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I am delighted to announce that the Gallery has been successful in acquiring the 
portrait of Mary Seacole by Albert Challen. Through a generous grant of £96,000 from the
Heritage Lottery Fund as well as a number of donations from individuals, this portrait will
remain on public display, currently in Room 23, and the Gallery will now develop special
materials for schools and colleges relating to her extraordinary life.

The spring season opens with the Gerhard Richter Portraits exhibition. For the first time
more than thirty-five of Richter’s portraits and figure studies will be brought together 
from collections around the world. They offer a remarkable cross-section of the themes 
of public and personal histories that have recurred throughout Richter’s long career.

In March we look forward to Constable: The Painter and His Circle. This fascinating 
exhibition is the first in Britain to cover a relatively unknown aspect of Constable’s 
work. While clearly devoting most of his energies to landscape work, Constable painted 
wonderful portraits, sometimes of close family or of his circle of friends and patrons 
in the East of England. Like the landscapes, his portraits appeal through their honesty 
and directness.

Highlights from our displays for this quarter include the Fabiola project by Francis Alÿs, 
a mixed-media installation comprising a collection of images of the Christian saint, in
Room 41. From 14 March, in Room 32 on the Balcony, four portraits by Frank Auerbach of
Catherine Lampert will go on display. We are very pleased to have these loans, as they
demonstrate the intensity of observation used by Auerbach to produce his portraits, 
working with a small number of sitters over long periods of time.

Among anniversaries this year is the 500th of the start of Henry VIII’s turbulent reign, with
a display in Room 16 of lesser-known print images of the monarch and central figures at
his court. In Room 26, in a case display, the focus is on Charles Darwin and his influential
ideas on evolution. In Room 24 we mark the bicentenary of Alfred Tennyson, the Poet
Laureate for over forty years, while in Room 37a we show photographs of contemporary
poets to mark the completion of Andrew Motion’s Laureateship.



plinth in Trafalgar Square. That war – and all wars –
made him feel, he told me, as if he were suffering from
‘compassion fatigue’. ‘Tell me lies about Vietnam,’ 
he implored. And the irony of that was, in a way, that
it’s just what we were told, and it didn’t make things
feel better.

He was a man of passions, though when he was quiet,
as in this photo, that side of him wasn’t visible. William
Blake, for him, wasn’t just a poet he liked or enjoyed;
for Adrian he was a secular saint, someone who had
grappled with the most important ideas an artist could
ever try to express. When Adrian talked about writing
for children, it wasn’t just because it seemed like a nice
thing to do. It was because he was both delighted by
the children he met, and appalled at the ways in 
which we ‘slap them down’, telling them they’re 
not good enough and not listening to them. When he
performed his political poetry, he lived it through his
voice, face, arms and body.

This picture reminds me of the occasions when we 
performed together, but also, better still, of those
occasions when we just talked. He would listen, look
down and to one side, shut his eyes for a brief
moment, take an audible breath and say something
he cared about. Not much small talk. There were 
times when he ticked me off about something and 
I would spend a few days – months, years even – 
thinking about it. If I look closely at the picture, I could
believe he’s just about to do that now. Why should
film-makers use poets’ lives for their own fantasies? 
(I had said that I quite liked the Ted Hughes–
Sylvia Plath film Sylvia!) Doesn’t violence always 
breed more violence?

Part of me doesn’t like photos of dead people I care
about. The other part is grateful for the company they
give. Looking at the intimacy that Carole Cutner has
caught, I lean heavily towards the grateful.

Michael Rosen

CAROLE CUTNER’S picture has caught Adrian Mitchell
midway between several thoughts and expressions. Is
he on the way to a full smile or on the way back from
one? Is he being mischievous or is he about to reveal a
favourite story about William Blake?

Adrian was a figure whose poetry, plays and stories
wove in and out of very many people’s lives, and it
hurts to think he isn’t with us now. In my late teens 
I saw him as someone who had brought poetry out
into the open. As the Vietnam War unfolded, Adrian
found the voice that expressed the horror of it and it
rang out within earshot of this very building – from the

TO MARK THE CENTENARY of the birth of Sir Stephen
Spender, the Gallery is showing a small group of 
portraits of the poet, critic and translator. Spender
bore witness to many of the key events of the 1930s,
among them the rise of Fascism in Germany and the
Spanish Civil War, and poems such as ‘Ultima Ratio
Regum’ express the alarm and confusion felt in 
Europe during that decade. Spender’s first volume
Twenty Poems was published during his final year at
Oxford University, where his contemporaries were
W.H. Auden, Cecil Day-Lewis and Louis MacNeice.
These poets were linked together by critics as a ‘new
generation’ of socially conscious young writers.

The portraits in this display represent Spender from
the 1930s to the early 1950s, when he was most
active as a poet. It is the deeply personal nature of his
poetry that marked him out from his contemporaries.
He saw himself as an autobiographer, ‘restlessly
searching for forms in which to express the stages 
of my development’. The intimate nature of these 
portraits illuminates Spender’s biographical writing.
This is particularly true of the photograph by his 
brother Humphrey, which shows him as a young
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bohemian living in pre-war Berlin; the intensity of
Spender’s gaze evokes the experiences he recalled in
his autobiography World Within World (1951), which
is considered to be one of the finest portrayals of the
political and social atmosphere of the 1930s.

Rosie Broadley
ASSOCIATE CURATOR
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which in part seems to have come from the artist’s
own correspondence and conversation – and to 
question how true it really is. Leslie may not have 
been in a position to see most of the pictures in this
exhibition, since he formed a friendship with the
painter only in the later part of his life, when very 
few of his portraits were exhibited, which makes his
observations more questionable.

On the other hand, the painter Lucian Freud 
recognised the appeal of Constable’s portraits when
he included some in Constable: Le Choix de Lucian
Freud at the Grand Palais, Paris, 2002–3. Freud said,
‘I’ve always thought that it was completely loopy 
for people to go on about portrait painters, English
portrait painters, and not have Constable among
them.’ This advocacy from a great living master 
of portraiture encourages us to consider Constable’s 
portraits again.

Constable’s parents tried to persuade him to take 
up portraiture to provide him with some financial 
security, although he was determined to become a
successful landscape artist. While landscape remained

JOHN CONSTABLE is, of course, among the greatest
British landscape painters, renowned for his original
approach, lucid brushwork and the beauty of his rural
scenes. His success as a landscape painter, however,
has somewhat overshadowed his lesser-known body
of portraits. The conventional wisdom – even among
Constable scholars and his contemporaries – has 
generally been that his portraiture was a diversion
from his true vocation.

This exhibition brings together nearly fifty works – oils
and watercolours, paintings and sketches – providing
the first comprehensive survey of his portraits and an
opportunity to look at them anew.

Constable’s friend C. R. Leslie, who wrote the 
marvellous Memoirs of the Life of John Constable, R.A., 
observed that ‘He painted the latter [portraits] indeed, 
occasionally, all his life, but with very unequal success;
and his best works of this kind, though always 
agreeable in colour and breadth, were surpassed in
more common qualities, by men very inferior to him 
in genius.’ One of the intentions of this exhibition is to
revisit this negative view of Constable’s portraits –



In many ways Constable was very unsuited to 
pursuing a career as a professional portrait painter. 
His dedication to what he called a ‘natural painture’,
and the concentration of his technique to work from
life, meant that his landscapes were slow to gain 
popularity. Another result was that he was completely
unable to present sitters with the kind of flourish and
appropriate flattery in which his great contemporary
Lawrence excelled. Nor was he ever much of a hand 
at painting people that he disliked, and he disliked
quite a lot of people.

On the other hand, he liked and loved many others,
and some of his portraits are painted with love. In his
long courtship of and marriage to Maria Bicknell, and
his subsequent widowhood, Constable emerged as 
a touchingly devoted family man. The 1816 picture 
of his wife-to-be (in the Tate’s collection) played an
extraordinary role in the later stages of their romance
as a surrogate for Maria herself. He painted it in
London in the early summer and took it down to 

East Bergholt. He wrote on 28 July, ‘I have been at
Church today and did not get home till late last
evening so that I am in my usual hurry while writing 
to you. I am sitting before your portrait – which when
I took off the paper, is so extremely like that I can
hardly help going up to it. I never had an idea before
of the real pleasure that a portrait could offer.’

Constable’s portraits are the work of a great painter,
even though this was a type of picture in which he 
did not specialise. They are also clearly the work of 
someone with a warm heart and a sharp eye for
human quirks and individuality.

Martin Gayford
EXHIBITION CO-CURATOR
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Henry Greswold Lewis, 1809 

Trustees of the Weston Park

Foundation / Bridgeman Art Library

his true vocation, throughout his early career, and
especially just after his marriage, he attempted to
make money by painting portraits. He continued
throughout his life to create pictures of his circle, 
his wife and children, which remain fresh and 
spontaneous in a way that is hard to parallel in early
nineteenth-century British painting.

Many of his earlier commissions came from friends
and neighbours in East Bergholt, a middle-class, rural
world – affluent but not aristocratic – comparable to
that in a Jane Austen or George Eliot novel. This was a
milieu much less grand than that of, say, Lawrence,
and Constable’s portrait fees were accordingly much
more modest. However, his pictures of people have the
same insistence on truthfulness that he held to so
doggedly in his great landscapes, and at their best the
same brilliantly loose and succulent handling of paint.

FROM LEFT
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FRANK AUERBACH is one of Britain’s most distinctive
painters: an artist for whom the creation of a raw, 
living image, made in response to the presence of 
a seated model, has for over fifty years been a 
fundamental, ongoing preoccupation. In March 2009,
the Gallery is mounting a special loan display that
brings together four portraits of the art historian
Catherine Lampert, one of the artist’s principal sitters,
and attests to the compelling character of Auerbach’s
endeavour.

Born in Berlin in 1931, Auerbach came to England in
1939, a refugee from the Nazi oppression that
claimed both his parents. While still a student at St
Martin’s School of Art in the early 1950s, he attended
night classes given by David Bomberg at Borough
Polytechnic. This experience significantly shaped the
young artist’s development. Bomberg emphasised 
the need to evoke a sense of the weight, mass, 
position and presence of a given subject above 
and beyond the imperative to describe its literal
appearance. This approach stands at the centre of

FRANK
AUERBACH 

FOUR PORTRAITS
OF CATHERINE
LAMPERT

14 March–6 September

2009

Room 32

Admission free

Auerbach’s practice, whether he is making an on-the-
spot drawing of a local landscape motif, or responding
in charcoal or paint to a model in the studio. In both
cases, the process of giving graphic shape to observed
reality – a digested response, as much felt as seen – 
is paramount.

The four portraits on display were made between
1989 and 2008, a period of almost twenty years. This
span alludes to the protracted nature of Auerbach’s
engagement with particular sitters. Rooted in drawing,
his method relies on numerous studies made from life
preparatory to – and during – the process of making 
a painting. Characteristically, Auerbach scrapes back
paintings in progress, repeatedly recreating the 
evolving image. In this way, his response is informed
by continual, intensive observation and the gradual
accretion of empirical information. The resulting 
portraits are startling things: inert matter charged with
an inexplicable vitality.

Paul Moorhouse
20TH CENTURY CURATOR

CLOCKWISE FROM TOP LEFT

Catherine Lampert Seated, 2006–8

Private Collection

Catherine Lampert – Profile, 1997

Private Collection

Head of Catherine Lampert, 1989

Private Collection. Courtesy James
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Head of Catherine Lampert, 2000

Private Collection

All © Frank Auerbach 



TOP

Francis Alÿs: Fabiola
Installation view. Dia at the Hispanic

Society of America, New York, 

20 September 2007–6 April 2008. 

Photo: Cathy Carver

ABOVE AND LEFT

Fabiola

by an unknown artist

Photo: Francesca Esmay 

Courtesy Francis Alÿs

ALL THE PORTRAITS in this display depict the fourth-
century saint Fabiola, and virtually every one derives
from a lost original by the nineteenth-century French
artist Jean-Jacques Henner (1829–1905). Little noted
in the ecclesiastical pantheon for centuries after her
canonisation in AD 537, Fabiola was a follower of 
St Jerome, and reputedly founded the first hospital for
the poor in Rome. Her popularity emerged during 
the Catholic revival in the late nineteenth century, 
primarily as the heroine of a fictionalised account of
her life, Fabiola, or the Church of the Catacombs, by
the British cardinal Nicholas Wiseman. In Europe, she
is venerated as a patron of nurses and abused women.

Fabiola, a collaboration with the Dia Art Foundation,
consists of a collection of portraits that the Belgian-
born artist Francis Alÿs has collected over fifteen years.
His earliest purchases were made in the flea markets
of Europe and in Mexico City, where he is based. Most
of the works were made by amateur artists, and their
immediate model was unlikely to have been Henner’s
original, but a reproduction, perhaps an illustration 

FABIOLA 

BY FRANCIS ALŸS

From 9 May 2009

Room 41

Admission free

in a book or an engraved print. As the collection 
grew, Alÿs repeatedly asked himself, ‘Why that image
in particular?’ If the striking homogeneity of the 
collection depends on its single subject, its character
relies on the spectrum of media employed: oil paint,
gouache, embroidery, enamel, plaster and ceramics.
The works in Fabiola were produced for religious,
rather than purely aesthetic, ends, and Alÿs has made
no attempt to restore them. Their neglected condition
– they are often damaged and without frames – 
provides a stark contrast to other portraits on display
in the Gallery. As a collection, Fabiola alludes to the
existence of another art market, where inexpensive
reproductions find a ready audience.

This installation continues the National Portrait
Gallery’s association with Alÿs, which began in 2005
with the collaborative film project The Nightwatch, 
commissioned by Artangel, in which a fox was allowed
to explore the Gallery one night, his movements
recorded on surveillance cameras. The film, inspired 
by the omnipresence of cameras in London, was 
subsequently shown in the Gallery’s main entrance.
Alÿs works across a range of media, and is fascinated
with artisanal production. In 1995 he commissioned
Mexican sign-painters to make large reproductions of
his paintings for a series entitled The Liar: The copy of
the Liar; his own work, and the anonymous copies
were then offered for sale at the same price. 
In Fabiola, his intention is again to challenge the idea
of the original artwork. Although Henner’s prototype 
is ever-present among the myriad approximations,
this collection privileges the replica over the original,
the amateur over the professional and the lowly over
the renowned. Fabiola demonstrates how an obscure
portrait, neglected in the academic history of art, 
has proliferated in artisan workshops and markets in
Europe and Latin America.

Rosie Broadley  ASSOCIATE CURATOR and 
Lynne Cooke  CURATOR, DIA ART FOUNDATION



already made possible four remarkable acquisitions,
illustrated here: Hans Eworth’s masterpiece, Lady
Dacre and her son, two early portraits of writers, John
Donne and John Fletcher, and Joseph Wright of
Derby’s Sir Richard Arkwright. Cumulatively, the 
support of the Portrait Fund, amounting to a total of
£360,000, has provided the basis for acquisitions
worth more than £4 million on the market. This 
is an extraordinary demonstration of the power of
focused giving.

As it happens, these acquisitions have come from 
earlier centuries. But the Fund is also available to 
provide support for great nineteenth- and twentieth-
century portraits. It could also be used to help acquire
a superb piece of sculpture or a great collection of
photographs.

SUPPORT FOR THE PORTRAIT FUND
The Fund was started from two bequests, those of 
former Trustee Lord Sieff and of Gallery supporter
Viscountess Eccles. Since then it has greatly benefited
from a very generous donation from Sir Christopher
Ondaatje, and from the support that this has 
encouraged from Amelia Fawcett and from Midge and
Simon Palley as Patrons of the Portrait Fund. Recently
half of the munificent Randy Lerner gift has been put
to the Portrait Fund, as well as a bequest from Eileen
Waddock. In all, this has enabled the Portrait Fund to
grow so that currently it stands at over £4 million and
the final instalment of the Lerner gift should take 
it to more than £5 million next year.

But this will take us only halfway to the target of 
at least £10 million by 2015, a figure that is 
fundamental to the Gallery’s ability to continue to
acquire great portraits. To achieve this, we are 
seeking further donations and bequests.

Jacob Simon
CHIEF CURATOR

IN RECENT YEARS limited purchase funds and rising
prices have prevented the National Portrait Gallery
from acquiring portraits that would have been 
significant additions to the Collection. In response 
the Gallery launched the Portrait Fund in 2006, 
its 150th anniversary year, to provide essential 
endowment funds for the acquisition of outstanding
portraits and for directly associated conservation, 
display and research costs.

AN IMPOSSIBLE SITUATION?
This came about because we found ourselves in a
seemingly impossible situation: it was ceasing to be
feasible to add the greatest portraits to the Collection,
so making it difficult to fulfil the Gallery’s core purpose
of showing portraits of those who have made the most
significant contribution to British history and culture.

Generous though our external funding partners have
been, it is difficult to seek their support for acquisitions
without demonstrating a tangible commitment on our
own part. It was in this context that the Portrait Fund
was launched, as a way of providing essential 
support in the face of rising prices. It has now been in
operation for two full years and has made a wonderful
contribution to the work of the Gallery, enabling us 
to acquire portraits that might otherwise have 
been lost to view.

The idea is to use income from the Fund to provide
seed-corn funding for expensive acquisitions and in
the process to make possible acquisitions that would
not otherwise happen.

FOUR GREAT PORTRAITS 
The Portrait Fund is being used to provide a stream of
income enabling the Gallery to acquire works of art
that fill identified weaknesses in the Collection. It has

THE PORTRAIT
FUND

A Tudor portrait masterpiece, 
one of the finest painted in 
mid-sixteenth century England, 
in perfect condition 

Mary Nevill, Lady Dacre 
and her son, Gregory, 
Baron Dacre
by Hans Eworth, 1559
Purchased in 2008 for
£997,500

£200,000 from the Portrait
Fund made it possible for us to
approach the National Heritage
Memorial Fund and The Art
Fund and to launch an appeal
at a time when Gallery funds
were under great pressure



The most significant portrait of the great Elizabethan
poet, one of the greatest writers in the English language

John Donne
by an unknown artist, c.1595
Purchased in 2006 for £1.4m

£50,000 from the newly established Portrait Fund 
began the process of seeking help from the National
Heritage Memorial Fund, The Art Fund and from 
numerous supporters including a public appeal, 
generously supported by Gallery visitors

HOW YOU CAN HELP
The Portrait Fund is fundamental to the Collection 
if it is to continue to evolve, bringing history to life. 
To enable the Fund to achieve its full potential, 
we need to encourage major donations to follow 
the Ondaatje and the Lerner gifts. We are also 
seeking further Patrons of the Portrait Fund (Patrons
make a one-off gift of £50,000). As a Patron, you 
will become part of a small and special number of
individuals who are keenly interested in building 
the Gallery’s Collection for future generations.

Bequests of all sizes to the Gallery make a 
permanent difference to the Collection. Our policy is
to put untied bequests to the Portrait Fund so that
benefactors will know that their money is being
spent on adding great portraits to the Collection.

For additional information, please contact
Stephanie Weissman, Major Donor Development
Manager, 020 7321 6645.

Newly rediscovered, a rare portrait of an industrial 
pioneer, the first of the ‘cotton kings’ 

Sir Richard Arkwright
by Joseph Wright of Derby, c.1783–5
Purchased in 2008 for £420,000, jointly with the
Harris Museum & Art Gallery, Preston 

£60,000 from the Portrait Fund was the first step in
raising the Portrait Gallery’s half-share, enabling us to
approach The Art Fund and other generous supporters

The only known portrait from the life of one 
of the most successful and prolific playwrights 
of the Jacobean period 

John Fletcher
by an unknown artist, c.1620
Purchased in 2008 for £218,000

£50,000 from the Portrait Fund allowed us to seek 
help from The Art Fund and from foundations and
numerous supporters



full-face pose of many of the prints recalls Holbein’s
final design for his Whitehall mural. It is difficult to
know exactly what sorts of images were available to
the engravers producing these prints in the centuries
after Henry’s death, but it appears that Holbein’s 
portrait, in whatever form, cannot have been too far
away from many of them.

It is satisfying to be able to include a large-format
print reproducing the Whitehall mural, as the Gallery
possesses the preparatory cartoon for the left-hand
side showing Henry VII and Henry VIII (currently
hanging in Room 1). The print, by the antiquarian and
engraver George Vertue, was based on a painted copy
of Holbein’s mural made for Charles II. As the original
was destroyed in 1698, we rely on the evidence of the
cartoon and the painted and engraved copies in order
to get an idea of its appearance. Being able to see the
print and the cartoon in fairly close proximity will, 
I hope, provide visitors with a good idea of how
impressive the original must have appeared.

Although these are not the primary focus of the 
display, it is difficult to consider Henry VIII without
looking at the most significant events of his reign: his
divorce from Catherine of Aragon and the consequent
breach between the English Church and the Catholic
Church in Rome. Portrait prints of both Catherine of
Aragon and Anne Boleyn are included, each from 
separate publications that contained one or the other
for different reasons. Also included are prints of 
significant figures within Europe such as Pope Clement
VII and Emperor Charles V (Catherine of Aragon’s
nephew) and of the ministers who carried out Henry
VIII’s policies. The final part looks at the way Henry
has been ‘played’ in the centuries since his death:
within this section is a print of Reynolds’s charming
portrait of four-year-old Master Crewe dressed as
Henry VIII, and photographs of actors playing the 
role on stage and screen.

Paul Cox
ASSISTANT CURATOR, ARCHIVE & LIBRARY

FROM OUR SCHOOLDAYS ONWARDS, many of us have a
very clear idea of Henry VIII’s appearance: relatively
small features; a broad face framed by a red-tinged
beard; probably wearing a floppy, feathered hat. 
If we go beyond his face we might picture a tall, broad
man standing with his feet wide apart. We do not 
have this familiarity with earlier English kings and 
neither do we, I would suggest, with many later ones.
This sense of knowing the king largely derives from the
images created by Hans Holbein the Younger
(1497–1543). So powerful was Holbein’s portrait 
that its essentials are remembered even though the
original, a mural in Whitehall Palace, was lost in a fire
over 300 years ago.

The current display in Room 16 looks at a variety of
printed portraits of Henry VIII, some based closely on
Holbein’s portrait and some less so. It has been 
interesting to find, during the preparation of the 
display, that although many of these prints initially
appear to differ dramatically from the standard image
of the King, they also display many familiar features.
The feathered hat is frequently shown (sometimes
topped, rather awkwardly, with a crown) and the 
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who have contributed portraits of the iconic 
figures James Fenton and Thom Gunn respectively. 
Mark Gerson (b.1921) is Britain’s best-known literary
photographer, who started his photographic career 
in 1947, and has specialised in literary portraits taken
on location or at writers’ homes. Gerson is featured 
in the display with portraits of Seamus Heaney and
Blake Morrison. Other photographers featured include
Norman McBeath (b.1952), who is represented here
by his black and white studies of Douglas Dunn, 
Paul Muldoon, Don Paterson and Tom Paulin. 
The Scottish-based McBeath also specialises in social
documentary photography and is currently working 
on a book of portraits of poets.

Marking the year in which Andrew Motion passes 
on the Poet Laureateship to his successor, Faces of
Poetry presents a cross-section of the writers who
shape the world of contemporary British poetry.
Presented alongside extracts of the poets’ work, these
photographs offer an insight into the individuals 
who have created some of the most important 
and best-loved poetry of the latter twentieth and 
early twenty-first centuries.

Camilla Sutherland
INTERN, PHOTOGRAPHS COLLECTION

IN THE EARLY YEARS of the twenty-first century the 
public and media interest in poets and poetry has
reached new heights. Evidenced by large attendance
at poetry readings and the growing virtual world 
of online publishing, poetry proves itself to be an 
ever-vibrant and regenerative literary form.

This display reveals to the public for the first time
twenty photographs of poets collected by the
National Portrait Gallery over a number of years, and
particularly centres on a group of newly acquired 
photographs by the Australian-born, London-based
photographer Madeleine Waller. An emerging 
photographic talent – whose work was first displayed
in the Gallery as part of the Photographic Portrait 
Prize 2006 – Waller places her literary subjects 
within environments that have informed and shaped
their work, aiming to capture the face behind the
words, the personality behind the poems.

Waller’s collection, which includes contemporary 
poets such as Jo Shapcott and Lemn Sissay, is 
complemented by the work of longer-established 
photographers such as Dudley Reed and Arthur Tress,

FACES OF POETRY

CONTEMPORARY
PHOTOGRAPHS 
BY MADELEINE
WALLER

Until 14 June 2009

Room 37a

Admission free
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by Madeleine Waller, 2006
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John Constable (1776–1837) is renowned throughout the world as a landscape painter of
profound originality. Far less familiar are his portraits, studies and drawings of people. This
delightful book accompanies the first ever exhibition dedicated to Constable’s portraits and
argues that these images of family members and close friends are worthy of attention, both
for their contribution to the history of portraiture and for the insights they bring to a painter
of international acclaim.
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