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From the
Director

I am very pleased that we are renewing our relationship with Herbert Smith LLP as our
Spring Season sponsors for 2008. This follows from our successful partnership with the
law firm during our 150th Anniversary year in 2006, and before that their sponsorship
of the Cecil Beaton and Lee Miller exhibitions.
This spring we feature Vanity Fair Portraits: Photographs 1913–2008, which will
then go on to be shown in Edinburgh, Los Angeles and Canberra. This special exhibition
charts the magazine’s particular tradition of commissioning photographic portraits by
some of the most respected photographers over the years, from Edward Steichen, Cecil
Beaton and Man Ray in the early period, through to Annie Leibovitz and Mario Testino,
who have appeared in Vanity Fair since it was re-launched in 1983. The celebrated
subjects of these portraits range from Albert Einstein and Greta Garbo to Arthur Miller
and Madonna.
COVER AND ABOVE

Louis Armstrong
by Anton Bruehl, 1935
© Condé Nast Publications Inc. /
Image Courtesy National Portrait
Gallery, Smithsonian Institution /
Art Resource, NY
This work will feature in
Vanity Fair Portraits:
Photographs 1913–2008
on display until 26 May 2008.

In March, Brilliant Women: 18th-Century Bluestockings, in the Porter Gallery,
investigates the fascinating group of intellectual women – amongst them Elizabeth
Montagu and Elizabeth Carter – who cultivated an ethos of learning and virtue in the
salons of London. These women were highly regarded by their contemporaries, but
have in some cases lost the recognition they deserve. The exhibition consists of rarely
seen portraits and graphic satires, combined with personal artefacts and other items of
popular culture, and evaluates how the Bluestockings redefined traditional notions
of female achievement, attributes and, succeeded in advancing their work through
their use of portraiture.
Complementing the historical portraits from the eighteenth century is a display of
Modern Muses, with twenty-one portrait photographs by Bryan Adams, commissioned
by sponsor BlackBerry®, celebrating a number of influential women today including
Annie Lennox, Zaha Hadid, Darcey Bussell and Kanya King.
Through collaboration with the UK Film Council to encourage greater diversity
in the British film industry, in April we will be displaying Want To See More of Me?,
photographic portraits of black film actors by Donald MacLellan. Also in the spring
the Gallery is working with Fraser James, on his ‘4 the Record’ initiative, which seeks
wider recognition for the achievements of black actors whether in film, television or
the theatre.
From 20 March Anthony Caro Portraits will be on display in Room 32. This display was
previously highlighted in the Summer 2007 issue of Face to Face, but through
unforeseen problems with the shipping and installation of the bronze sculptures we
are only now able to complete the project. The bronze heads of Caro’s wife Sheila are
a fascinating glimpse into the figurative style of an artist who is renowned for
his abstract work.
The National Portrait Gallery is the first London-based organisation to receive the Arts
and Business ‘Invest’ grant, for a specific project involving art workshops with young
patients at hospital schools. This scheme has been made possible with the additional
support of the Lehman Brothers Foundation Europe. Linked to Lehman’s sponsorship
of the Pop Art Portraits exhibition, the workshops have involved several artists, such as
Sir Peter Blake, spending time with children to create animated portraits.

Sandy Nairne
DIRECTOR

I LOVE THE NATIONAL PORTRAIT GALLERY , and for
me, going for a visit there is always something of a
treat. I love the building, its proportions and location
and each time I go there, it feels like a discovery,
almost as if I’ve never been there before. One thing
that does remain steadily familiar is that reassuringly
solid quality, exemplified by its Victorian architecture.
I’m still trying to come to terms with its modern
extension, though.

I was given the task of writing about one particular
portrait of my choice – anything I felt responsive to.
‘That should be easy,’ I thought . . . but I assure you,
it is not.
Walking methodically through each room, I felt
confident that I would quickly identify my own
personal favourite. I thought it would stand out
and proclaim loudly . . . ‘Hello . . . it is me!’.
The problem is that every portrait is unique and
special. Each one has a story of its own to tell. I found
myself thrown off-track by a plethora of questions:
What essentially is a portrait? And what is a portrait
gallery anyway? What have all these people come
here looking for? And what do they think they’ll find
in all this looking?
Then I got an answer. This is a place to commune with
the good, the great and possibly even the notorious.

M ODERN M USES is an essay of 21 new portraits all
captured by Bryan Adams over just four days during
late 2007. These new portraits provide the Gallery
with an ideal opportunity to complement the artists,
writers and social activists featured within the Brilliant
Women: 18th-Century Bluestockings exhibition with
their counterparts similarly contributing to today’s
rich social fabric.
Historically, the term ‘muse’ has been taken to mean
those women from Greek mythology who embody
specifically the arts and inspire the processes of
creation. Yet today, the same term more loosely
applies to any woman from any walk of life whose
successes or endeavours provides some beacon
of inspiration for others – and as such this portfolio of
images encompasses artists and businesswomen,
actresses and campaigners, and fashion designers,
models, journalists and art dealers, who individually
and as a group certainly do contribute much to the
society we all now live within.
The portraits also aim to capture not only those at the
very top of their various professions, or those that
are household names, but also individuals who are
creating equally inspirational energy at the beginning
of their own respective careers, or within projects or
initiatives that are far less commonly on the front
pages or our TV screens.
Consequently, the essay comprises portraits of
individuals such Annie Lennox, Vivienne Westwood
and Erin O’Connor; Baroness Hogg, Lady Carole
Bamford and the Hon Hilary Weston; alongside such

This is a place where we can take an opportunity to
look at them eye to eye. We can get up close. Through
the medium of the artist, whether via camera lens and
film, or canvas, brush and paint, each portrait reveals
something about its subject. Perhaps we can glean
a sense of their essence – through a representation
of an aspect of their physical form, maybe we can
spot their strengths or even their vulnerabilities.
We can admire, assess, recall, reminisce and then
make abstract contact or connection.

MY FAVOURITE
PORTRAIT
ANNIE
LENNOX

Or, perhaps, they will remain inscrutable, existing
imperviously in two-dimensional portrait form, behind
the confines of glass. I started to panic. Perhaps I had
bitten off more than I could assimilate!
So here I am, writing something slightly different. It is
more of an impression, a broad sweep of the place.
This is the space where authors, poets, painters, kings,
queens, princesses and princes collide with artists or
their muses, models, social icons, politicians and pop
stars. You can encounter everyone, from Margaret
Thatcher to Mandy Rice-Davies. Everybody’s there,
from times past right up to the present day. I could
spend hours delving into its treasures and reflecting.

Singer and songwriter Annie
Lennox has received numerous
awards throughout her long
career, including the Ivor Novello
Award, eight Brits including
Lifetime Achievement Award,
three Grammys, and more
recently, an Oscar for her work
on Lord Of The Rings.
ABOVE

So if you want a piece about one particular portrait,
just tell me WHICH ONE!?

Annie Lennox, 2007
by Bryan Adams
© Bryan Adams

Annie Lennox

rising stars as Anne Marie Duff,founder of the MOBO
Awards Kanya King and the artist Annie Morris.
The sponsor of Brilliant Women, BlackBerry, has also
made possible the Modern Muses project and enabled
us to work with Bryan Adams to facilitate this new
body of work.

MODERN MUSES
13 March – 15 June 2008
Room 35
Commissioned by
BlackBerry

Marc Carter
DISPLAY CO - ORDINATOR
LEFT AND BELOW

Dr Scilla Elworthy, 2007
Annie Morris, 2007
by Bryan Adams
© Bryan Adams

VANITY FAIR
PORTRAITS
PHOTOGRAPHS
1913–2008
Until 26 May 2008
Wolfson Gallery
Admission £10
Concessions £9/£8
Free for Gallery Supporters
Sponsored by Burberry

closely in partnership with
Vanity Fair for the last three years to realise the
stunning exhibition Vanity Fair Portraits: Photographs
1913–2008, which opens on 14 February 2008.
Terence Pepper, the Gallery’s Photographs Curator,
formed a close dialogue with Vanity Fair’s David
Friend (Editor of Creative Development), and the
exhibition brings together for the first time the
two eras of the magazine’s incomparable collection
of photographic portraits. The show also celebrates
the ninety-fifth anniversary of the inaugural issue and
the twenty-fifth anniversary of the magazine’s
re-launch in 1983.
THE GALLERY HAS WORKED

AN INTERVIEW WITH DAVID FRIEND
Emma Black: Can you explain the development of
this relationship with the National Portrait Gallery?
David Friend: No other institution in the world can
match the Gallery’s global reputation and expertise
in portraiture, and so Graydon Carter, the Editor of
Vanity Fair, thought it was the logical partner.
We knew that the Gallery would respect and take
seriously what Vanity Fair has done to celebrate
the celebrated over the last hundred years.

ABOVE

Gloria Swanson
by Edward Steichen, 1928
© Condé Nast Publications Inc. /
Courtesy George Eastman House
A lavishly illustrated catalogue
by curators David Friend and
Terence Pepper accompanies
the exhibition, with an essay by
Christopher Hitchens. Price £25
paperback (Gallery exclusive).
RIGHT

Virginia Woolf
by Maurice Beck and Helen
MacGregor, 1924
© Reserved / Private Collection

EB: The Gallery concentrates on representing art,
British history, the biographies of influential and
important individuals and recording the famous from
all areas of life and society. How do the priorities
of Vanity Fair reflect this?
DF: Vanity Fair excels at creating icons of personalities
and individuals of great stature, while the Gallery
excels at identifying the icons and recording
photographers and subjects for posterity. This is
another reason why the Gallery is a great fit. We
were maybe the first general-interest publication to
celebrate and identify leading individuals in
photographs in a way that treated photographic
portraiture of the famous as if the pictures themselves
were art and as if the subjects themselves were of
a similar importance.
EB: Through this approach, Vanity Fair has helped
to elevate the profile of the photographer. Do you
see sitter and photographer as being of equal
importance?
DF: Vanity Fair certainly did encourage a renewed
respect for the creator of the image, and now,
especially in the current incarnation of the magazine,
it is been partially credited with making the creators
of the images stars themselves.
EB: The early period and the contemporary magazine
have never been viewed together. What will our
visitors gain from this pairing and first opportunity to
view the two simultaneously?
DF: With the birth of modern portraiture between
the wars you had the emerging style of graphic
sophistication and unique chiselled light and shadow,
geometric symmetry and boldness. You see, as one
book-end, the birth of the modern icon in the
early Vanity Fair, especially in an era where film was
becoming popular. In the current era you have the
other book-end, the post-modern age which has more
of a sense of collaboration between artist and subject.

In this exhibition we trace the idea of public image
across a hundred years in one publication.
EB: In selecting images for the exhibition what were
the main criteria you and Terence Pepper used?
DF: There were three: is the portrait itself iconic;
does the portrait reveal something really surprising
that in hindsight tells us a lot about the artist or the
subject or the period itself; does the picture offer
a definitive insight into the photographer, the subject
or the time. Once we had established our selection,
Graydon Carter and Sandy Nairne either, elaborated
on or added new suggestions. Because of the
difficulties in reducing the selection to 150 images,
we will release a second book in October 2008, in
addition to the exhibition catalogue, with twice as
many images.
EB: A significant number of rare vintage prints,
loaned from private collections, are included in the
exhibition. How important was this?
DF: We wanted people to get a flavour of the time
when the work was created, in the way that going to
original recordings gives the real sound and crackle of
the period. Graydon was excited about the tattered
edges on some of the pictures, the margin, notations,
the creases, which all contributed to the sense that
they are a piece of art as opposed to something
ephemeral.
EB: What do you think the current version of the
magazine can learn from the early period and
vice versa?
DF: It is like having children. The parents often learn
as much from them as they learn from the parents,
sometimes more. Having vintage prints next to
contemporary works throws up all sorts of lessons.
You have the colour of now versus the black and white
prints, and you get a sense of how the rendering of
personalities has changed. I was always struck by
how many of the vintage pictures’ subjects are not
staring at the camera, whereas, in many of the

FROM LEFT

Jean Harlow
by George Hurrell, 1935
courtesy of George Hurrell Jr. / Image
courtesy Condé Nast Archive
Philip Johnson
by Josef Astor, 1996
© Josef Astor, 1996

LEFT

Hollywood Cover
(left to right: Nicole Kidman,
Catherine Deneuve, Meryl Streep,
Gwyneth Paltrow, Cate Blanchett,
Vanessa Redgrave, Kate Winslet,
Chloë Sevigny, Sophia Loren and
Penelope Cruz)
by Annie Leibovitz, April 2001
Photograph © Annie Leibovitz

modern pictures, the subjects are looking directly at
the viewer, as if saying, ‘I realise I am in on this
with you and part of this visual transaction.’
EB: In the process of commissioning covers, how
much does Graydon Carter influence outcome?
DF: Graydon decides – it is his choice. There are four
other people who have input: Jane Sarkin, Features
Editor, who has done almost every cover for the
modern magazine; Susan White, Photography
Director; David Harris, Design Director. Michael
Roberts has come aboard as well recently as
Fashion and Style Editor. This team is key in deciding
how best to marry up subject and photographer.
EB: Is it a very clear choice when you are planning
the magazine what will be the cover image?
DF: Usually covers are set in advance because so
many factors come into play: a movie coming out,
someone who is about to emerge, because we are
a magazine that anticipates and shapes. So the
cover subjects we have thought about for six months,
sometimes longer. But we will change them at the
last minute if something new and fresh emerges.

EB: Some of your influential covers like the heavily
pregnant Demi Moore in 1991 made a great impact
in challenging our ideas of female beauty. Was that
a conscious decision, to trigger debate?
DF: I think we often try to push the envelope. The
photographers, writers and illustrators alongside
the editors are doing what they do best, which
is experimenting, which in turn helps to provoke.
We like to provoke.
David Friend was interviewed by
Emma Black MEMBERSHIP OFFICER

BRILLIANT
WOMEN
18TH-CENTURY
BLUESTOCKINGS

Bluestocking (‘blu:st k )
n. a scholarly or intellectual woman
[From the blue worsted stockings worn by members
of an eighteenth-century literary society]

13 March –15 June 2008
Porter Gallery
Admission Free

F RO M E L I Z A B E T H B A R R E T T B RO W N I N G in the
nineteenth century to Germaine Greer in the
twentieth, many influential women have lamented
their lack of ‘foremothers’. But why has the
remarkable group of eighteenth-century creative and
intellectual women known as the ‘Bluestocking Circle’
been overlooked? Publicly celebrated in their own
time, these women’s achievements in the worlds of
art, literature and even political thought were taken
to symbolise Britain’s progress as a civilised and
commercial nation. And yet by the end of the
century there was a backlash against the figure of
the learned woman and the name ‘bluestocking’,
once an accolade, became a term of abuse.

Sponsored by BlackBerry

ABOVE FROM TOP

Frances Boscawen (fig. 1)
by Allan Ramsay, c.1747–8
Private Collection
‘Friendship Box’ (fig. 2)
by Christian Friederich Zincke,
c.1740
The Stuart Collection
© Christie’s Images Limited

RIGHT

Elizabeth Carter (fig. 3)
by Joseph Highmore, c.1738
Owned by Deal Town Council
on behalf of the People of Deal

Brilliant Women explores the image and identity
of the independent creative woman in eighteenthcentury Britain by examining the impact of the
original Bluestocking Circle. This was a group of
women writers, artists and thinkers who met regularly
to debate contemporary ideas and pursue the life
of the mind. These women assembled in the London
homes of Elizabeth Montagu, Elizabeth Vesey and
Frances Boscawen (fig. 1), innovative literary hostesses
whose salons allowed women to flourish and be
brilliant in every sense of the word. Although
principally a female phenomenon, these bluestocking
conversation parties included famous men – such as
Edmund Burke, Samuel Johnson and David Garrick –
who supported the idea of female education.
Indeed, the label ‘bluestocking’ was originally
applied to both sexes, and was coined to describe the
botanist Benjamin Stillingfleet, who wore blue worsted
stockings (rather than the more formal white silk)
to one of Montagu’s evening parties. Together these
bluestockings were celebrated for forging new links
between gender, learning and virtue in the popular
imagination of eighteenth-century Britain.

The Bluestocking Circle grew out of female friendships
that were based on a shared love of learning. A unique
and precious gold and enamel ‘friendship’ box (fig. 2)
with interconnected miniature portraits reveals the
affection and loyalty between Elizabeth Montagu,
Elizabeth Cavendish (Harley), the Duchess of
Portland, Mary Delany and, we believe, Mary Howard,
Lady Andover, who were founder members of the
Bluestocking Circle. Their friendships were sustained
over time and distance by the pleasures of regular
correspondence and conversation. Such emotional
and literary bonds gave rise to a distinctive culture of
mutual support, charity and patronage by which
bluestockings nurtured the creativity and supported
the professional outputs of a wide range of women
from different social classes.
Including the classicist and poet Elizabeth Carter
(fig. 3), the historian Catharine Macaulay, the writer
Hannah More and the artist Angelica Kauffmann, the
Bluestocking Circle formed an important network of
artists, writers and intellectuals who were involved in
a diverse range of cultural activities from writing
novels and poetry to history and portrait painting.
With the exception of their wealthy patron and
hostess Elizabeth Montagu, ‘Queen of the Blues’,
each made a living from her work. By succeeding in so
many traditionally masculine professions, they drew
attention to the need for greater equality between
the sexes. Writing and painting provided a route to
autonomy and economic independence: ‘Who would
not be a bluestockinger at this rate?’ wrote Fanny
Burney in her diary.
With victory in the Seven Years War (1756–63),
the mid-eighteenth century was a period of increasing
cultural, commercial and national confidence in
Britain. This shaped the popular perception both of
the Bluestocking Circle and of learned women more
generally. For the first time, women’s contribution
to art and literature was celebrated patriotically. By
comparing various commemorative and commercial
representations with more ambitious portraits such
as Richard Samuel’s Portraits in the Characters of the
Muses in the Temple of Apollo (The Nine Living Muses
of Great Britain) (fig. 4), the exhibition explores the
historical enthusiasm for learned and creative women
and reveals how bluestockings were promoted as
icons of Britain’s international superiority at a time
of growing international power and prowess.
Britain had long believed itself heir to ancient Rome,
and ancient history and mythology were often
invoked to justify contemporary behaviour. As seen in
Samuel’s celebratory group portrait, as well as
Wedgwood medallions and a number of other
portraits, a positive view of modern female creativity
was often made by reference to the nine Muses.
Richard Samuel and the work of others artists such
as Angelica Kauffmann, Sir Joshua Reynolds and
Elisabeth Vigée-Lebrun shows a sensitivity to the
contemporary debate about whether the nine Muses,
who each represented an art or science, were merely
inspiration to men or could also represent active
female creativity. Consequently, during the late
eighteenth century, the Muses were frequently used in
art and literature as powerful examples of what
women might achieve. This allegory also appealed to

heralded a slow process of change in Britain. Until
the end of the Napoleonic Wars in 1815, Britain
experienced increasing economic and political
insecurity. The onset of Revolution in France in 1789,
paired with radical opposition to the government at
home, resulted in a conservative backlash. A new
repressive climate emerged which halted the slow
move towards equality of the sexes.

LEFT FROM TOP

Portraits in the Characters of the
Muses in the Temple of Apollo
(The Nine Living Muses of Great
Britain) (fig. 4)
by Richard Samuel, 1778
Elizabeth Carter as Minerva (fig. 5)
by John Fayram, c.1735–41
Miss Paddy Barrett

Greater restrictions were imposed on women’s
intellectual self-expression and personal freedoms.
These can be traced in the rise and fall of two
writers – the republican historian Catharine Macaulay
(fig. 6) and her admirer, the early ‘feminist’ Mary
Wollstonecraft. Both held radical beliefs, greeted the
French Revolution with enthusiasm and spoke out for
women’s rights. But their troubled reputations were
due less to their vehement politics than to their
rejection of expected female behaviour, especially
in their liberal attitudes, outspoken politics and
unconventional sexual lives. To the conservative
Horace Walpole they were no better than ‘viragos’,
while to the reactionary Reverend Richard Polwhele
they were the leaders of a new and frightening
generation of ‘unsex’d females’, who – through their
behaviour and their beliefs – violated their feminine
identity by abandoning ‘natural’ modesty, criticising
Britain’s social, political and religious institutions and
calling for equality with men.
Finally, the exhibition contrasts the scandals
surrounding Macaulay and Wollstonecraft with the
huge success of the evangelical Christian social
reformer Hannah More (fig. 7). She did not believe
in women’s rights. In this period of national insecurity,
when the traditional roles of the sexes were
emphasised once again, More promoted the female
duties of charity, piety and child-rearing as the
foundation of a new model of domestically based
female activism.
women who knew the benefits of sociability, creative
exchange and collaboration.
Although the mid-eighteenth century offered
an unusually positive climate in which to be a
bluestocking, celebrity and notability remained
fraught for individuals. Writers and artists could
lead lives more private than actresses or singers,
but they too had to demonstrate that their
professional occupations did not compromise the
moral and social expectations of their sex. This tension
is apparent in the famous and previously unknown
portraits assembled here, which convey some of the
strategies employed by professional creative women,
such as the writer Hannah More and the artists
Angelica Kauffmann and Mary Moser, to promote
their work and reputations in the male-dominated
worlds of art and literature. The portrait of Elizabeth
Carter as Minerva (fig. 5), which was rediscovered
during the research for this exhibition, is an
unprecedented example of how a young woman
writing for the periodical press in the 1730s was
successfully promoted as a moral role model for
learned women.
The exhibition concludes by considering the shifting
fortunes of the intellectual and creative woman as
the American Declaration of Independence in 1776

Despite the fact that these eighteenth-century
bluestockings made a substantial contribution to
the creation and definition of national culture, their
intellectual participation and artistic interventions
have largely been forgotten. By the end of the
eighteenth century the combined social and
intellectual prominence of so many intelligent women
began to be greeted with suspicion and disgust.
The most vociferous attacks on bluestockings came
from the leading male Romantic writers, who wished
to protect their status and success. The literary critic
William Hazlitt declared that he did not ‘care a fig for
any woman who even knows what an author means’,
while Lord Byron famously derided the poet Felicia
Dorothea Hemans – who often outstripped his
popularity and his sales – by moaning uncharitably
that she should ‘knit bluestockings instead of wearing
them’. Once again, openly intellectual women were
viewed with suspicion and ‘bluestocking’, so recently
a mark of distinction, became a term of insult
and ridicule.
Lucy Peltz 18 TH CENTURY CURATOR and
Elizabeth Eger LECTURER IN ENGLISH , KING ’ S
COLLEGE LONDON , EXHIBITION CURATORS
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Catharine Macaulay (fig. 6)
by Robert Edge Pine, c.1775
Hannah More (fig. 7)
by Augustin Edouart, 1827

POP ART
HOSPITAL
OUTREACH
PROGRAMME
Supported by the Lehman
Brothers Foundation Europe
and Arts & Business

Lehman Brothers is grateful for
the opportunity to work with the
National Portrait Gallery and Arts
& Business to help effect change
in arts education. As an extension
of the Firm’s sponsorship of the
Pop Art Portraits exhibition we
have been able to use our
resources and our people to
support this innovative project
and inspire children who are
in long-term hospital care.
ANDREA SULLIVAN
HEAD OF PHILANTHROPY AND CULTURAL
PARTNERSHIPS AT LEHMAN BROTHERS

ABOVE

Students working in the hospital
school classroom with an artist
from the National Portrait Gallery
Learning and Access team
ABOVE RIGHT FROM TOP

Work by Aliya aged 9
Students’ combined artwork

RIGHT FROM TOP

Work by Sonia aged 13
Sir Peter Blake with Oliver

I am spiderman … I can climb on the ceiling
and shoot a web
PUPIL FROM EVELINA HOSPITAL SCHOOL
NOT SOMETHING A TEACHER expects to hear from
pupils during a lesson. However, this super-hero status
was inspired by the National Portrait Gallery’s new Pop
Art outreach programme, which uses themes such as
comic-book art and icons as a launch pad for pupils
to create their own art work. In autumn 2007 the
Gallery embarked on a year-long project to work with
four hospital schools, using Pop Art Portraits as a
starting point to inspire pupils to work with artists,
photographers and animators.

The National Portrait Gallery’s Access and Outreach
team began the programme at Evelina Children’s
Hospital at Guy’s and St Thomas’ Hospital in October
2007. The renowned artist Sir Peter Blake was
invited to join a session and come face to face with the
young artists’ versions of his own classic Pop Art works
in the initial ten-day animation project. Sir Peter said
he thought it was a wonderful project and, having
helped to create an animation with one of the pupils,
confided that he had never animated before. It’s not
often that an education project can claim to have
inspired a cultural icon! The team at Evelina Children’s
Hospital School and the Gallery were delighted with
Sir Peter’s visit.
Manuela Beste, Head Teacher at Evelina Hospital
School, praised the National Portrait Gallery’s team for
their ‘professionalism, enthusiasm and skill … finding
ways to make the activities accessible for children
(aged six to sixteen years) with a variety of physical
and challenging needs’. Bringing educational art
activities to a hospital school setting is not always
straightforward, but the Gallery’s Access and Outreach
team has developed a variety of approaches to
address pupils’ requirements.

Throughout 2008 the programme will continue at
Great Ormond Street, St Mary’s and University College
London Hospital Schools. The project will enable over
200 children and young people to participate in a
wide variety of practical activities. These sessions have
been designed with teachers to complement the
National Curriculum and hospital school objectives.
The pupils taking part are aged between five and
eighteen and are both short- and long-term patients,
receiving a wide range of treatments.
The National Portrait Gallery’s Pop Art outreach
programme is supported by the Lehman Brothers
Foundation Europe and Arts & Business. It is the
first London-based programme in 2007 to receive an
Arts & Business ‘Invest’ scheme grant. Twenty
Lehman Brothers staff will volunteer for the
programme, working alongside the Gallery’s Access
and Outreach team to evaluate the projects and work
with the children in hospital. Lehman Brothers is the
sponsor of the National Portrait Gallery’s Pop Art
Portraits exhibition in autumn 2007.
A key part of the programme is to record exactly
how hospital school art outreach projects can be
implemented, as well as to assess the beneficial
effects they can have on the pupils and teachers.
Creative outreach programmes within the hospital
school environment are limited, and the National
Portrait Gallery is striving to become a leader in
this field. Funding has enabled a toolkit to be
commissioned at the end of the one-year programme
to inform other arts practitioners and hospital schools
staff about the methods used and challenges faced.
The desired outcome is that the Gallery’s expertise in
hospital schools programmes will spread further
afield and that many more children will have the
opportunity to be inspired, entertained and educated
through art programmes.
Lucy Ribero
LEARNING AND ACCESS MANAGER

A STRIKING NEW SERIES of portraits of black British
film actors by Donald MacLellan. This dynamic group
of images, opulent and rich in colour, celebrates both
individual and collective achievement and contributes
to debates around diversity, on-screen representation,
content and portrayal. Sitters include Colin Salmon,
Adrian Lester, Ashley Walters, Mona Hammond,
Sophie Okonedo and Noel Clarke.

industry bodies, who in turn have adopted its
Equalities Charter for Film. This collection is funded by
the UK Film Council as part of its drive to ensure that
people from all backgrounds can thrive and achieve
their potential in the film industry.
Diversity Department
UK FILM COUNCIL

‘WANT TO SEE
MORE OF ME?’
BLACK FILM
ACTORS BY
DONALD
M AC LELLAN

www.ukfilmcouncil.org.uk/information/aboutus/diversity

Funded by the
UK Film Council

MacLellan is an established portrait photographer,
whose images have appeared regularly in national
and international magazines over the past ten years.
He is primarily studio-based, and his portfolio includes
leading figures across the arts and entertainment
industries such as John Hurt, Tilda Swinton, Benjamin
Zephaniah and Ewan McGregor. He has had many
commissions for book jackets and record covers, along
with numerous advertising and design commissions.
The Gallery has previously exhibited MacLellan’s Black
Power (1998) and Tartan Army (2000).

From 25 April 2008
Room 38a
LEFT

Ashley Walters
by Donald MacLellan, 2007
© Donald MacLellan

The UK Film Council is the Government-backed
strategic agency for film in the UK. The Council aims to
stimulate a successful, vibrant film industry and to
promote the widest possible enjoyment and
understanding of cinema throughout the UK. Through
the Leadership on Diversity Forum, the Council has
formed a strategic partnership of twenty-one leading

…when the history of the Victorian Era comes to
be written in true perspective, the most faithful
mirror and record of representative men and
spirit of their times will be sought and found in
Vanity Fair.
LESLIE WARD , FORTY YEARS OF ‘ SPY ’, 1915
HALF A CENTURY BEFORE Condé Nast founded the
American magazine celebrated in Vanity Fair Portraits:
Photographs 1913–2008, its British namesake first
appeared on newsstands. It was launched by
Thomas Gibson Bowles (1842–1922), the debonair
London socialite and illegitimate son of the Liberal
politician Thomas Milner-Gibson. Bowles capitalised
on his excellent social connections to provide a witty
and satirical commentary on the week’s social and
political events.

Bowles’s Vanity Fair faced stiff competition from
more established satirical magazines such as
The Owl and The Tomahawk. After two months of
struggle, the magazine announced the innovation
that would turn its fortunes around. Writing as ‘Jehu
Junior’, Bowles described the new material as ‘some
Pictorial Wares of an entirely novel character’, and
on 30 January 1869 there appeared a full-page
colour caricature of Benjamin Disraeli drawn by
Carlo Pellegrini under the nom de crayon ‘Singe’
(later anglicised to ‘Ape’) and reproduced by Vincent
Brooks, the best lithographer of the day.
The combination of portrait caricature and colour
lithography had never been attempted in Britain.
To a public familiar with the small-scale woodcut
engravings of Punch, these large chromolithographs
had a spectacular impact. Vanity Fair became Britain’s

most popular society magazine and the illustrations
were eagerly collected. Between 1869 and 1914, the
magazine published over 2,300 caricatures of almost
every notable public figure of the day. It was a
predominantly masculine sphere. The few women to
be included tended to be either royalty or famed as
much for their notoriety as for their achievements,
such as the militant suffragette Christabel Pankhurst
and the actress Sarah Bernhardt.

MEN OF THE DAY
CARICATURES
FROM VANITY FAIR
Until 31 August 2008
Room 28 case display

The list of artists employed by Vanity Fair includes
Sir Leslie Ward, the French society painter James
Tissot, the Italian sculptor Adriano Cecioni and Baron
Melchiorre Delfico, from whom the Vanity Fair style
of portrait chargé was derived. Of these, the eccentric
Italian aristocrat Carlo Pellegrini stands out as the
magazine’s presiding genius. Like Bowles, he was a
man-about-town whose wit and sophisticated
irreverence gained him access to the metropolitan
élite that often provided his subject matter.
There are examples of Vanity Fair ‘victims’ taking
offence at being caricatured: Anthony Trollope
was incensed by the peculiar emphasis on his right
thumb. However, to be featured thus in Vanity Fair
was increasingly seen as a public honour: there was
a feeling that to receive the recognition of Britain’s
leading society magazine was a mark of distinction.
The caricatures provide a uniquely perceptive and
affectionately satirical chronicle of British Victorian
and Edwardian society.
This display includes highlights from the Gallery’s
collection of over 350 original Vanity Fair drawings.
Rab MacGibbon
ASSISTANT CURATOR

ABOVE

Benjamin Disraeli, Earl of
Beaconsfield
by Carlo Pellegrini, published in
Vanity Fair 30 January 1869

JOHN KAY
CHARACTERS AND
CHRONICLES
Until 13 July 2008
Room 16
Admission free

ABOVE FROM TOP

Self-portrait, 1786
Connoisseurs (William Scott,
James Sibbald, George
Fairholme, James Kerr and
two imaginary men), 1785
RIGHT FROM TOP

William Pitt and Henry Dundas,
Ist Viscount Melville, 1798
Patrick Cotter (Patrick O’Brien)
and William Ranken, 1803
BELOW

James Graham and a lady,
1785

THE CURRENT DISPLAY in Room 16 features the work
of the Edinburgh print-maker John Kay (1742–1826),
who for thirty-five years chronicled the people and life
of the city. He was a perceptive observer and his
etchings, which display a gentle humour and a love of
the curious and eccentric, give an unparalleled view
of late Georgian city life.

Kay was remarkable for being entirely self-taught.
Born near Dalkeith, a market town near Edinburgh,
he was by training a barber. In a period when wigs
were of supreme importance, this was a dignified and
lucrative trade, and he had nobility and gentry among
his patrons. During this period he taught himself to
draw and paint, and in 1784 made his first etchings.
One year later he took the risk of swapping his
barber’s shop for a small print shop in the heart of
Edinburgh, aided by an annuity of £20 from
a deceased friend and benefactor, William Nisbet.
Edinburgh was then a compact old city, on the
north side of which the fashionable New Town was
beginning to grow up. It was prosperous, grand,
filthy and crowded, and Kay chronicled the people
from all walks of life that he saw around him:
Enlightenment intellectuals, street vendors and
courtesans, famous actors that he saw on the stage,
notorious criminals in court. Many were nationally
known figures – prints of the political economist
Adam Smith, the actress Sarah Siddons and the
statesman Viscount Melville appeared in his shop
window alongside local eccentrics, all of who would
have been familiar to passers-by.
His etchings were described by a contemporary as ‘the
most exact and faithful likenesses that could have
been produced by any mode of art. He drew the man
as he walked in the street every day; his gait, his
costume, every peculiarity of his appearance, done to
a point, and no defect perceptible except the stiffness
of the figures’ (Chambers, Biographical Dictionary of
Eminent Scotsmen, 1833–5). Naïve and formalised,
his style barely changed over thirty-five years.
Remarkably modern in their composition, their style
and humour, they pre-empt photography and the
black-and-white graphic work of the 1890s. As satire,
they are very mild compared to the savagery of
contemporaries such as Gillray and Rowlandson, but
we know that some of his subjects took offence.
He was even prosecuted on one occasion – and he
successfully defended himself and lampooned his
‘Examination’ in an etching.
Kay was also a painter of miniatures, and participated
in the annual Edinburgh exhibitions for a number of
years. It was by these that he made his living, though
his widow complained that he would ‘quit his
lucrative employment in miniature-drawing, in order
to commit some freak of his fancy to copper, for which,
perhaps, no profit was to be hoped for’ (Evans, John
Kay of Edinburgh, 1980). Frustratingly few of these
miniatures have been located. Purchased by the
sitters, they are probably now unattributed and in
private hands.
Kay planned to publish a collection of his etchings,
which suggests that he had met with a certain degree
of success, but it was not until after his death, when his
widow sold the plates to Hugh Paton, that his etchings

were actually published, in 1837–8. The two volumes,
containing 329 etchings as well as ‘biographical
sketches and anecdotes’, can be seen in the Gallery’s
Heinz Archive and Library, along with over 200 loose
prints, which have been catalogued and can also
be viewed on-line. It is a selection of these that
will be displayed in Room 16. Through Kay’s cast
of inimitable characters the exhibition will look at
different strands of society, from intellectuals such as
the ‘Connoisseurs’ and establishment figures like
William Pitt to street vendors and labourers plying
their trades, entertainers including Patrick Cotter, the
touring Irish giant, and criminals such as Deacon
William Brodie, the gentleman burglar.
Erika Ingham
ASSISTANT CURATOR , ARCHIVE AND LIBRARY

YOUSUF KARSH
Until 6 July 2008
Room 33

FROM LEFT

Dame Elizabeth Taylor, 1946
William Maxwell Aitken,
1st Baron Beaverbrook, 1943
Sir Winston Churchill, 1941
by Yousuf Karsh

is one of the most important portrait
photographers of the twentieth century. Fascinated
by ‘greatness’, Karsh photographed many eminent
public figures, from world leaders to Hollywood stars,
during a career that spanned seven decades. The
glamorous professional life he enjoyed was in marked
contrast to his early years as a refugee from civil unrest
in Armenia. Sent to live with an uncle in Canada,
Karsh became enamoured of his adopted country and
his uncle’s profession as a photographer.

YOUSUF KARSH

A career-defining opportunity came in 1941 when,
under the patronage of the Canadian prime minister
W.L. Mackenzie King, Karsh photographed Winston
Churchill, who had been speaking at the Canadian
House of Commons. This picture became one of the
most famous portrait photographs of the century, and
established Karsh as the photographer of society’s top
rank. Indeed, it became something of a necessity for
a dignitary to be ‘karshed’. His published collections of
photographs, Faces of Destiny (1946) and Portraits of
Greatness (1959), brought together ‘the world’s most
distinguished men and women’, and featured some of
the portraits in this display, including those of Noel
Coward and George Bernard Shaw.

ON 2 JANUARY 2003 Letisha Shakespeare, aged
seventeen, and Charlene Ellis, aged eighteen,
tragically died after a shooting outside a New Year’s
party in Aston, Birmingham. The wide-reaching
media debate that followed suggested that one
reason for violence, gang culture and continued
low achievement in learning in the black British
community is the absence of black role models.
I founded 4 The Record Initiative (4TR) and
developed UNDEREXPOSED, the Initiative’s arts
programme, as my response to the necessity of
raising the profile and celebrating the immense
talent and achievements of black Britons.

In the first in the series of UNDEREXPOSED artistic
interventions and exhibitions, Franklyn Rodgers was
commissioned to make portrait photographs of thirty
actors. When asking Franklyn about his approach
as a photographer, Maria Amidu commented, in
the introduction to his recently published book
The Philosophy Of Strangers:
Franklyn is on a quest to find a means through
which he can describe the experiences that
lie beneath the surface of every person: the
tattoos of the individual that appear to
be drawn but in fact rise up and reveal

Through careful manipulation of pose and artificial
lighting, Karsh imbued all his sitters with a sense of
timeless dignity. Even Lord Beaverbrook, who was
unable to sit still for a minute, looked like an ancient
philosopher, causing him to remark, ‘Karsh, you
have immortalised me!’ Although for the most part
reverential, Karsh nevertheless hoped that his portraits
were incisive, perhaps revealing ‘the trace of the fierce
competition characteristic of human affairs in our era;
sometimes the gleam of arrogance’.
Rosie Broadley
ASSISTANT CURATOR

UNDEREXPOSED
PHOTOGRAPHS
BY FRANKLYN
RODGERS
From 4 April 2008
Ondaatje Wing, Main Hall

themselves, and like fingerprints are unique.
He wants to know what makes us who we are
and in which direction we are heading. He
wants to explore how much of this journey he,
the photographer, and we, the sitters, can take
together and how much of that journey can
reflect in their portrait.
I am honoured and proud to say that Franklyn’s
portraits can be seen in the Ondaatje Wing Main Hall
through a plasma screen installation in March 2008.
Fraser James
ARTISTIC DIRECTOR AND PROJECTS MANAGER ,

4 THE
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Angela Wynter, 2007
Eamon Walker, 2007
by Franklyn Rogers
© Franklyn Rogers

Spring Offer
for Gallery
supporters
BEST AVAILABLE
SEATS FROM ONLY
£30*
Jean Anouilh’s delightful
romantic comedy comes to the
Playhouse Theatre for a strictly
limited season from 5 February.
To take advantage of this
special offer for the most
fashionable theatre event of
the year, quote ‘Face to Face
Offer’ when booking.
This offer is only open to
National Portrait Gallery
Members, Associates
and Patrons
*Offer valid for all performances until 30 April
2008, exc. 14, 15 and 19 February and all
Saturday evenings. Booking fees apply.
Subject to availability.

TO BOOK
By phone 0870 060 6631
(A £3 transaction fee applies)

In person
Playhouse Theatre
Northumberland Avenue
(at Embankment)
London WC2
(No booking or transaction fee)

www.RingRoundTheMoon.com
U Embankment, Charing Cross or
Westminster
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