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This autumn the Gallery will open the first exhibition of Pop Art devoted to portraiture.
Pop Art Portraits, to be displayed in the Wolfson Gallery, is an exciting opportunity to
examine the dialogue between the new artistic ideas developing in Britain and the USA
during the crucial years of the 1950s–60s. The exhibition comprises six sections and
includes more than fifty works by artists ranging from Jasper Johns, Andy Warhol
and Roy Lichtenstein to Pauline Boty, Peter Blake and Richard Hamilton. For one of these
sections we are able to feature a secular Marilyn Monroe Chapel, highlighting the
obsession many Pop artists had with her icon-like image, and reuniting a number of
works that were first displayed in a special tribute exhibition held in New York in 1967.

COVER AND ABOVE

Green Suit
by Jim Dine, 1959
Photography by Ellen Page Wilson,
courtesy PaceWildenstein,
New York
© ARS, NY and DACS, London
2007
This work will feature in
Pop Art Portraits on display
from 11 October 2007.

In the Making: Fashion & Advertising offers a fascinating technical exploration of the
mysteries of commercial photographic print production, in a new display now on in
the Bookshop Gallery. The project has been created by the Gallery’s Assistant
Curator (Research), Magda Keaney, with five contemporary photographers, and has
an accompanying book, The World’s Top Photographers’ Workshops: Fashion
and Advertising.
Also downstairs, in the Studio Gallery, creative responses from the Gallery’s outreach
programme will be on view in a new exhibition produced by teenagers from Tower
Hamlets who have been investigating the relationship between their identity and their
immediate built environment. Works from three groups, produced in collaboration with
the Commission for Architecture and the Built Environment (CABE), will be on display
from 20 October.
Looking ahead in the programme, the Photographic Portrait Prize – opening in the Porter
Gallery on 8 November – promises to be as exciting as ever. With online registration
making it even easier for all to enter – whether UK-based or international, and whether
professional or gifted amateur – the aim is to find the most telling and successful
photographic portraits made in the past year. The Prize will bring together outstanding
photographic portraits from all genres, from fine art to advertising and editorial.
The Gallery will award four prizes, and I look forward to chairing the judging panel
in their task of sifting through more than 5,000 entries from around the world.

Sandy Nairne
DIRECTOR

HISTORY WAS ALWAYS one of my worst subjects at
school. I often disrupted lessons, through a misplaced
kind of working-class bravado and in protest at the
authority of the classroom teacher, but also as an
expression of sheer boredom with the subject. To be
more honest, it was a much more hollow feeling that
all these English kings and fewer queens were
absolutely remote from my daily life – a girl of WestIndian parentage, growing up in east London during
the 1970s. Inevitably, in a perverse backlash, history
has come to play a central part in the development
of my art practice.

MY FAVOURITE
PORTRAIT
SONIA BOYCE

Born in 1962, Sonia Boyce is a
British artist of African-Caribbean
descent, living and working in
London. Boyce’s earlier works
include: Missionary Position 2
(1985), Tate Collection; Lovers’
Rock – wallpaper (1998), Victoria
& Albert Museum Collection;
Devotional (1999–2004)
and Devotional II (2005),
Government Art Collection.

When I was invited to reconstruct an artwork of
mine, Devotional, an ongoing collaborative project
assembling the names of black British women in the
music industry from the turn of the twentieth century
to the present, I was unsure how I would transform
what had been a very colourful list of names into a
more spatial monochromatic drawing. On my first
visit to look at the proposed gallery Eddie Otchere,
Inspire Fellow Contemporary Curatorial Assistant, took
me on a tour.

ABOVE

Making our way through the Tudor Galleries to
the 17th-century gallery, we came on a small gallery
of miniature works, almost tucked away. There, in a
cabinet, sits a rather beautiful engraving: a royal

IN 1871 THE WRITER and historian Thomas Carlyle
entrusted a parcel containing a manuscript of his
Reminiscences and all the private papers of his wife
Jane to his close friend James Anthony Froude.
Despite championing biography as a literary genre in
his essays, Carlyle was reluctant to be the subject of his
own. However, when it became apparent that various
unauthorised writers were ‘busy upon his history’, he
gave Froude the responsibility for writing his life. The
publication of Froude’s biographical works Carlyle’s
Early Life (1882), Letters and Memorials of Jane

family genealogy that establishes King James I as
rightful successor to the crown. An infantile part of
me finds it amusing that a king would need to verify
his position, one imagines that such accessions are
pre-determinded, a fait áccompli. Anyway, I have
always loved and sometimes used pattern and
decoration as a narrative device and the very graphic
structure of The Roiail Progenei of our Most Sacred
King James (1619) immediately makes apparent
biographical relationships between people. And for
my purposes it became a perfect solution to visually
refigure and restructure a set of relationships between
a diverse range of performers.

Welsh Carlyle (1883) and Carlyle’s Life in London
(1884) caused a scandal. Readers were shocked by the
candour of the work, which revealed Carlyle’s faults.
Froude had shattered the conventions of the Victorian
‘life and letters’, the type of lengthy life story that
stressed the noble character and achievements of
‘illustrious and eminent personages’.
Significant innovation in the literary genre of
‘life-writing’ took place during the nineteenth century,
and this display represents writers who contributed to
its development. Portraits of Froude and the Carlyles
illustrate the fascinating relationship that could evolve
between biographer and subject. The display also
features John Stuart Mill and John Ruskin, writers
who pioneered the self-analysing autobiography,
recounting their intellectual development. Other
writers of the period preferred to construct intriguing
fictionalised autobiographies, most famously Samuel
Butler with his provocative The Way of All Flesh
(1902), published posthumously for fear of the
offence it could cause his family. Eliza Lynn Linton’s
The Autobiography of Christopher Kirkland (1885)
further extended the genre, being her own life story
as though lived by a man.
Rosie Broadley
ASSISTANT CURATOR

Sonia Boyce
by Eddie Otchere
© the artist
ABOVE LEFT

The Roiail Progenei of our
Most Sacred King James
by Benjamin Wright after an
unknown artist, published 1619
LEFT

Installation views of
Devotional, Room 37a.
© Sonia Boyce

LIVES AND
LETTERS
From 10 September 2007
Room 24 showcase

LEFT AND ABOVE

John Stuart Mill
by John & Charles Watkins,
1865
Elizabeth (‘Eliza’) Lynn Linton
by Herbert Rose Barraud, published
by Eglington & Co., 1890

POP ART
PORTRAITS
11 October 2007–
20 January 2008
Wolfson Gallery and
Ground Floor Galleries
Admission charge
Sponsored by
Lehman Brothers
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Man Playing Snooker and
Thinking of Other Things
by Derek Boshier, 1961
© Derek Boshier
FAR RIGHT FROM TOP

Ghost Wardrobe for MM
by Claes Oldenburg, 1967
© Claes Oldenburg and Coosje
van Bruggen
Just what is it that makes
today’s homes so different,
so appealing?
by Richard Hamilton, 1956
© Richard Hamilton
RIGHT

Oedipus (Elvis #1)
by Ray Johnson, 1956–7
© The Estate of Ray Johnson
at Richard L. Feigen & Co

P O P A RT is now recognised as one of the late
twentieth century’s major art movements. But when
Pop first began to attract widespread attention in the
early 1960s, the new, brash, figurative style was for
many not recognisable as art at all. Taking its imagery
from the media-dominated world of newspapers,
magazines, television, cinema, pop music, fashion and
technology, the new realism seemed indistinguishable
from the contemporary popular culture from which
it derived. Advertisements, magazine photographs,
pin-ups and publicity photographs for film stars
seemed far removed from the more serious concerns
that are usually associated with ‘fine art’. Even the
name of the new movement, connecting ‘popular’
and ‘art’, was a contradiction in terms. Art, it was
assumed, was for those in the know, but not available
to the wider, general public. Pop Art changed that
view forever. Shattering the distinction between fine
art and popular culture, Pop declared itself as an
accessible art form : anti-elitist, rooted in modern,
urban experience, at one with its own time.

The roots of Pop Art can be traced to the growing
affluence that emerged in America in the post-war
period, and later in Britain towards the end of the
1950s. In both countries, increased spending power
and accelerating mass production underpinned a
consumer boom. Cars, television sets, refrigerators and
a range of new technological developments, from
Formica-topped kitchen tables to man-made satellites
in space, promised a break with the privations of
the past and the dawn of a fresh, bright future.
Parallel with these developments, the mass media
transcended local boundaries, widely disseminating
the values of an emerging mass culture. That which
was handmade, unique and traditional now seemed
old-fashioned, overtaken by new values linked with
standardisation, repetition and innovation.
America was at the forefront of these changes. By
the mid-1950s, automobile sales topped the seven
million mark, there were multiple television channels,
hundreds of glossy magazines, vast numbers of
cinemas and huge billboards in every major city.

In Britain, the picture was somewhat different.
Following the end of the Second World War, food
rationing continued until 1954, the year that saw
the establishment of the first commercial television
network. Even so, the situation was changing. In 1952
the Independent Group began to meet in London.
Comprising critics, writers and artists, their meetings
provided a context for a shared fascination with
American popular culture. By the late 1950s one of
their members, Richard Hamilton, could define Pop Art
as: ‘Popular (designed for a mass audience) / Transient
(short-term solution) / Expendable / Low cost / Mass
produced / Young (aimed at youth) / Witty / Sexy /
Gimmicky / Glamorous / Big business’.
The imagery and style of Pop seemed an inseparable
part of this new world: an art form that celebrated the
excitement and trappings of the modern age. Because
of this identification with consumerism, critics have
tended to view Pop as an art predominantly about
objects. Andy Warhol’s images of Campbell’s Soup
cans, for example, have come to epitomise the
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Swingeing London 67 (a)
by Richard Hamilton, 1968–9
© Richard Hamilton
BELOW

The Only Blonde in the World
by Pauline Boty, 1963
© Pauline Boty Estate

movement, creating the impression that Pop Art is a
kind of contemporary still-life painting. This view is,
however, only partly true, mainly because it neglects to
take account of the vital presence of portraiture in Pop.
The mass media was the engine driving the consumer
boom, but it also propelled a social revolution focused
on the phenomenon of fame. Magazines, newspapers,
advertising, the cinema, television and radio created a
new, vastly expanded audience for celebrities and
other figures whose mass visibility was sustained by
the constant glare of publicity. Through the exposure
this afforded, film stars, pop musicians, entertainers,
models, politicians, astronauts, even comic-strip
characters all became instantly recognisable to
millions, commanding fascination, hero worship and
in some cases notoriety. Such imagery was a
vital source for Pop artists and they responded by
positioning portraiture at the centre of their art. Rather
than being simply about objects, Pop Art is replete
with images of people, from portraits of the famous to
representations of anonymous figures, also taken
from advertising and other mass-media sources.
Pop Art Portraits, which opens at the National Portrait
Gallery in October 2007, is the first exhibition to
explore this fascinating and overlooked aspect of the
movement. Conceived as a visual conversation
between American and British Pop, it brings together
over fifty key works by twenty-eight major artists
working on both sides of the Atlantic in the 1950s and
1960s. The exhibition examines these artists’ shared
preoccupation with images of celebrities, and includes
portraits of Marilyn Monroe, Elvis Presley, The Beatles,
James Dean and Mick Jagger, among others.
Alongside images of the famous, the exhibition
explores the remarkable ways in which Pop Art
extended the conventions of portraiture. Many works,
including several self-portraits, appear to depict

anonymous sitters but actually conceal their identity.
Others, including many that use images from
advertising, are portraits of real people who have been
rendered anonymous by appearing in the mass
media. In this way, the exhibition explores the doubleedged nature of publicity – creating fame and,
alternatively, stripping away personal identity.
A further, unexpected innovation was Pop Art’s
engagement with imaginary portraits: images of
invented individuals, or paintings that evoke real
people in non-literal ways, some not reading as
portraits at all in any conventional sense.
In these different ways, Pop Art elevated portraiture
to a pre-eminent position. Breaking with abstract art,
Pop created a radical new realism with the
depiction of people at its centre. At one with the world
of modern urban experience, Pop gained genuine
popular appeal, but it also went deeper,
revolutionising the traditional genre of portraiture.
The exhibition is arranged in six sections. It starts by
exploring the beginnings of Pop Art portraiture in
Britain and America in the 1950s, including major
works by Rauschenberg, Johns, Hamilton and Paolozzi.
This is followed by a room examining the way artists
such as Lichtenstein, Warhol, Jones and Caulfield
created a fresh, ‘cool’ style. Another section is devoted
to ‘pin-up’ imagery. At the centre of the show, films
by Andy Warhol and Peter Gidal extend the story to
time-based media. A special chapel-like room devoted
to portraits of Marilyn Monroe precedes the final
section, which traces Pop’s heyday in major portraits
by Blake, Kitaj, Rosenquist and Hockney. In engaging
with these themes, Pop Art Portraits presents a fresh
perspective on one of the most exciting movements
in the history of modern art.
Paul Moorhouse
EXHIBITION CURATOR

In this beautifully designed
companion to the exhibition,
curator Paul Moorhouse explores
the role of portraiture within the
Pop Art movement. An essay by
historian Dominic Sandbrook
examines the social background.
The book brings together key
works by major artists working
on both sides of the Atlantic in
the 1950s and 1960s.
Featuring over 150 portraits, Pop Art
Portraits is available in the Gallery
shops, priced £35 hardback and £20
paperback (Gallery exclusive).

THE LENDING
PROGRAMME

RIGHT

Banners outside the Smithsonian
National Portrait Gallery,
Washington DC, featuring the
Gallery’s ‘Chandos’ portrait
of William Shakespeare on loan
to the exhibition Great Britons:
Treasures from the National
Portrait Gallery, London.
© Smithsonian National Portrait
Gallery, Washington DC
BELOW

Crated works of art being
loaded on to a Boeing 747T
at London Heathrow.
© Momart
THIS SUMMER a number of the most important and
best loved of the National Portrait Gallery’s pictures
are missing from its walls, but are to be found instead
at our colleague institution, the Smithsonian National
Portrait Gallery in Washington DC, where they feature
in the major exhibition Great Britons: Treasures from
the National Portrait Gallery, London.

In total sixty-one portraits of royalty, poets, painters
and politicians will be on display there until
3 September, many being seen for the first time
outside London.
*The National Portrait Gallery has
developed a number of ways of
sharing the works in its collection
with audiences outside London
and has been at the forefront of
such developments within the
museum community.
These range from partnerships
with country houses and long-term
loans to historic locations, to an
energetic programme of touring
exhibitions, and short-term loans
to temporary exhibitions created
by museums and galleries
throughout the UK. In any recent
year the National Portrait Gallery
has had up to 500 works on
long-term loan and up to 300
works out on shorter-term loans.

In fact Great Britons is only one among several
exhibitions currently featuring items on loan from the
Gallery. In common with all museums and galleries
the Gallery lends extensively and continually from
its collections to exhibitions and changing displays
at other institutions, not just in Britain but around
the world.
This full-time activity, which goes on largely behind
the scenes – after all, by definition the action happens
away from St Martin’s Place – is in effect the obverse
of the Gallery’s own exhibitions programme, serving
to support the display activities of other museums
and galleries.
It is also a very carefully orchestrated and monitored
operation. Requests to borrow are reviewed in terms of
the portraits themselves – are they already committed
to other loans or displays? Are they robust enough to
be transported to anywhere from Cardiff to Tokyo?
How are they to be packed and shipped? – and in
terms of the venues where the portraits will be put on
display. Moving a work as large as the Somerset House
Conference or The Anti-Slavery Society Convention, for
instance, requires among other things specialist staff,
the right lifting equipment and big enough doors!
The Gallery takes very seriously its dual responsibilities:
both to lend, as part of the strategy of having its
Collection seen by as many people as possible, and to

guarantee the long-term wellbeing of the Collection,
preventing works from exposure to risk of loss,
damage or long-term deterioration. To ensure as far as
possible that our portraits can be seen both today and
in a hundred years time the decision to lend becomes
a delicate exercise in risk management.
In fact, in 2006–7 the Gallery lent 346 separate items
to forty-seven institutions throughout the UK and
a further seventy-six portraits to thirty-one foreign
venues as far away as California and Sydney. It is,
moreover, very actively committed to lending still
more through the Gallery’s National Programme*.
Loans to other galleries’ exhibitions are, however,
only part of the story. There are also some 566 items
lent on a three-yearly renewable basis at fifty-two
venues as diverse as the National Trust, educational
institutions and British embassies abroad – all agreed
on the strict understanding that if and when the
time comes they may go back on display at the
Gallery itself.
The jewels in the crown of this strategy are the loans
made to the Gallery’s Regional Partners at Montacute
House, Beningbrough Hall and Bodelwyddan Castle,
where portraits can be seen in buildings from the
same period, providing both a valid historical and an
illuminating visual context along with a wealth of
interpretive materials.
Through its National Programme and, in the coming
year, with the Museums Association through the
Effective Collections initiative, the Gallery will be
working to place still more loans.
So should you ever be disappointed to find one of your
favourite portraits missing from St Martin’s Place, take
comfort from the thought that it is very possibly being
enjoyed in Leeds … or Lyons …or Los Angeles.
David McNeff
LOANS MANAGER

JOHN REARDON ’ S

cleverly choreographed image of
thirteen top British chefs forms the centrepiece of a
display of recently acquired photographs in Room 38a.
Commissioned for the November 2003 issue of
Observer Food Monthly, the photograph originally
illustrated an article celebrating the flurry of Michelin
stars among British chefs. The Observer ‘invited our
top chefs to break bread together – and asked what
they’d cook for their last supper’.
For the photograph, taken on a summer’s afternoon
in an arc-lit studio, Reardon required technical
knowledge and artistic skills, and hoped for rapport to
relax the chefs, posed behind a sumptuous spread of
bread, meat, vegetables, cheese and wine. Marcus
Wareing (of the Savoy Grill), on the far right, flung a
disc of brie, which, as it flew halo-like over Gordon
Ramsey’s head, sealed the pastiche of Leonardo da
Vinci’s Last Supper.
Since 2002 Reardon has been awarded a number of
prizes for his photographs of chefs, including two
Glenfiddich Food and Drink Awards. Reardon was
born in Cape Town in 1951 and graduated from
the Birmingham School of Film and Photography in
1975. As a freelance photojournalist since 1980,
he has covered worldwide news stories and has
been named Nikon Feature Photographer of the Year
on two occasions.
The sitters in Reardon’s Chefs’ Last Supper range from
Raymond Blanc, chef at the double-Michelin-starred
Le Manoir aux Quat’ Saisons, through to young star
chef Tom Aikens, whose eponymous restaurant is also

This is the first time that the Gallery’s website has
featured user-generated content. Selected captions
will be posted on the website and you could win one of
ten BP Portrait Award 2007 catalogues and a pair of
tickets for the forthcoming Pop Art Portraits exhibition.
Winners will be announced online on 18 September
2007 and their captions will be published in the next
issue of Face to Face.
The following captions have been written by members
of the Gallery’s Youth Forum*:
Samuel Spring on Man Starring
by Maryanne Aytoun-Ellis
What I like about this painting, for one thing,
is the colours. I love the browns – it’s like a deep
chocolate, a muddy kind of brown, on to the pale blue.
It looks as if his hair’s just been done by mistake or by
chance because you can tell that this guy couldn’t
have had hair like that. It looks as if the actual face has
just been placed on top of this smudge behind.
I really like that. And the way his beard blends out.
And I don’t know if you can see but one of his eyes is
a bit lower down than the other one. The eye on the
right side is quite a bit more sunk into his face and
lower, maybe another eye’s depth lower on the other
side. I like that about it. And it’s like a kind of tree,
or I mean it could be. I don’t know what it could be at
the side, whatever in the background, and it’s a lighter
shade of brown. I think it’s something you have to just
sit back and take in, the browns.

CHEFS’ LAST
SUPPER
HANGS AT
THE NATIONAL
PORTRAIT
GALLERY
Until October 2007
Room 38a

Michelin-starred. Angela Hartnett, shown to the left of
her mentor Ramsey, has become one of the highestprofile British chefs in a profession still largely
dominated by men. Following the 2002 launch of the
Grill Room at the Connaught, she won her first
Michelin star in 2004 and in January of this year was
awarded an MBE for services to the food industry.

LEFT

Chefs’ Last Supper
by John Reardon, 2003

Recognising the rising status of cuisine and chefs
in Britain, in 1998 the National Portrait Gallery
commissioned Barry Marsden to photograph
the country’s leading restaurateurs. The Gallery’s
Collection includes a seminal image of Marco Pierre
White by Bob Carlos Clarke and recent portraits of
Nigel Slater by Richard Ansett, Alan Yau by Palani
Mohan and Heston Blumenthal by Laurie Fletcher.
These can be viewed on the Portrait Explorer in the
IT Gallery and on the Gallery’s website.
Clare Freestone
ASSISTANT CURATOR PHOTOGRAPHS

Vicki Woodards on Kaveh, age 31
by Maryam Foroozanfar
This image is striking and intriguing, as it
initially appears quite surreal. It invites you to wonder
exactly what the figure is thinking, and why exactly he
is wearing an unusual orange hat. The detail of the
face contrasts with the simple, bold background,
drawing your attention to his expression, which is also
fairly ambiguous. The overall painting brings about
a lot of questions. Is the portrait supposed to be
amusing? What is the meaning of the hat? While the
colours catch the attention of the viewer, many more
subtle details emerge upon looking and thinking
about it closely.
Rachel Cosgrave on Aileen
by Perdita Sinclair
Aileen is a small and intimate portrait.
Because of this, we read the sitter as a person close to
the artist: a friend, a relative, a mother. The picture
reads much like a memory of sorts – the most intricate
and observed details are around the eyes – where we
look at a person when we talk to them. The colourful
but broken lines are familiar, and though not dictating
where the sitter is, we relate to the space as
somewhere we know well. This idea of memory is also
reflected in the free movement of the paint; it seems
to have its own life and colour, much like memory.
There is a melancholic feel to the piece, which to me
suggests a history; perhaps a history of the sitter,
the culture or indeed of memory.

HAVE YOUR SAY
BP PORTRAIT
AWARD 2007
CAPTION WRITING
COMPETITION
Are you aged eleven to
twenty-one or know someone in this age range?
Visit www.npg.org.uk/bp
and write a caption for any
of the portraits in the
BP Portrait Award 2007
exhibition.
*The Youth Forum is the
opportunity for young
people to have their say
about what the Gallery
does for young people.
The forum meets on
Sundays four times a year
and Thursday evenings
once a month. For more
information email
youthbookings@npg.org.uk
All images shown left are
© the artist

MY SPACE
20 October 2007–
3 February 2008
Studio Gallery
Admission free
In partnership with the
Commission for Architecture
and the Built Environment
(CABE)

ABOVE

Samuel Barclay Beckett
by Paul Joyce, 1979
RIGHT FROM TOP

Building structures with
St Paul’s Way School
Photographer Victoria Turnball
Workshop with the
New Horizon Centre
BELOW

Work produced in a My Space
workshop
Photographer Victoria Turnball

is the latest in a series of exhibitions in the
Studio Gallery resulting from collaborative projects
with young people and community groups. The
project has been developed by the Gallery’s Learning
and Access team, and previous exhibitions have
included work with young travellers, refugee families
and older people’s groups.
MY SPACE

During the summer, groups of young people from
Tower Hamlets, Newham and Camden have worked
on My Space with architects, artists and Gallery staff
to make their own work for display in the Studio
Gallery. The participants used portraits in the
Gallery’s Collection as a starting point for exploring
ideas around identity and the built environment,
considering how public spaces influence behaviour
and identity, and working out how buildings play
a symbolic role in portraiture.
The exhibition project has been developed
in partnership with the education team at
the Commission for Architecture and the
Built Environment, the government’s adviser on
architecture, urban design and public space. The
aim of CABE’s educational work is to ensure that
young people understand the value of well-designed
buildings and spaces. CABE supports a national
network of learning professionals and organisations
working in the field of built environment
education and promotes the built environment as
a learning resource.
In Tower Hamlets a group of students from the
St Paul’s Way Community School worked with
graffiti artists to create impressive large-scale portraits
in their school grounds. Sections of the portraits
will be displayed in the exhibition, along with
time-lapse photography of the young artists in action.
As pupils of one of the first schools to be rebuilt
under the Building Schools for the Future
programme, these young people find buildings and
spaces a very pertinent topic, and this project has
given them the opportunity creatively to explore
the associated issues.

The project has also involved young people from
the New Horizon Youth Centre in King’s Cross, a day
centre working with young people who are vulnerable,
homeless or at risk. One group from the centre
has worked with DJ and poet Charlie Dark to create
atmospheric sound portraits, while another has
worked with a visual artist to communicate their
unique and significant relationship with buildings and
spaces.
During the development of the project all of the
groups involved had special visits to the Gallery to
learn more about its Collection, as well as having the
opportunity to meet an architect and learn more
about public spaces in their area.
The My Space exhibition will include a selection of
work from the Gallery’s Collection that has inspired
the participants’ work. There will also be hands-on
activities for exhibition visitors.
My Space is a key part of a wider programme of
Access and Outreach work at the Gallery, which aims
to develop new audiences and involve people from a
range of backgrounds in the Gallery. This includes a
well-established programme for pupils with Special
Educational Needs and hospital schools, as well as a
developing programme for young people.
Rebecca Connack
PROJECT MANAGER

When I set up Camera Press I did so with a sum of
£2,000… of course everyone I knew tried to
dissuade me. The world’s opinion is always ‘Don’t
do it!! Or if you must do it, don’t do it now!!’
This of course is sheer nonsense. All depends on
your own determination, single-mindedness and
stamina.
TOM BLAU ,

CAMERA PRESS
AT 60
From 30 October 2007
Room 37a
Admission free

1983

CAMERA PRESS was founded in 1947 by my late
grandfather, the Jewish Hungarian reporter and
photographer Tom Blau. Born and raised in Berlin, Tom
left Nazi Germany in 1935 and moved to London.
He initially worked as a freelance photo researcher
for both the New York Times photo syndication
department World Wide Photos (whose Berlin bureau
he had previously worked for) and Keystone Press,
before setting up the international photo library
Pictorial Press on behalf of an American investor.
After becoming a British citizen in 1947, Tom
founded his own agency, Camera Press, which is now
the largest independent photographic agency in the
UK and represents some of the world’s leading
photographers. Our material includes an unparalleled
royal collection, premium celebrity portraits, news and
features from around the globe, a specialised lifestyle
and beauty department and a vast historical archive.

It was during the early years of Camera Press that Tom
first started taking photographs himself to produce
material suitable for distributing through his agency.
Assignments for publications such as Picture Post,
the British magazine Illustrated, Der Spiegel and the
Saturday Evening Post in America soon followed.
Tom travelled the world photographing the famous
and eminent – everyone from Henry Kissinger, Richard
Nixon, Robert Kennedy and Aristotle Onassis to
P.G. Wodehouse, Somerset Maugham, Marie Stopes,
Sir Laurence Olivier and Vivien Leigh, and John Lennon
and Yoko Ono. He soon built up an impressive
portfolio of writers, artists, actors, musicians and
politicians, some of whom can be seen in this display
Born 1946– Camera Press at 60.
Tom’s informal, intimate style of photography
reminds us of a bygone age when the gulf between
photographer and famous subject was much smaller
than it is today. The relationship between sitter and
photographer was more relaxed, with fewer barriers in
the form of agents and PR. Many sessions took
place at people’s homes and involved spending large
amounts of time with the sitters – lunches, dinners,
evenings out, even vacations – and as a result
friendships were often formed between Tom and his
famous subjects. This degree of access is almost
unthinkable in today’s photographic world.
From the very beginning, Tom Blau established a
reputation for representing some of the greatest
names in photography, a reputation that continues
today. The first photographer recruited by my
grandfather was the celebrated portrait photographer
Yousuf Karsh. The two men enjoyed a life-long
friendship and Camera Press continue to represent
Karsh’s archive. Lord Snowdon, Cecil Beaton and
Patrick Lichfield were other early additions to the
agency and we still have the honour of handling

LEFT FROM TOP

Sir Laurence Olivier and
Vivien Leigh
by Tom Blau, c.1950
© Camera Press
Daphne Du Maurier standing
in front of a painting of her
husband Lieutenant General
Sir Frederick (‘Boy’) Browning
by Tom Blau, 1966
© Camera Press

Other sitters in the display
by Tom Blau include:
Barbara Cartland
Daphne Du Maurier (left)
John Lennon & Yoko Ono
Somerset Maugham
Nancy Mitford
Sir Laurence Olivier and
Vivien Leigh (above left)
Harold Pinter
The display will also feature six
new commissions. These include:
Stephanie Beecham
by Nicky Johnston
Katherine Hamnett
by Mary McCartney

their work. These acknowledged photographic legends
have been joined at Camera Press by leading
contemporary photographers – Jason Bell, Perou,
Bryan Adams, Jillian Edelstein and Mary McCartney,
to name but a few.
Now in its sixtieth year, Camera Press remains not only
family-owned, but also one of the last independent
photographic agencies in existence. I know my
grandfather would be thrilled with this display at the
National Portrait Gallery, showcasing not only his
own photography but also new works by some of the
illustrious contemporary names that continue to
contribute to the agency. It is photographers such
as these who are responsible for our continuing
success in the photographic industry. Their work,
both past and present, performs a crucial role in
shaping the history of photography, a history which
without question, Tom Blau and Camera Press have
made a significant contribution.
Emma Blau
EXECUTIVE DIRECTOR , CAMERA PRESS

Please see our website www.camerapress.com
for further details on the agency.

royal authority and to display exemplary feminine
behaviour as a devoted wife and mother to the royal
heirs. To underline this, formal portraits of the Princess
of Wales through the 1980s conform to traditions of
royal portraiture. In a curiously repetitive series of
photographs by Terence Donovan, taken over a period
of years, the princess is frequently presented seated,
hands on her lap, wearing an array of dresses and
jewels suitable for formal state occasions.

DIANA, PRINCESS
OF WALES
Until 8 January 2008
Room 33

RIGHT

Diana, Princess of Wales
by Mario Testino, 1997
FAR RIGHT FROM TOP

Diana, Princess of Wales
by Carole Cutner, 1981
Diana, Princess of Wales
with her sons
by John Swannell, 1994
BELOW FROM TOP

Prince Charles and Diana,
Princess of Wales
by Patrick Lichfield, 1981
Diana, Princess of Wales
by David Bailey, 1988

IN FEBRUARY 1997 Diana, Princess of Wales, visited
a south London studio to sit to the photographer
Mario Testino, favourite of international fashion
houses and Hollywood stars. The resulting group of
portraits, published in Vanity Fair a few months
later, caused a sensation. While retaining all the
glamour one would expect from this sitter and this
photographer, these portraits deconstruct the familiar
image of the princess, stripping it of all royal formality.
Her sheer radiance in these, her last official portraits,
subsequently rendered them inescapably poignant.

Of these, a stunning black and white portrait of the
princess in a Catherine Walker evening dress forms
part of a display marking the tenth anniversary of her
death. Drawn from the Gallery’s Collection, the display
brings together a varied set of portraits of the princess,
one of the most photographed women of recent
times, by a number of photographers, among them
Snowdon, Donovan and Bailey. Here is a fascinating
and touching record from the time of her engagement
to the Prince of Wales to her last public charitable
campaign.
Early portraits of Lady Diana Spencer seem worlds
away from the sophisticated and apparently carefree
woman presented by Testino. Her first appearance in a
glossy magazine was in Lord Snowdon’s ‘portfolio’ of
young aristocratic beauties photographed for Vogue.
Dressed in the type of demure high-necked shirt she
popularised, the teenage Diana appears nervous in
front of the camera. Carol Cutner’s affecting portrait
of her, taken in the same week as her wedding, shows
a young woman totally unprepared for the media
attention she was about to receive.
The official photographer for the wedding of the
Prince of Wales and Lady Diana Spencer on 29 July
1981 at St Paul’s Cathedral was Patrick Lichfield.
Widely reproduced, his photographs of the ‘fairy-tale’
princess captured the public’s imagination. Her dress,
designed by the Emanuels, was inspired by the
opulent wedding dress of her predecessor Alexandra,
Princess of Wales (1844–1925), bride of the future
Edward VII. Like her, Diana was expected to embody

When the National Portrait Gallery wished to
commission a photographic portrait of her in 1988,
she expressed a determination to sit for a fashion
photographer. Her choice of David Bailey resulted in a
portrait that is smart and chic, symptomatic of the
princess taking control of her own image. Pursued by
paparazzi as her marriage dissolved, she nevertheless
learnt to use the media to her advantage in promoting
her charity work, most potently in the campaign
against landmines. In contrast, the most unguarded
and possibly the most delightful photograph in the
display is an ‘out-take’ for an official Christmas card
by John Swannell, showing the princess sharing a joke
with her young sons Princes William and Harry.
Rosie Broadley
ASSISTANT CURATOR

asked what are the most popular
postcards from our Collection. Here is the list of the
top ten best sellers since 2000.

TEN BEST
SELLING
POSTCARDS

WE ARE OFTEN

1 Audrey Hepburn
by Cecil Beaton, 1954
2 Twiggy
by Ronald Traeger, 1967
3 Virginia Woolf (detail)
by George Charles Beresford, 1902
4 David Beckham (detail)
by Lorenzo Agius, 1998
5 Sir Paul McCartney
by Sam Walsh, 1964
6 Queen Elizabeth I (detail)
by an unknown artist, c.1600
7 Marjorie (‘Mo’) Mowlam
(detail) by John Keane, 2001
8 Darcy Bussell (detail)
by Allen Jones, 1994
9 William Shakespeare?, known
as the Chandos portrait (detail)
attributed to John Taylor,
c.1600–10
10 Queen Elizabeth I
(The ‘Ditchley Portrait’)
(detail) by Marcus Gheeraerts
the Younger, c.1592

W.H. AUDEN
From 28 July 2007
Room 31 showcase

the centenary of the birth of
W.H. Auden, one of the finest and most diverse poets
of the twentieth century. The third son of a doctor
and a missionary nurse, Wystan Hugh Auden grew
up in Solihull, Birmingham, and described his early
advantages as ‘good genes and good education’.
His initial intention to become a mining engineer
was inspired by a childhood obsession with lead
mining machinery and he only recognised his true
vocation when a school friend asked him casually,
‘Tell me, do you write poetry?’
THIS DISPLAY MARKS

As an undergraduate at Oxford, Auden devoted
more time to poetry than to his studies, and his first
collection of poems was published privately by fellow
student Stephen Spender in 1928. An informal
photograph taken by Auden’s brother that year shows
the young poet smoking a pipe with an air of studied
nonchalance. By the end of the 1930s, he was hailed
as the leader of a new group of young writers, and
was photographed with Spender and Christopher
Isherwood by Howard Coster.
Captivated by America during a brief trip to
New York eight years before, Auden became a US

citizen in 1946. Subsequent portraits by American
photographers are distinctly glamorous: posing to
Irving Penn for Vogue, and for Richard Avedon,
strolling through a New York snowstorm.
Cecil Beaton was unique in capturing Auden’s
transition from youth to old age. He photographed
the poet over three decades, each time repeating
or reflecting Auden’s image. The smooth, youthful
face, which Auden unfavourably compared to ‘an egg
upon a plate’, developed into the well-known lined
and craggy older visage.
Rosie Broadley
ASSISTANT CURATOR

FROM LEFT

Wystan Hugh (‘W.H.’) Auden
by James Soame, 1926
Wystan Hugh (‘W.H.’) Auden,
Christopher William Bradshaw
Isherwood and Sir Stephen Harold
Spender (detail)
by Howard Coster, 1937
Wystan Hugh (‘W.H.’) Auden
by Yousuf Karsh, 1972
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for Gallery
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BIG MUSICAL
BIG COMEDY
BIG HAIR!

FREE CHAMPAGNE
AND PROGRAMME
WHEN YOU VISIT
HAIRSPRAY
To claim your free champagne
and programme quote ‘NPG
OFFER’ when booking.
Offer valid Monday to Thursday until
29 November 2007, subject to availability.

This offer is only open to
National Portrait Gallery
Members, Associates and
Patrons

TO BOOK
By phone 020 7379 5399
(A £2 booking fee applies)

In person
Shaftesbury Theatre
210 Shaftesbury Avenue
London, WC2 8DP
(No booking or transaction fee)

www.hairspraythemusical.co.uk
U Tottenham Court Road /Holborn
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SHAFTESBURY THEATRE
OPENS 11 OCTOBER
Pop Art Portraits, which opens on 11 October, offers a unique and
colourful insight into the dramatic social changes, which took place
on both sides of the Atlantic during the 1960s. To celebrate the
culture, music and fashion of this momentous decade the Gallery
has teamed up with the hit Broadway musical, Hairspray, which
arrives in the West End in October to bring you this special offer.
Set in 1962, Hairspray is ‘All singing, all dancing – a feel good
show that really does make you feel good.’ DAILY TELEGRAPH

