuaded to accepr reaching post a Slade
by nowly appotnted Slade profiossor
William Coldstream

19 JULY 1953
Sen fames barn

1953

‘Commissioned 1o paint ceiling o

Comterence Hall i Vincent Harns's

[ 64 ]

Counal House in Briseol, Wark com-
mencedd Apnl 1os4; complered @ years
taver.

g5

Sullers hieat artack.

Begms designs for corling of Mary Harr
Memonal Chapel, Exerer

1957
Eleeted fellow of bei.

1959
Commences Stations af the Crov for Birede Parmb

Churh.

1963

Appoinred Trusiee of the Brinsh Muscum
Lgey

Commences first of two murals for
University of Losidon, Suudenes Linon

£ NLCEIMBER 1966

Elecred rua. Exhiliizions wunder his
presiddency include Bundiuw 1968, Big
Paaiiringd for Puhlic Plisces, 1g; and Britale
Seullprton 72,

g7

Enighred.

Sapustoe Deerige prrchased by Tare Gallery
10 DECEMBER 1968

Queen attends Specal Bicontonary Pianer
At A,

DECEMUER 1974

v agpeeed 1o doone meare vear at the g - thars
if Esurvowe huee long < Doy sy v clefinreely
witdleryeoes! dhuse e wall b oy bt e o
Presubent, {letver to Merodlith Monnington)

TIANUARY 1976
Dhes

OCTONER - NOVEMBER 1977
Mopmngron Rerrospective held ae Royal
Arademy, comprising 61 works -
remarkibly che first exhibuon devored
o farm
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