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Over the last few months the Gallery has been busy preparing for the unveiling of a 
number of new portrait commissions, and I am delighted that many of them are now on
display. As you will see in this issue of Face to Face, the new commissions include a double
portrait of Prince William and Prince Harry by Nicky Philipps, General Sir Mike Jackson 
by Brendan Kelly, Sir Vidia (‘V.S.’) Naipaul by Paul Emsley and Sir Willard White by 
Ishbel Myerscough.

Opening this month is the striking Irving Penn Portraits exhibition. This is the first major
exhibition of Penn’s work in Britain for some years, and focuses on his great images of
prominent cultural sitters, including 120 portraits that mix vintage prints from the 1940s
and early 1950s with portraits taken in more recent years. He died in New York last
October, aged 92.

Later in the spring we have a highly anticipated exhibition, The Indian Portrait 1560–1860.
This rich exhibition of exquisite material charts the developments and changes in 
techniques as well as the many influences on styles of portraiture across the 
cultures and regions of India.

As a complement to The Indian Portrait 1560–1860, we are delighted to welcome the
artists The Singh Twins – Amrit and Rabindra – to the Gallery. The sisters have been 
working with us over the last months to produce a wonderful display of their modern
miniatures – a re-working of the traditional Indian styles and techniques. The Singh Twins
have also devised a Gallery Trail, which offers a fresh view of sitters in the Collection.

We are honoured to be part of the national tour of the contemporary work Queen and
Country by Turner Prize-winner Steve McQueen. Made in 2003, in response to McQueen’s
official appointment as a UK war artist by the Imperial War Museum, the work is a tribute
to the servicemen and women who have died during the war in Iraq. McQueen hopes 
that his construction of images of the deceased as facsimile postage stamps will be 
issued by the Royal Mail in a special commemorative set and views the project as 
incomplete without this. The installation will be on display at the Gallery in Room 37 from
20 March 2010.

On Tuesday 4 May 2010 it will be 10 years since the opening of the Gallery’s Ondaatje
Wing. To celebrate the anniversary, Orlando Gough’s exciting vocal ensemble The Shout,
who performed at the first Friday night music event in 2000, will return to the Gallery on
Friday 7 May.

Finally, we are excited to announce that from 15 May 2010, previously unseen figurative 
drawings by internationally renowned abstract artist Bridget Riley will be on display in
Room 32. Bridget Riley Portraits reveals the close observation and drawing skills that are
used by the artist and essential to her practice.  



PAINTING 
THE PRINCES’
COMMISSION

Currently on display in 

Room 40 

I POURED THE REMAINS of my coffee down my 
shirt, the morning of our first sitting, as the Princes’
detective rang to tell me they had turned into the
street.

For three months I had been thinking of and 
sketching ideas for this portrait and now I had to 
make something happen. However, after the various
meetings and formalities that are part of such a 
commission, it had become something of a daunting
project.

One of the best things about that morning was 
the weather. It was high, thin cloud and the light in my
studio was perfect. I practise the sightsize method of
the nineteenth-century French atelier, in which it is vital
that a cold north light comes from a single source, as it
is the use of light and shade (chiaroscuro) that creates
drama and the appearance of three dimensions.

My first challenge was how to make the picture 
conversational, yet allow each figure an equal share 
of the light because, faced with the usual brotherly
competition, I wanted to avoid one outshining the
other. Prince Harry perched on a small table and took
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HRH Prince William and HRH
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Prince of Wales and Diana,

Princess of Wales

by Nicola Jane (‘Nicky’) Philipps,

2009

up his rather dashing pose quite naturally, while 
Prince William leant casually against the pillar of my
studio as he waited for instruction. I like poses to be
instinctive and the composition was created almost
immediately along these lines.

We did talk throughout our sittings, but if I had 
to concentrate, they would instantly fall into an easy
fraternal banter. Once, when a minor disagreement
started between them, I told them that a portrait can
reflect these things. Silence.

I had five 75-minute sittings; at each one they were
very good company, amusing, curious, patient, and 
for this I was extremely grateful. 

The scene is set in Clarence House which, although 
a Royal residence, is also their home. Despite the 
formality of their ceremonial dress, I wanted to 
capture a simple human moment, simultaneously
relaxed and off-guard, somewhere familiar to them.
The chat and the teasing that characterised our 
sittings, where I had a glimpse behind their public
faces, was absolutely crucial to the success of my
intention.

Nicky Philipps
PAINTER

I have read that Auerbach works from a small studio in
Camden Town, remains intensely private and can 
only be communicated with by letter. I would find it
hard to recognise him if he passed me in the street,
and his self-portrait fails to assist me in picturing his 
physical make-up, but, believe it or not, it surrenders
his personality to me totally. However, if I work hard
enough, which this portrait entices me to do, I can
paint a portrait of Auerbach in my mind’s eye.

From the first moment I walked around a corner in the
Gallery and was confronted by this, I was fascinated.
The viewpoint of the drawing is from a low angle. 
A viewpoint normally chosen to render a person
strong, powerful and proud, this confuses almost in a
schizophrenic sense, for we cannot see the man! What
we see is a somewhat gauze-like depiction, with a
series of charcoal lines defining the features: it in fact
resembles a mask. Our imagination is required to fill in
the rest of the facial features, but how easy that is.
Auerbach helps us, for just behind this mask lurks a 
delicately shaded charcoal mass, a foggy solidity in
the shape of his head, looking at us as we naively 
fill in the details in our imagination – a ‘painting 
by numbers’ process. Then we finally arrive, inspired, 
at our impression of Auerbach’s head, strongly 
confrontational, private, but giving, and therefore
respecting its audience.

Brian Griffin
PHOTOGRAPHER

WHEN I LOOK AT HIS SELF-PORTRAIT, Frank Auerbach
gives me the impression of being a recluse. I find that
romantic, something that earns my respect.

Walter Richard Sickert, who I believe is an influence 
on him, comes to mind whenever I read or hear
Auerbach’s name or view one of his paintings. Maybe
it’s because the paint appears almost glutinous upon
the canvas in a lot of his works. However, this piece 
is different, being a drawing. He is without doubt one
of the three great English artists of his generation,
along with Freud and Bacon.

ABOVE

Self-portrait

by Brian Griffin, 2009

© Brian Griffin

Griffin is the first commissioned

photographer for the National
Portrait Gallery/BT Road to 2012
Project which will create 100 

portraits of those involved in 

the London 2012 Olympic Games
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Self-portrait

by Frank Auerbach, 1994–2001

© Frank Auerbach/Marlborough Fine

Art (London) Ltd/National Portrait

Gallery, London

Brian Griffin’s work is found in collections throughout the 

country. He studied at Manchester Art College and was cited 

as ‘Photographer of the Decade’ by the Guardian in 1989. 

In 2005, a Retrospective of his work was exhibited at Reykjavik

Art Museum, Iceland, and in 2006, Griffin received Honorary

Fellowship of the Royal Photographic Society. 

MY FAVOURITE
PORTRAIT

BRIAN GRIFFIN
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Sir Michael David (‘Mike’)

Jackson 

by Brendan Kelly, 2009

Commissioned 2008
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Sir Vidiadhar Surajprasad 

(‘V.S.’) Naipaul

by Paul Emsley, 2009

Commissioned as part of the 

First Prize, BP Portrait Award 2007

Sir Willard Wentworth White

by Ishbel Myerscough, 2009

Commission made possible by 

J.P. Morgan through the Fund 

for New Commissions, 2009

RECENT 
COMMISSIONS
AND 
ACQUISITIONS

On display in Room 40 

presented a real challenge to the artist, who paints
from life. Three sittings at short notice were 
followed by several months in which the artist worked
obsessively on sketches and studies when Sir Willard
was not available. That Myerscough maintained a
connection with her sitter in his absence is apparent.
Like his famous bass-baritone in the opera house, 
Sir Willard’s personality resonates from the canvas,
with its shocking pink background.

These portraits will be shown alongside other recent
commissions and acquisitions, including the 
computer-generated portrait of Zaha Hadid by
Michael Craig-Martin and two sculpted heads by
Martin Jennings; one, an exquisite silver head of the
law lord Lord Bingham, was a commission completed
early in 2009 and shown here for the first time. The
other, a bronze mask of the writer Philip Pullman,
recently acquired, contrasts a chalky white patina with
a deep red reverse side. This mixed group of portraits
shows the continued growth and variety of the
Gallery’s contemporary collection.

Rosie Broadley
ASSOCIATE CURATOR, CONTEMPORARY COLLECTIONS

AS 2009 DREW TO A CLOSE , three new Gallery 
commissions were completed: General Sir Mike
Jackson by Brendan Kelly, Sir Vidia (‘V.S.’) Naipaul by
Paul Emsley and Sir Willard White by Ishbel
Myerscough. A certain amount of relief could be
detected in the voice of the artist Brendan Kelly 
when he called to let us know that he had finished 
his portrait of Sir Mike Jackson, former Chief of 
the General Staff of the British Army. Showing the 
General in military fatigues, the portrait is an incredibly
powerful depiction of one of the most distinguished
military commanders in recent history. The portrait
had occupied Kelly since summer 2007, and had
became an imposing presence in the artist’s London
studio. Kelly had spent considerable time developing
the surface of the portrait, using glazes and splashes
of paint to create a rough texture inspired by images
he had seen of Sir Mike assisting soldiers to push a
jeep out of a muddy ditch in Kosovo.

The artist Paul Emsley won the BP Portrait Prize
in 2007, and it was on the strength of his portrait 
of fellow artist Michael Simpson that we were able to
persuade a reluctant sitter, the Nobel Prize-winning
writer V.S. Naipaul, to add his portrait to the Collection.
The artist visited the writer’s Wiltshire home late in
2008. Naipaul wished to be depicted in his garden,
and Emsley photographed him perched on the folding
stool he used for support outside, the thin legs of the
stool emphasising the sitter’s frailty. Such attention to
the specifics of the sitting contrasts with the artist’s
atmospheric treatment of the garden, which seems to
disappear into the wintry darkness, an effect achieved
through the application of layers of translucent glazes
and the use of just two colours.

Ishbel Myerscough is known to Gallery visitors 
for her portrait of the actress Helen Mirren (1997),
commissioned as part of the 1995 BP Portrait Award
first prize. Her continued development as a portrait
painter, and her musical heritage – her father was 
a professional viola player – meant that she was a 
natural choice to paint the opera singer Sir Willard
White. His professional engagements for 2009 
included El Cimarron with the Royal Danish Opera,
From the House of the Dead at the Metropolitan
Opera, New York, and La Scala, Milan, and Bluebeard’s
Castle in Valencia and Madrid – a schedule that 



FROM LIFE

BY BRIDGET RILEY

Bridget Riley is widely celebrated

for her compelling abstract 

paintings which engage with

colour, line, space and implied

movement. In spring 2010 the

National Portrait Gallery is 

presenting a display focusing 

on her early drawings 

from life, an important aspect of

her art which has not been 

previously exhibited. Here Riley 

discusses the background to her

figurative drawings and their

importance to her work.
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Older Woman looking down (detail)

Older woman (detail)

by Bridget Riley, c.1950s

Both © Bridget Riley 2009

The decision to be made was whether it was worth
‘breaking in’ and trying to make some sense of what
one could put together from scraps of information
gleaned here or there, a sort of bricolage approach
which – with a bit of luck – might get one by; or, 
alternatively, forgo it all. But having fought hard to get
to art school I didn’t want to admit defeat.

To begin at the beginning – that would surely be 
the best start of all. Drawing lay at the beginning. 
The more I turned this realisation over in my mind 
the more convinced I became that this was what 
I should do. I caught the next train home. This debate
with myself helped. It was the first independent, 
serious decision that I made about my work.

I set to work, drawing every day and all day for the 
better part of three years. I drew the art school 
models, fellow students and my family, often in 
preparation for making paintings. In portraiture,
whether or not one knows the sitter personally, doing
a drawing of a living person operates on its own 
particular level of perception. I proceeded by a 
mixture of analysis and empathy, each leading to the
other and growing deeper and more penetrating as 
I progressed. A great deal is involuntary.

It was figure drawing in the life class that paved the
way. There I looked for the structure, the action of the
pose, the distribution of weight, the proportions of the
body, the light and dark tonal scale and finally, but
most importantly, to recover the first impression of 
the whole. The same applied when drawing the head 
with, of course, the added interest and complexity 
of character. These ways of thought and ordering of
work built up patterns of practice that extended well
beyond the confines of life drawing and portraiture.
What I learned gave me the means to embark on 
my own work with confidence, and to this day this 
particular knowledge forms the basis of everything 
I do in the studio. 

Bridget Riley

ONE EVENING in the autumn of 1949 I was walking 
up and down Peckham Rye station. It was dark and
wet and I was trying to decide what to do. I was 
coming to the end of my first term at Goldsmiths
School of Art and was feeling upset and frustrated
because it seemed that I would not get to grips with
some of the real problems of painting which I was
aware existed, but which I could not even begin to
identify. I longed to make a start, but this was turning
out to be much more difficult than I had imagined.

A copy I had made of Van Eyck’s Man in a Red Turban
had been included in my portfolio submission, and this
had probably helped me to get a place. Competition
was stiff. People were coming back from the war and
had priority in further education. There were men 
and women in their 30s who, barring only the delays
of demobilisation, came in many cases directly from
active service. They were overjoyed to be back in ‘civvy
street’ and to have the chance of making a life as
artists. As someone straight from school I counted
myself lucky to be there.

But this cultural climate did not diminish the problem
of what to do at Goldsmiths. On the contrary it 
intensified it, because it was becoming clear that this
problem was felt by many of us in different ways.

The ‘tradition’, as it is called, was very remote and 
I could not draw much direction from my copy of the
Van Eyck beyond realising the value of copying and
being somewhat encouraged by Leonardo’s famous
observation ‘He who can copy can create’. But the
copy I had made was an isolated instance and I could
not build directly on it.

Modern Art was seen as having superseded the work
of the Impressionists and Post-Impressionists but 
any continuity of their insights had been curtailed in
England by the war. For a short while I tried to do work
in the manner of Edward Burra but to no avail. There
seemed to be no way of gaining a valid foothold.

How to find ‘a way’ in was the question worrying 
me as I walked up and down the station platform. 
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Max Ernst & Dorothea Tanning,

New York

by Irving Penn, 1947

National Portrait Gallery, 

Smithsonian Institution. 

Gift of Irving Penn

© The Irving Penn Foundation

Eleanor Weber (curatorial assistant, Irving Penn
Portraits) talks with Irving Penn’s New York gallerist
and friend, Peter MacGill of Pace/MacGill Gallery

EW: Could you tell me the first time you met Irving
Penn?

PM: It was around 1983 or 84. The Pace Gallery did a
show called Je Suis Le Cahier: The Sketchbooks of
Picasso and Pace/MacGill held an exhibition titled
Photographs of and by Picasso. In order to do it well,
we needed to include Penn’s portrait of Picasso. 
We went to Marlborough Gallery to borrow the 
photograph, were introduced to Penn and found 
that he was interested in coming to Pace/MacGill. 
So I went down to his studio and talked with him.

EW: What is it about Mr Penn’s work that you think has
made him one of the most important photographers
of the twentieth century?

PM: Penn is probably one of the most important 
photographers ever, and I don’t think anybody could
argue with that assessment because of the breadth of
what he did, how well he did it and how long he did it
for. Look at Penn’s portraits, still lifes, commercial work,
fashion work, ethnographic work. Penn loped in and
out of these different areas, doing each and every one
of them remarkably well. I think Penn, to say the least,
had an enormous gift and an enormous work ethic.
Generally, he wore blue jeans and a blue work shirt 

IRVING PENN 
PORTRAITS

18 February–6 June 2010

Wolfson Gallery

Admission charge
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Rudolf Nureyev, New York 

by Irving Penn, 1965

National Portrait Gallery, 

Smithsonian Institution. 

Gift of Irving Penn

© Les Editions Condé Nast S.A.



EW: Irving Penn Portraits is the first extensive 
exhibition of Penn’s work to be shown in the UK in
about 25 years. This is really great news for Britain and
also Europe, as the show is travelling to Rome. What
does it mean for you on the other side of the Atlantic?

PM: It’s our collective hope (and responsibility) that
Penn’s work be seen in a good light around the world.
To have your institution open the exhibition means a
lot. It’s great that the audience in the UK can see
Penn’s work in this very positive and intelligent light.

EW: Do you have a favourite Penn portrait?

PM: Well, it changes every day. As one grows, one
learns more things about Penn’s pictures. If you have
a single picture and it remains your favourite, you find
that you are not looking at the other ones. I think the
portrait of James Van Der Zee is an incredible picture.
The Jessye Norman portrait is nothing short of 
remarkable – talk about hands. And light. 

I took Robert Frank to see Mr Penn, perhaps ten years
ago, and when they sat down and talked Penn said,
‘I’ve always respected you and loved your work
because you could make a picture out of nothing.’
And Robert said, ‘I’ve always admired your work
because you create your own light.’ The light in the
Jessye Norman portrait is sublime. Penn created it and
tomorrow I’ll have a different answer for you.

(or an Issey Miyake shirt) and blue Top-Sider tennis
shoes to the studio. He went to work to work. There
were no airs about Penn – he was just an extraordinary
gentleman and he worked very hard. If you study 
anybody who is tremendously successful, one finds
that they are usually blessed with a gift or gifts and
they work very hard to exercise them.

EW: And he continued to work hard for such a long
time.

PM: To the very end.

EW: I find so many of his images exude a certain style
– all the way through his career there’s this very
sophisticated, chic feeling.

PM: I think Penn saw people in such an intense, clear
way that their style came through in his photographs.
You mentioned Max Ernst and Dorothea Tanning.
They were very stylish people; incredibly creative 
people, so their persona comes across that way in the
photograph. Penn was really interested in capturing
reality and often, when he was asked to photograph
people who had what you’re calling ‘style’, it came
across because he did his job well. When you look at
Ernst and Tanning, you see that Penn did not bring
them style, it was something he brought out of them
and put onto film.

EW: I want to mention Penn’s portrait of Rudolf
Nureyev. There’s something about that portrait – I
can’t stop looking at it. I think it’s because of the
essence that Penn seemed to capture, that something
he’s able to bring out, an expression that’s not like
anything else you’ve seen.

PM: I think Penn recognised that everybody was 
different and he would spend enough time with his
subjects to understand what it was that was different.
Penn would then set about to exercise his uncanny
ability to put that on film. Generally, when you look at
the work of portrait painters or portrait photographers,
what you see is about them; for Penn it was about 
the subject.

EW: Whether he is photographing a still life or a 
person or whatever, there is still the same care taken,
the same treatment.

PM: If Penn made a picture, he was interested in 
making it look the best it could. When you look 
at Penn’s work you feel a kind of resoluteness, 
correctness and perfection. Maybe that is what you’re
referring to – the completeness, the resoluteness of a
portrait or still life; its arrangement within the 
frame. Penn started with an empty picture plane and
he filled it up appropriately. It doesn’t matter if he 
used an old lamp or a pitcher or a bunch of Clinique 
products or Joe Louis stuck in the corner – his pictures
were all put together well.

EW: There seems to be a beautiful sense of 
weightedness or restedness in Penn’s photography.
And I think in his portraits it’s a lot to do with gesture
or hands. The portrait of Nicole Kidman is an example
but even when it’s a group portrait, like the Rock
Groups, it’s about the way the hands are positioned.

PM: Hands are a recurring motif in Penn’s work 
and he used them variously. They’re like anchors, 
compositional elements and conveyors of personality.
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Nicole Kidman, New York 

by Irving Penn, 2003 

The Irving Penn Foundation

© Condé Nast Publications, Inc

Rock Groups (Big Brother and 

the Holding Company and the

Grateful Dead), San Francisco 

by Irving Penn, 1967

The Morgan Library & Museum.

Gift of Irving Penn. 2007.66

© The Irving Penn Foundation



INDIAN ART, and especially Indian miniature painting,
has often been characterised as decorative and exotic,
its charm deriving from a quaint naive stylisation, 
fantasies of opulence, a charged sensuality and the
lavish use of seductive colour. These masterful 
works are often seen as accomplished craft and not as
the sensitive product of the human hand and the
demonstrable compassion of the artist’s mind. Rarely
do we associate them with terms such as rigorous
observation, pathos and empathy, and yet these are
the very hallmarks that are apparent in the finest
examples of Indian painting.

This exhibition tells the story of the Indian portrait
from 1560 to 1860, bringing together 60 major works,
many of which have never been exhibited, from 
public and private collections in Europe and America.
The exhibition follows the development of the portrait
from its origins at the Mughal court under the Emperor
Akbar, from where the art of portraiture spread to 
the Islamic sultanates of the Deccan and then to the 
small Hindu kingdoms in Rajasthan and the Punjab 
Hills. In all of these regions, distinctively local styles
were overlaid on essentially Mughal prototypes.
European influence returns emphatically at the end of
the story, during the so-called Company period, when
Indian artists applied Western concepts of realism 
to local subjects.

The role of the portrait in India is many-faceted – 
as an official chronicle or eyewitness account, and as a
means of revealing the intimate moments of 
everyday life. The portrait as a tool of propaganda is
not unusual in the history of art, but its proliferation
and masterful execution in the Mughal and Rajput
courts brought it to a new level of artistry and style.
The rise of the ‘observed’ portrait, attributable largely
to European influences, enabled the Mughal artist 
to address realism, and in turn brought about the
‘empathy’ portrait. This depicted the subject, for the
first time in Indian art, as a psychological entity,

revealing the sitter’s fallibility and compassion, 
or simply how he or she really looked. The four works
discussed here are in many ways the zenith of 
Indian portraiture; they fulfil very different functions
and aspects of the portrait, but, crucially, they are
paintings that can be appreciated at many levels.

A tiny ink drawing of Akbar and a monumental 
painting of Jahangir holding a globe are two extremes
of representation. While the fragile and serene 
painting of the Jain ascetic contrasts with the 
dispassionate pathos of the dying ‘Inayat Khan, 
these are fine examples of the private and the 
intimate and may be seen as polar opposites to 
official court painting. Yet they are all works 
commissioned by Akbar and Jahangir. That these
rulers were comfortable with a broad range of 
representations of themselves, their subjects and 
their courtiers, even permitting a degree of 
freedom to their artists, may seem both paradoxical
and puzzling.

The intense, unusual drawing of Akbar shows the
emperor with downcast eyes and in a thoughtful
mood. The portrait seems to have been drawn from
life: the observed naturalism allows us an intimacy
that contrasts with the official manuscript paintings
such as the Akbarnama and other court paintings
recording historical and everyday events. Interestingly,
the artist looks down on to his subject, who 
appears to be deep in contemplation. Rosemary Crill 
in her catalogue essay for this exhibition discusses 
documentary evidence that Akbar was more or less
illiterate, and suggests that he may be shown here 
listening to a reading or perhaps admiring a painting
or a precious object.

Basawan’s painting of the fragile figure of a Jain 
ascetic is an impressionistic masterpiece, the limpid
colour in the elusive landscape suggesting the 
fugitive nature of existence. The composure of this
Svetambara Jain mendicant monk is both aloof and
passive; he is shown wandering in a grassy landscape,
perhaps on a pilgrimage. He walks beside a river 
carrying his staff and water-pot; under his left arm he
carries a book and the broom used by members of the
sect to sweep their path and so prevent the accidental
squashing of insects. It is not certain who this 
monk is, but the faint inscription at the top of the 
painting – apparently in the Emperor Jahangir’s 
distinctive handwriting – includes the name Chandra.
According to Shridhar Andhare, the former director of
the Museum of Indology in Ahmedabad, a Jain 
monk named Shantichandra was among those invited
to Agra, Akbar’s capital city, in 1584 and had been
treated with great honour and respect. Jain influence
at Akbar’s court was considerable, particularly in the
laws concerning animal slaughter and the eating of
meat, and it even caused aspects of the Jain doctrine
of non-violence (ahimsa) to be adopted. The emperor
was avidly interested in Jain beliefs and permitted 
Jain monks to participate in the evening religious 
discussions in the Ibadat Khana, a chamber dedicated
for this purpose in his palace at Fatehpur Sikri.

The morbid drawing of the dying ‘Inayat Khan is one
of the most singular images of Mughal art. He was
one of Jahangir’s intimate attendants and the bearer
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Drawing of Akbar 

Mughal, c.1595

The British Library

© British Library Board

(Add.Or/1039)

BELOW RIGHT

A Jain ascetic

Mughal, by Basawan, c.1600

© The Cleveland Museum of Art,

Gift of Severance and Greta Millikin

1967.244
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of the emperor’s arms. An opium addict and alcoholic,
he rapidly deteriorated both mentally and physically.
He lies there in a state of resignation, his emaciated
frame and skeletal features contrasting with the 
plush overstuffed bolster cushions on which he rests.
Jahangir chronicled ‘Inayat Khan’s demise in his
memoirs Tuzuk-i Jahangir: ‘He was skin drawn over
bones or rather his bones, too, had dissolved. Though
painters have striven much in drawing an emaciated

face, yet I have never seen anything like this, or 
even approaching to it. Good God, can a son of 
man come to such a shape and fashion? As it was 
a very extraordinary case, I directed painters to take
his portrait.’

The large painting of Jahangir, by contrast, is a
demonstration of regal power, an emphatic display of
imperial might.  A carefully prepared image laden with
symbolism, it is a painting made for public exhibition
as opposed to the majority of works in this survey,
which were designed for private contemplation. It is
the largest Mughal painting that has come to light.
The viewer is struck by both the scale of the image and
the severity of the predominant brown, alleviated 
only by gold. Its scale and colouring are probably
intended to emulate European oil painting. Jahangir’s
head is in profile, coin-like, the appropriate mode of
representation for a ruler; his torso, swivelled towards
the viewer, displays his fine jewellery and sumptuous
court garments. He sits on a European-style chair, 
an imposing but simple throne, holding a globe: this 
is a visual pun on his name, Jahangir – ‘world-seizer’. 
His head, surrounded by a radiating nimbus of light,
alludes to his other honorific name, Nur al-Din – ‘light
of the faith’.

The Indian Portrait is an exhibition that gathers
together works of outstanding beauty and timeless
vision. In this digital age of virtual reality and 
computer-generated imagery it is a timely reminder
that what these paintings offer us is the human touch.

Kapil Jariwala
EXHIBITION CO-CURATOR
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Jahangir Holding a Globe

Mughal, attributed to Abu’l Hasan,

1617

Private Collection
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The dying 'Inayat Khan

Mughal, attributed to Balchand, 

1618

Museum of Fine Arts, Boston. 

Francis Bartlett Donation of 1912

and Picture Fund

Photograph © 2010 Museum of

Fine Arts, Boston



CONTEMPORARY
CONNECTIONS

THE SINGH TWINS

11 March–20 June 2010

Studio Gallery

Admission free

‘Our display will explore a wide range of 
themes from love, politics and sport to celebrity,
pop culture, multiculturalism and globalisation, to
present an overview of our creative development
over a period of more than two decades and 
offer an insight into our personal perspective on 
contemporary society – starting with our earliest
paintings of intimate family life, which draw on our
experience as British-born Asian Sikhs, leading on
to our responses to broader issues of universal
interest and global events such as the Indian
Government’s attack on the Sikhs’ holiest shrine at
Amritsar in 1984, and ending with one of our most
recent public commissions (Arts Matters: The Pool
of Life), celebrating our home city of Liverpool’s
status as European Capital of Culture 08.’

The display, which represents a selection of works 
chosen mainly from The Singh Twins’ personal touring
collection, will profile some of the artists’ most well-
known paintings, including their satirical portrait of
Bush and Blair, Partners in Crime: Deception and Lies,
and the more light-hearted depiction of the Beckhams
as the king and queen of celebrity, enthroned as 
the new Royal family, From Zero to Hero. At the 
same time visitors to the Studio Gallery will be able to
view a screening of The Singh Twins’ animated film
The Making of Liverpool, which represents the Twins’
more recent creative explorations and illustrates the
development of the Indian miniature tradition with
the latest digital technology.

Liz Smith
HEAD OF LEARNING

CONTEMPORARY CONNECTIONS: THE SINGH TWINS is
a display in the Studio Gallery, opening in March, 
of award-winning works by the internationally
renowned Singh Twins – the British artist duo, twin 
sisters Amrit and Rabindra, whose intricate, decorative,
symbolic and eclectic style is recognised for making 
a unique contribution to the revival and modern 
development of the Indian miniature tradition within
contemporary art.

The display of works will run concurrently with the
Gallery’s forthcoming exhibition The Indian Portrait
1560–1860 and will provide a contemporary 
perspective on both the traditional Indian miniature
aesthetic and the portrait genre within Indian 
art. As an extension of this response The Singh Twins 
will be contributing to a rich programme of activity 
at the Gallery, including an art masterclass; an 
‘in-conversation’ as part of the Gallery’s India Noir
LATE; and sessions engaging students, teachers and 
community leaders. They are also developing a Gallery
trail that will create an interchange between their
work, portraits in The Indian Portrait and work within
the Gallery’s Collection. Speaking about both the trail
and the exhibition, The Singh Twins explain:

‘The trail, featuring six of our paintings, will make
connections between our work and an 
equal number of works selected by us from both
the Indian Portrait exhibition and the Gallery’s
Collection to create a three-way interchange about
the universal nature of art as a phenomenon that
transcends cultures and time. This interchange not
only reflects the term we use to describe our own
work (Past-Modern), but relates to one of our main
aims as artists, to challenge generally accepted
notions of heritage and identity: in particular, what
we believe to be the generally held but false 
perceptions of division between East and West,
modernity and tradition in art and society.
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Art Matters: The Pool of Life

by The Singh Twins, 2007

Commissioned by 

Liverpool City Council

© The Singh Twins

www.singhtwins.co.uk
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From Zero to Hero, 2002

Nyrmla’s Wedding II, 1995

by The Singh Twins

Both © The Singh Twins

www.singhtwins.co.uk



and Joseph Addison and the painters Godfrey Kneller
and Michael Dahl.

The catalogue not only contains essential information
on about 300 later seventeenth-century portraits 
in the Gallery’s Collection, but also, in keeping 
with other Gallery catalogues, it includes extensive
‘iconographies’ of all the sitters represented in 
these portraits. These iconographies are annotated, 
chronological lists of other portraits of the sitter – 
outside the Gallery’s Collection – giving the reader 
an overall view of each sitter’s portraiture during 
his or her lifetime. It also contains useful sections 
on falsely identified portraits. Inevitably it makes a 
number of interesting changes to attributions and
identifications, which are listed for ease of reference in
an appendix. The wealth of essential factual 
information is enlivened by contemporary anecdotes
and descriptions of the sitters.

This impressive and sumptuously illustrated book is the
second catalogue raisonné that John Ingamells has
produced for the Gallery, the first being Mid-Georgian
Portraits. The research and publication of The Later
Stuart Portraits has been made possible thanks to the
support of the Paul Mellon Centre for Studies in British
Art and the leadership of its Director, Brian Allen.

Catharine Macleod
CURATOR 17TH CENTURY

LATER STUART
PORTRAITS
AT THE 
NATIONAL 
PORTRAIT 
GALLERY

THIS MONTH we launched John Ingamells’s Later
Stuart Portraits in the National Portrait Gallery. This is
the latest in the series of thoroughly researched and
impressively detailed catalogues raisonnés of the
Gallery’s collections. Taking as its starting point David
Piper’s Seventeenth-Century Portraits in the National
Portrait Gallery (1963), it will be, like its predecessors,
the bedrock of almost all research on British 
portraiture of the period. It will be used on a daily basis
by Gallery employees as well as being an essential tool
for historians, biographers and art historians outside 
the Gallery. 

This turbulent period of British history spanned the
reigns of the last Stuart monarchs, James II, William
III and Mary II, and Queen Anne, a period of 
enormous political upheaval, at the heart of which 
was the ‘Glorious Revolution’ of 1688. Yet it was also 
a time of huge achievement. Included in the catalogue
is the famous military leader John Churchill, Duke of
Marlborough, builder of Blenheim; the wonderfully
named Admiral Sir Cloudesley Shovell and Archbishop
Sancroft, who led the Seven Bishops in their revolt
against James II. Intellectual figures include John
Locke, Isaac Newton and Christopher Wren. 
There are, besides, the fearsome Judge Jeffreys, the
composer Henry Purcell, the diarists Samuel Pepys and
John Evelyn, the writers John Dryden, Matthew Prior

John Ingamells is a former 

Director of York City Art Gallery

and the Wallace Collection. 

Among his numerous other 

important publications on British

art are catalogues for 

collections at the York City Art

Gallery, the Wallace Collection 

and Dulwich Picture Gallery. 

examples of De László’s mature style in which fluid
brushwork carries arresting images of sophisticated
characterisation. In compelling contrast are the three
portraits of his sons John and Stephen, completed in
1918–19. These touching evocations of childhood
and youth illuminate the subtle depth that underpins
the work of this remarkable painter.

Paul Moorhouse
CURATOR 20TH CENTURY

PHILIP DE
LÁSZLÓ

PUBLIC AND
PRIVATE
PORTRAITS

27 March–

5 September 2010

Room 33

Admission free

FROM MARCH 2010 the National Portrait Gallery will be
showing a special display devoted to Philip de László
(1869–1937), one of the most celebrated and 
successful portrait painters of his generation.

Born in Hungary, De László studied in Munich and
Paris. Living later in Budapest, he attracted attention
for his much admired portrait of the Bulgarian Royal
Family. International recognition followed and, after
he settled in London in 1907, his reputation was 
confirmed by a successful one-man exhibition at the
Fine Art Society and a subsequent invitation to paint
portraits of King Edward VII, Queen Alexandra and
Princess Victoria. Much in demand, he continued 
to attract commissions from abroad and worked in 
both Europe and the United States. By the time of 
his death De László’s prolific output of over 5,000 
portraits included some of the most distinguished and 
celebrated figures of the day, notably members of 
several European royal families, four American 
presidents, numerous individuals connected with the
arts, science, politics, religion and business, and
patrons from fashionable society.

Organised with the participation of the De Laszlo
Foundation, the display combines several important
loans with paintings from the Gallery’s own 
Collection and has a dual focus. This sheds light on 
De László’s achievements as a painter of important
commissioned portraits but also on a much less well-
known aspect of his work: his intimate private portraits
of family and close friends. Highlights of the ‘public’
portraits include those of Winifred, Duchess of
Portland, and the Duchess of York. Painted in 1912
and 1925 respectively, the portraits are bravura 
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The First Drawing Lesson 

(John de László)

by Philip de László, 1919

© De Laszlo Foundation
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Subscribe to 
The Week today 
and get your first 
6 issues free. 

Written for busy people 
like you, The Week is a 
joy to read, keeping you 
entertained as well as 
informed.  Alongside the 
very best of the news from 
the UK and world media, 
you’ll find our Review 
of reviews – the most 
interesting insights on the 
latest exhibitions, books, 
plays, films and opera, plus 
sport, a focus on health and 
science, the best properties 
on the market and much, 
much more.


