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This twehour talk is part of a series of twenty talks on the works of art displayed in Tate
Britain, London, in June 2017. All the lecture notes are at shafe.uk, Lect@esr&es
(http://www.shafe.co.uk/home/artcourseslectures/), as PDF files. Unless otherwise
mentioned all the works of art shown are at Tate Britain.
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A STROLL THROUGH TATE BRITAIN

A 20 Sep: The History of the Tate

A 27 Sep: From Absolute Monarch to Civil War, 15850
A 4 Oct: From Commonwealth to the Georgians, 16330
A 11 Oct: Cancelled

A 18 Oct: The Georgians, 173060

A 25 Oct: Halterm

A 1 Nov: The Georgians, 176380

A 8 Nov: Revolutionary Times, 178810

A 15 Nov: Regency to Victorian, 181840

A 22 Nov: William Blake

A 6 Dec: John Constable

Joseph Mallord William Turner (1775851)

Turner Wing includes Turner, Constable, Blake andRRphaelite drawings
Agenda

1. A History of the Tate, discussing some of the works donlayddenry Tate and others.
2. From Absolute Monarch to Civil War, 152650

3. From Commonwealth to the Start of the GeorgReriod, 16561730

4. The Georgiaeriod, 17361780

5. Revolutionary Times, 178810

6. Regency to Victorian, 1811840

7. William Blakg1757%1827) and his Influence

8. J. M. W. Turner (1775851)

9. John Constable (1778337)

10. ThePre-Raphaelite Brotherhood, 1840360

11. TheAesthetic Movement, 1862880
12.The Late Victorians, 188200

13.The Edwardians, 1960910

14.The Great War and its Aftermath, 131030
15.The Interwar Years, 1930s

16.World War Il and After, 1940960

17.Pop Art andBeyond, 19601980

18.Art in aPostmodern World, 1982000



19.The Turner Prize
20.Summary
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MAIN FLOOR THE CLORE GALLERY

Joseph Mallord William Turner (1775851) is in the Clore Gallery
There are six rooms containing 91 oil paintings and sketches.

A Turner Exhibited: Ambition and Reputation

A Turner as a British Artist

A Travelling Light

AC2dzyR Ay ¢dz2NYySNXa {GdzReyY [FyRaol LIS
AC2dzyR Ay ¢dzZNYySNXa {GdzReyY {SIaol LSa
A¢cdzZNYySNXRa ! Nbly [FyRaoOl LSa

And in an adjacent room:
A John Constable: Nature and Nostalgia



Turner Exhibited: Ambition and Reputation

First room (with the TurneBeltPortrait) isTurner Exhibited: Ambition and Reputation

Leftto-right:

Buttermere Lake, with Part @romackwaterCumberland, a Showerxhibited 1798

SeltPortrait, ¢.1799

9y 3f I YyRY wWAOKY2YyR | Aff X, exhbitedl k889 t NAy OS wS3S



Aeneas and the Sibyl, Lake Averrau$798
A¢KAa A& LINRPolofeée ¢dzNYySNXRa FANRG GdSYL
classical landscape. The story comes from the Aeneid, by the Roman poet Virgil.
Aeneas wants to visit the Underworld in order to consult the ghost of his father. The
Cumaeartibyl agrees to guide him through the kingdom of the dead.
Snow Storm: Hannibal and his Army Crossing the Agpdibited 1812



Holy Familyexhibited 1803
Aclr S RAaALIX e OFLIA2YS W2KAES Ay KAa f1I
or styles of his contemporaries and fellow exhibitors, his early submissions
measured themselves against the old masters. This picture was shown in 1803, the
€SIENI FFGSNI KS KIFIR &aGdzRASR GKS 3INBFG O2
Peter Martyr (destroyed) was then hanging there, having been removed from
+SyA0S o6& bl LRfS2yQa GNRB2LJAI YR g61a |
The Tenth Plague of Egypixhibited 1802
A¢l S RA &LJhispaintihp illuétratesya passéige from the Bible describing
the last plague inflicted on the Egyptians as divine punishment for enslaving the
Jewish people: the killing of all the filsorn sons of the Egyptians. It is
uncomfortably crowded by threatening atmospheric effects, emphasising the power
2F FT2NDSa o0 Se 2 yRmeréexiibitddyhe gciure (hs § codpR bf d
months after being admitted as a full member of the Royal Academy, and clearly
intended viewers to recognise his skills in the highest branch of paiqtimg
KA &ad2NRAOI g claiihloryiiRset thedriardl€of earlier artists like
t2dzaaAy dQ
The Decline of the Carthaginian Empire exhibited 1817
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the intervening years, lost both its liberty and mtegrlty, but was still breathtakingly
beautfiuld ¢ dzNJ SNJ AaK2¢6SR KAa LI AYyGAy3d gAi0K
X YR y2¢3 FFEANI LGFIT&@H
¢K2dz I NB GKS 3FNRSY 2F (KS 62NI RX
Thy wreck a glory, and thy ruin graced
With an immaculate charm which cannot be defa®ed



Corridor

Looking back to the archway we entered. It is a corridor with four rooms off, walking down the
corridor from the room we were just in, on the left (right in picture abov@umer as British
Artist, the next room we shall visit.

The picture on the far left igndine Giving the Ring to Massaniello, Fisherman of Naples,
exhibited 1846
The picture in the left corner iBhe Angel Standing in the S@xhibited 1846

The other side of the arch Jason exhibited 1802
Nearest complete work on the right The Departure of the Fleeasxhibited 1850



Turning to our right iThe Goddess of Discord Choosing the Apple of Contention in the Garden
of the Hesperide®xhibited 1806
A¢l 0SS RA &LIhe Besporidésivare tifeXhred daughters of Hesperus, the

evening star. They tended a tree of golden apples on the slopes of Mount Atlas.
Here, the goddess Discord picks one, setting in train the events leading to the Trojan
war. The apple was subsequently awarded to the goddess Aphrodite by Paris, after
she had promised him the most beautiful woman in the world: the Greek Queen,
Helen, wife of Menelaus, whom Paris then abducted. It seems Turner may have
been alludingtorecenti¥ A AKGAy 3 4G GKS w2elt ! OFRS



Turning right again and looking further down the corridor the room on the léfbind in
¢ dzN/ SNX& { G dzRA 2 Y ahpdoytRexrighiC2I8zy IRY R VI X &N SN &

On the leftMercury Sent to Admonish Aeneaghibited 1850
Furthest on the leftPilate Washing his Handexhibited 1830

Furthest on the righwar. The Exile and the Rock Limpmathibited 1842
A¢l 0SS RA &LJhis 8cend,lakdinpapighBeatié hung alongside, shows
Napoleon in exile on the island of St Helena. It was painted in the year his ashes
were returned to France. The image neither demonisesheooiciseghe figure,
but suggests the futility of conflict. The isolated uniformed body appears
incongruous in its surroundings, while the red palette recalls the trauma of battle. In
GSNBS&E FiddlF OKSR (G2 GKS OFy@laszs ¢dzNyYy SNJ
On the rightPeace Burial at Segexhibited 1842
Ac¢l 0S RA&LPehctt KRIoldl AU2KYSE O0YzNA I € 0 asStk 27
David Wilkie. The cool palette and saturated blacks create a striking contrast to its
parWarzy Kdzy3a +f2y3aARSE yR O2y@Seé (GKS O
O2YLI NBR G2 bl L}2f S2yWaran®eacarnilvSiated ags KS G
abstract concepts, via tone and colour, rather than as actual events. Both works
GSNE NRdzyRf & ONARGAOAASR 0 GKS GAYS T2
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On the rightVan Tromp Returning after the Battle off the Dogger Baxkibited 1833
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Entrance of the Meuse: Orand#erchant on the Bar, Going to Pieces; Brill Church bearing S. E.
by S.Masensluy€. by S.exhibited 1819

Further down the corridor on the right Eshing Boats Bringing a Disabled Ship into Port
Ruysdaelexhibited 1844
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Turner as a British Artist
Return to the end of the corridor where we entered and walk down the corridor and turn left
into the first room.

Morning amongst the Coniston Fells, Cumberjandhibited 1798

ActdS GSEGZ W{SS ¢dzNYySNI NBalLRyR (G2 GKS &I N
G0N} oSt a GKNRdzZAK . NAGIAYy®d ¢KAA NR2Y SELX 2N
British landscape and contemporary life. At the beginning of his career he undertook annual
summer tours of Britain, recording landscapes, coasts, towns and everyday scenes in his
sketchbooks as material for pictures, watercolours and prints. His work ranged from-highly
finished topographic views full of human activity to vividly spontaneous impressions of
nature. For the firsttwentyi 62 & SF NB 2F ¢dzZNYy SNXQa | RdzZ G £ A
Revolutionary and Napoleonic France. Except for an intensive visit to Paris and the Alps
during a brief ceasefire in 1802, Turner concentrated on British subjects. Often shown in
groups at his gallery, these combined naturalism with patriotic sentiment. After the peace
of 1815, he regularly travelled abroad, so toured less in Britain. He did, however, spend
working holidays at the houses of his closest patrons such as Lord Egremont at Petworth
House. The nation Turner observed progressed from a state of constant war towards
Victorian prosperity and confidence, though not without social upheaval. He depicted these
changes, representing sympathetically both working people and the lifestyles of wealthy or
aristocratic patrons on whose support he relied, along with technological advances and
AYLINRP@GSYSyiGda Ay (GKS yFidA2yQa AYyFNF aidNHzOGd
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Sketch of a Bank, with Gipsi@sexhibited 1809

River Scene with Cattle.1808

The Quiet Ruin, Cattle in Water; A Sketch, Evefighibited 1809

Abingdon exhibited 18067

A In this painting Turner shows rural productivity and a landscape rich with history,

united by a glowing, diffuse light. A similar combination is usétionghing up
Turnips shown to the right. It has been suggested that the two pictures were
painted to complement each other. This painting is probably the view of Dorchester
aK2gy i ¢dzZNYySNXO& DFEffSNE Ay mymnd | 2¢
historic market town of Abingdon is visible over the treetops, even though it was in
fact two miles away.
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Crossing the Broglexhibited 1815
t f 2dAKAY 3 | LI ¢ dzNY A L)@hibigdS1BOQ) { f 2 dzZIK O W2 Ay RA& 2
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Travelling Light
/I N2adaiAy3d GKS O2NNAR2NJ G2 (GKS NR2Y 2LJJIaAds

Act i8S GSEGY WedzNYSNI FANRG GNY 9Stf SR 2dziaiRr
seven in the summer of 1802. Between 1817 and g4 &xplored France, Belgium,
Holland, Germany, Luxembourg, Denmark, Bohemia (now the Czech Republic), Switzerland
and, of courseltaly. While his travels were extensive, they were confined to Europe, unlike
those of contemporaries who ventured to Egypt, SpaiBritish colonies in Asia
andAustralia. The conveniences of modern travel were still in their infancy. Often Turner
journeyed on foot or by horsdrawn coach, witlsketchbooks and drawing materials as his
main baggage. It was only during the latter half of his working life that steam power
wasintroduced, greatly reducing travémes.When he landed in Calais in 1802 he had
already been travelling for several days since leaving London. By the 1830s he coula board
steamboat near London Bridge and be in France, Belgium or Holland inhadesv
CdzNy SNRa fFGSNJ 9dzNRLISIY GNI@Sta ff26SR K
sumptuously illustrated travel books. Thalgo provided subjects for pictures. Venetian
a0SySa Gl LIISR Ayildz2z (GKS OAde Qa LiBédgdanyghdv (&
F2tft26Ay3 vdzSSy +AOG2NM84QRA YI NNAF IS G2 t N

Rocky Bay with Figures.182%30
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TheDogang San GiorgicCitella from the Steps of the Europexhibited 1842
St Benedetto, Looking towarésisina exhibited 1843

The Sun of Venice Going to Sexhibited 1843

Italian Landscape with Bridge and Toywerl82%8

Rouen: A View from the Left Bank in the Faubow$eSer ?7182%8
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The Opening of thé/allhallg 1842, exhibited 1843

AQEGNI OG FNRBY ¢l GS RA&ALI & Ol Liigegeyfs Q. S
G2dzNB 2F DSNYI yGednany gonsistddhal/ntnditieresivley; S *
formed as the Germa@onfederation in 1814 after the fall dlapoleon, who had
ruled since 1806This painting commemorates the 184@ening of the Walhalla
0 SYLWaBhalldWy ¢ dzNYySNOR& aLlStftAy3ox | Oflaa
overlooking the river Danube, constructedder the auspices of king Ludwig |
of Bavaria as a symbol of national uretyd a monument to great Germanstoe
past.
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Palestrinag Composition1828, exhibited 1830
Heidelbergc.18445
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Going back out into the corridor, turn right to the two rooms at the end of the corridor.

21
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Tree Tops and Sky, Guildford Castle(?), Everli&§7

Windsor Castle from Salt Hit. 1807

The Disembarkation of Lotihilippe at the Royal Clarence Yard, Gosport, 8 October 1844
c.18445

¢-dS8S GSEGZ wCc2ff2¢ ¢dzZNYySNXO& I NIA&AGAO SELISN
whose innovation often puzzled his contemporaries. The paintings in this room are selected
FNRBY GKS Ylye dzyFAYAAKSR Oly@laSa FT2dzyR AY
RdzZNAYy3a GKS IINIAadiQa tAFSGAYSsE GKSe@& NIy3asS 7
canvases reinventing earlier motifs. Subjects range from landscape to history. While some of
the works appear more resolved than others, it is unlikely that Turner considered any of them
exhibitionready. Although Turner made occasional forays into painting outdoors, he usually
worked in his studio. Here he could experiment freely, testing out ideas in private. As Turner
rarely discussed his working practices, they held a mystique for his artistic contemporaries.

But his habit of finishing his pictures after they had been hung for exhibition at the Royal
Academy provided a rare insight into his methods: final flourishes of paint transformed
canvases and dazzled onlookers. The paintings shown here never received this final treatment
CdzN) SNQR&a ai0dzRA2 g1 & SldzZALIISR gAGK | @F NASG
paint surface in countless ways to achieve contrasting effects. Contemporary accounts sugges
he worked quickly, altering his compositions as he painted and often working on several

22
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The Arrival of LouiBhilippe at the Royal Clarence Yard, Gosport, 8 October ¢ 384145
{dzyNAR&aS> | /laGgesesy || . ey Ww{2ftAidzRSQ
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Norham Castle, Sunrise.1845
Ac¢l 0SS RA &LJutnér firdd sawdNdrhany, Bordering Scotland on the river
Tweed in Northumberland, in 1797. He was at the limits of his trip to northern
England, when he also visited Buttermere, seen in the painting of nearly fifty years
earlier shown nearby. After that first visit he made watercolours showing the ruin at
sunrise, and visits in 1801 and 1831 resulted in further views. Here, finally, is one of
a series of unfinished, unexhibited paintings reworking his monochroiver
Studiorunflandscapeprints. Pure colours rather than contrasting tones express the
ofFTAy3a tAIKEG a GKS KA&AG2NRO 06dzAf RAY 3
The Ponte Delle Torri, Spoleto184@5
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Interior of a Great House: The Drawing Room, East Cowes, Cd3@0
The Fall of Anarchi®), c.18384
Willows beside a Stream805

25



Going back out into the corridor to the room directly opposite.
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WavesABreaking against the Wint1840 o A A
2 gS&a . NBF{Ay3a 2y F [ SS {K2NB I i ,alBREFGS 0o

¢ I G S Tin®Ehdda lifdlong fascination with the sea. While its prominence within his
exhibited pictures is demonstrated in the neaidigplays, most of the paintings in this room

are more like unfinished essays on the subject. They were among the many

apparentyA y O2 YL SGS Ol y@dlasSa TFT2dzyR Ay ¢dzNYy SNRA
during his lifetime and mostly unseen bis contemporaries. The paintings range from oll
sketches made with finished marine compositions in mind to more experimental late works
concerneds A G K OF LIJGdzZNAyYy 3 (GKS Y2@8SYSyd yR yI {dzNJ
unfinished sea paintings of the 1830s and 1840s reflexincreasing amount of time he

spent at the coast, particularly in Margate, where he stayed at the lodging house of a widow,
Mrs Booth, who moved with him to Londonimy n¢c @ ¢ dzZNy SNXQR& RSLIA OGA 2
changing, like the sea itself. Sometimes his paintings delight in its calmer face, remelling

GN) yljdzAf & dzNFIF OSa NBTfESOGAGS 2F 32t RSy adzy
as a destructive force: hmnvases include terrifying waves, storms ang A LJg N5 O{ & ®Q
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Sunrise with Sea Monsters 1845
A Wreck, with Fishing Boats.184@5
Seascape with Bupg.1840
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A Disaster at Se&c.1835
A¢l 0SS RA & LJhis ganvad walinkvanehibiwd and is probably unfinished,
but remains one of Turner's most powerful statements on the Romantic theme of
maritime disaster. Its pyramidal composition leaves little doubt that Turner had seen
Géricault'sRaft of the Medus#@now in the Louvre, Paris) described by one critic as
WGKAA GNBYSYR2dzaz LIAOGAZNBE 2F KdzYly &adzF¥
1822. Turner's own subject is the wreck of the Amphitrite off Boulogne in 1833. The
ship's captain abandoned his cargo of female convicts, claiming that he was only
I dzi K2NAASR (2 fFyR GKSY Ay bS¢g {2dziK 2
Breakers on a Flat Beaah183%40
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The Chain Pier, Brightore.1828
A Ship Aground, Yarmouth; Sample Sted82%¢8
Shipping at the Mouth of the Thames1806,7
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Coming out of the room into the corridor, turn right and go to the room at the far end of the
corridor.
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Room at the end of the corridor

Top paintingThe Bay oBaiae with Apollo and the Sihyéxhibited 1823
Bottom paintingView of Orvieto, Painted in Rom828, reworked 1830
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Fishing upon the BlythBand, Tide Setting,laxhibited 1809
The Shipwreclexhibited 1805
The Fall of an Avalanche in the Grisaibited 1810

33



Rome, from the VaticaiRaffaelle Accompanied by La Fornarina, Preparing his Pictures for the
Decoration of the Loggjaxhibited 1820
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Spithead: Two Captured Danish Ships Entering Portsmouth Hatl30%9
The Battle of Trafalgar, as Seen from MienStarboard Shrouds of the Victat806;8
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C2NHzY w2 Yl ydzY> ¥F2 Néxtbdd {826 v SQ& a dza S dzy
Ac¢l 0SS RA &LDre 8f thO&mdslinp@tgnElocstions in Rome is the Forum, an
area of ruined temples and monuments which represents the heart of the ancient
city. Over the centuries, the Forum had been allowed to decay. By the nineteenth
century, however, excavations had begun in earnest on the site and the broken
fragments of Roman architecture were slowlyemerging into the light. This
painting, designed for the architect Sir John Soane, captures the view looking
towards the Capitoline Hill. On the left is the Arch of Titus, and on the right, the
AL Yyd @rdzda 2F GKS . FaAtAolr 2F [/ 2yadtl
The Hero of a Hundred Fights180@10, reworked and exhibited 1847
A¢l 0SS RA & LJIhis ganvad wasiokighylll¥ an ¥xploration of industrial
machinery, but it was reworked to show the moment when a bronze statue of the
Duke of Wellington was removed from its mould. Using the intense light of the
foundry to obscure the figure, Turner transforms Wellington into an ethereal
LINEaAaSyOSed ¢KS AYF3IS Aa Ay aidkN] O2ydN
scenes. Here, tone and colour are employed to endow a national hero with
St SYSyidlt FT2NOS»Q
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Summary by Date

We have already looked at many of these paintings in detail but they are not displayed
chronologically in the Tate. | have ordered them by date and added a few to complete the
picture.
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J. M. W. TURNER (17¥851)

AEarly lifeg 0-14 (17751789)

AFirst toursg 15-23 (17901798)
AFrom ARA to R&24-27 (17991802)
AFirst Foreign Tour 27 (1802)
AWealth and Fame 28-36 (18031811)
A Consolidatiorg 37-44 (18121819)
AFirst Visit to Italy; 44-45 (18191820)
ATravels; 45-50 (18201830)

A Exhibitions; 50-65 (1830s)

AThe Modern Mastec, 65-76 (1840s)

Tate Britain has some 300 finished and unfinished oil paintings, 20,000 watercolours and
drawings (many of the drawings in his 300 or so sketchbooks). Some 120 oil paintings are on
display at any one time.

A Brief Turner Chronology

1775. ANI K 2F ¢dzNYySNJ AY alARSY [lyST Ll2aaArot e
Garden, on 14 May.

1783Death of younger sister, Mary Ann, aged 4.

1789Starts attending classes at the Royal Academy Schools.

1790Watercolour accepted by the Royal Academy for the firsttitnéc S | NOK o6 A & K 2 L.
Lambeth

17930utbreak of war between Britain and France.

17960il painting accepted by the Royal Academy for the first tirighermen at Sea

17999t SOUSR +y 1 4aa20AF3dS YSYOSNI 2F (KS w2el f
Covent Garden to Harley Street.

1800Mother admitted to Bethlem Hospital.

1802Elected a full member of the Royal Academy and predeatsadernCastleas his

W5 A LI 2 Y IMaKke¥ tiadirdzNBn@ visits to France and Switzerland.

18045 S+ GK 2F ¢dzN)YySNRa Y2GKSNJ AYy . SGKESY 1 2alL
to show his pictures

1807Elected Professor of Perspective at the Royal Academy. Starts issuuigehiStudiorum
1809Moves round the corner from Harley Street to Queen Anne Street West, retaining his
gallery.
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1812PaintsSnow Storm: Hannibal and his Army crossing the Alps

1815PaintsDido building Carthagand Crossing the Broobefeat of Napoleon at

Waterloo and return of peace to Europe.

1817First of several visits to the Low Countries and Germany.

1819First of several visits to Italy.

18201 Creates a new gallery at his house.

1828Uses a studio in Rome and exhibits three paintings there.

1829PaintsUlysses deriding Polyphem&sS I 4 K 2 F ¢ dzNy SNQRa Tl 0KS
1834Witnesses the burning of the Houses of Parliament.

1835Makes a tour which includes Copenhagen, Berlin and Prague.

1836/ NAGAOA &Y 2F ¢dzZNYySNXa I NI Hdearold Jon LINB a &
Ruskin.

1839PaintsThe Fighting Temeraire

1843Ruskin begins publishidgodern Painterde y ¢ dzZNJy SNXQa RSFSy
1844 PaintsRain, Steam, and Speed

1845Last trip abroad, to the north French coast.

18456 Serves as Acting President of the Royal Academy during the illness of the
President.

1850Exhibits for the last time at the Royal Academy.

1851 Death of Turner in Cheyne Walk, Chelsea, on 19 DecemlieNA SR Ay { (G t
Cathedral on 30 December.

O
(V)

()

Chronology of his Life
http://www.tate.org.uk/art/research-publications/imwturner/chronologyr1109229

The Turner Project
http://www.tate.org.uk/art/research-publications/imwturner
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Joseph Mallord William Turner (172851),SelfPortrait,
€.1799, 74.3 x 58.4 cm

Joseph Mallord William Turner (17-2851),SelfPortrait,c.1799, 74.3 x 58.4 cm

ACdzZNYySNI g1 a 02Ny Ay mtT1pX | OO2NRAY3A (2 KAA
wasthe son of William Turner (174%829), barber and wignaker, of 21 Maiden Lane,
Covent Garden, and his wife, Mary Marshall (1f8§ nn 0 ® | S g a MalladLJi A &
2AfEALYQ 2y mMn aléX | YAadal 1S F2NJ Walffl N
1802 as there were other artists called Turner. It was about this time that he made it clear
GKFG KAa YARRES yIYS gMalladcHbadt fl{A2ANR2 (yK2SINXMaa
KFR 2NAIAYylLIfte& 0SSy Walffl NRQD

A & ¢ K A -portraitpp@ars to date from around 1799 when Turner was about twéoity
years old. It was possibly intended to mark an important moment in his career, his election
as an Associate of the Royal Academy. Despite his relative youth, Turner had already made
a name for himself as an original, accomplished painter with the technical abilities of
a2YS2yS Y2NB YIGdz2NBEd® IS KIR 0SSy RS&AONROG S
0K2NRdzAKf& (G2 dzyRSNEGFIYR GKS Y2RS 2F | Rad
WGKSANI STFSOO Ay 2Af ¢2BXRYSOI LISNI Aa Sl dz €

A Turner was aminusual character, very stronwilled he retained his cockney accent and
was avery poor presenter To many he was cold and arrogant with a hard demeanour yet
his undoubted genius attracted loyal friends and created enemies. There are stories of his
meanness yet he left his money to a charity for poor artists. He would charge 250 guineas
for a painting and then add 20 guineas for the frame. He was sly and secretive, sexually
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active but resolutely single. Many looked down on him as uncouth as he kept his
Cockney accent and his clothes were often covered in paint. Thefi&lalter

{ O2 G i He Wi db Sdathinglwithout cash, and anything for it. He is the only
man of genius | ever knew who is sordid inthesemat@®® | S 62 NJ SR
fantastically hard and claimed his workload would have killed any other artist.

He could not stop drawing and paintindde took notebooks everywhere and
continually sketched all day long.

A He loved to travehll over Europe and sketched everywhere he went.

A He was controversialWhen young he wooed and wowed the establishment and
later in life he upset them. His energetic brushwork, lack of detail and sweeps of
colour caused some to describe him as mad. Even his devoted patron John Ruskin
was bemused by his late works.

A Henever marriedand lived with Sarah Danby with whom he probably had two
daughtersEveling born in 1800/01, an@eorgianaborn some ten years later. He
once said,I'hate married menthey never make any sacrifice to the arts but are
always thinking of their duty to their wives and their families, or some rubbish of
that sort. Sarah Danby's relationship with Turner ended about 1813. In the early
1830sMargate became his second honand he settled there with his landlady
Mrs Sophia Caroline Booth after her second husband died. He lived there under a
false name and had carriages drop him a few streets away from his house. Later
they moved t®? 2 NX R QéarCaeyrie WalkChelsea and hived with her for
about 18 years as Mr Booth as was known locally as Admiral Booth. He died in the
K2dzaS 2F OK2f SN} FyR KAa flad g2NRa Yl &
alongside Sir Joshua Reynolds in St Pauls Cathedral. Chelsea was a poor area with
bad drains andlooding that meanit had one of the highest rates of mortality
from cholera of any area north of the Thames.

A He was closériends with his fatherand his death in 1829 had a profound effect
on Turner including bouts of depression.

A He was a habitual user ehuffand was given a gold snuff box by the King of
France.

A His lecturess SNBE RS a ONXR st&hinergstheClong pakses! thie W

0S6Af RSNAY3I YealdsSNe 2F Ad fftQd |1 Aa 0O2Y
WiKS Y2480 SEGNI 2NRAYIFNE O2YLRaAlArAz2y L K
O2NNBOG Al F2NIAY a2YS LI NHa L R2 yz2i
SELX I A IRYBMNIE WK2dzZAKG&a 6SNBE RSSLISNI (KL
YR YdzOK RSSLISNI G4KIFIy KS O2dzZ R Fd ye GA

A Unlike many artists he was very interested in all the latest scientific
developments Turner gave lectures on perspective but his lecturing style meant
they were poorly attended. Although many writers, suctDaskens, were
horrified by factories Turner was inspired by new developmeiatsd technology.
InSnow StormSteam. 2 I & 2 FF | |(éxhildited d2MAD ke saaZaddii K
sky merge. Turner found a new way to paint flux and vortices.
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A Turnersmother was sectioned to BedlartBethlem Royal Hospital) when he could
have arranged private treatment and she died in Bedlam in 1804, the same year he
moved to impressive new premises in Harley Street. He never once visited her.

A Turner knewMary Sommervillewell and she was any early populariser of science
and explained Faraday's ideas.

A A series of articles by EdwaRippingille(c. 1790my p o0 Sy G A Gf SR Wt SN
NEFt SOGA2ya 2F FINIAAGAQ o aArtDddzoad A A KSRX
Among them is the famous description of J. M. W. Turner on varnishing day at the
Royal Academyippingille saw him painting but they could not understand how
he did it.

A Hiswill was contestedby his cousins on the grounds that the money he left to
F2dzy R I OKIFINAGE F2N) WRSOFe@SR 9y3ftAakK I N
YSYyQ KFER y2G 0SSy LINRPLISNIe& NBIAZGSNBR A
invalid. It took three years to reach a settlement which meant abandoning the
charity, giving all his property and engravings to his relatives and leaving all his
finished and unfinished pictures, drawing and sketches to the National Gallery.

Notes

Al SNEOKSt Qa mynm fSO0Gdz2NE 2y (GKS AYLISNFSO
changed how Turner portraydte sun (see
https://www.newscientist.com/blogs/culturelab/2011/11/diherscheichange
how-turner-paintedthe-sun.htmland
https://www.theguardian.com/artanddesign/2011/nov/13/turnesciencesun).
Luke Howard developed the nomenclature of clouds in 1802. Sir Francis Beaufort
created the Beaufort scale of wind force in 1805. Bell Rock lighthouse was
designed by Stephenson who requested Turner to paint it who shows it defying
nature. Turner painting.ife Boat and Manby Apparatus Going Off to a Stranded
Vessel Making Signal (Blue Lights) of Disire831. Captain George Manby
invented the Manby mortar in 1808 to fire a rescue line to a sinking ship off shore.
He also invented the portable fire extinguisher. Turner discussed pigments with
Faraday who encouraged him to experiment but putting his pigments in the sun
and covering half.

References
A http://www.tate.org.uk/art/artworks/turner-selfportrait-n00458
A http://turnerexperts.com/turner-bio.html
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Joseph Mallord William Turner (172851),A View of the Archbishop's Palace, Lambeth
1790, watercolour, Indianapolis Museum of Art

A A View of the Archbishop's Palace, Lambethis watercolour was Turner's first

to be accepted for the Royal Academy's annual exhibition in April 1@80month

he turned fifteen. In the next 60 years Turner displayed 267 paintings at the Royal
Academy.

The image is a technical presentation of Turner's strong grasp of the elements of
perspective with several buildings at sharp angles to each other, demonstrating
Turner's thorough mastery of ThomBalton's (17481804) topographical style.
Malton was a tutor of both Girtin and Turner and he is best known for the book 'A
Picturesque Tour through the Cities of London and Westminster', illustrated with a
hundred aquatint plates.

By the late 1780s Turner was working for various architects, including Malton, and
architectural topographers. He had been interviewed by Sir Joshua Reynolds the
previous year (1789) and admitted as a student. Until 1816 the Royal Academy
only taught drawing not painting. A student would normally spend two and a half
years drawing casts before being allowed to enter the life class.

¢CKS g GSNO2f 2dzNJ RSY2yaidaN) 6§Sa ¢dzNYy SNRQa
With watercolour it is necessary to work from light to dark and Turner learnt to

mix a light one and then apply it across a number of drawing before mixing a
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slightly darker tone and applying that until he had added the darkest tone
to all the paintings.

[2YVR2Yy Q& . NAR3ISaA

A For 600 years the nearest bridge to London Bridge was Kingston Bridge

A Then Putney Bridge 1729

A Old Westminster bridgen the background, was built between 1732 and
1750.

A London Bridge was widened and houses were pulled down in 1760

A Kew Bridge (1759), Battersea Bridge (1773) and Richmond Bridge (1777)
followed.

A The wrrent Lambeth Bridge was not built until 1862. It was built on the site
2T 0KS K2NES FTSNNE o0& tSGSNI . FNX2g
gK2t S GKS dAaAtASal SOSNI 60dzAf Qb ¢KS

History
A Lambeth Palace is the official home of the Archbishop of Canterbury and

was acquired in about 1200. The oldest remaining part is the Lollard Tower
which dates from 1438440. The fronts an early Tudor brick gatehouse
built by Cardinal John Morton and completed in 1495.

A In 1790 anything south of the river such as Southwark and Lambeth were
not part of London and Westminster on the other side of the river was
regarded as a separate city from London.

A The horse ferry was on the left. It was a flat bottomed boat that had many
accidents. The road on the rightHorseferry Roadnow on the other side
of the river). The river was so low here it could sometimes be crossed at low
tide. In the eighteenth century this area was used for fairs and public
entertainment. Just to the right there was a windmill and behind us another
two.

A This was just about to become an areanzissive expansioim the next ten
years the number of houses doubled and from 1778 to 1822 it increased
sixfold.

A In the nineteenth century Lambeth Bridge was built, the Swan pub was
pulled down and the area became full of factories and slums including the
first factory of JohrDoulton which became Royal Doulton. The population
increase from 25,000 in 1800 to 300,000 in 1900f¢1@). It becomes
industrialized and massively overcrowded.

A Opposite, whereTate Britain(1897) is now, was the massiilIbank
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Penitentiary (18161890). Millbank Penitentiary was purchased for the
Crown byJeremy Benthamo build a panopticon but this idea was
abandoned. It was unhealthy as it was built on marshy land and the
labyrinthine corridors so complex even the warders got lost. It was replaced
by Pentonville (1842) but continued to be used as a holding prison for
4,000 inmates awaiting transportation until the practice was abandoned in
18531867 when it became a local prison and then a military prison.

A In 1848 therailway cut through alongside thagged Schodhat taught
800 poor childrenPigs and chickenstill ran through the streets. In 1850
this whole area waflooded & (G KS ¢KI YSa o[ 2yYR2y Qa
its banks.

A 1t is now a roundabout and Westminster Tower and Parliament View
apartments. Westminster Tower contains theJazeera TV channel and the
International Maritime Organization.
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Joseph Mallord William Turner (17-4851),Fishermen at Seaxhibited 1796, 91.4 x 122.2
cm

Aa¢KS FANRG 2Af LI AYyGAYy3I ¢dzZNYSNI SEKAOAGSR
tradition of Horace Vernet, Philip de Loutherbourg and Joseph Wright of Derby. These
painters were largely responsible for fuelling the 1-8d#ntury vogue for nocturnal subjects.

The sense of the overwhelming power of nature is a key theme of the Sublime. The
potency of the moonlight contrasts with the delicate vulnerability of the flickering lantern,
SYLKFIaAaAy3d yl Gddz2NEQa LI26SNI 208SNI YIFYTAYR |
AAf K2dz2SGGSa 2y GKS fSFd FINB GKS GNBIF OKSNER
(Tate display caption)

A This is believed to be thgishermen at Sethat Turner exhibited at the Royal Academy in
1796. It was the first oil painting he exhibited at the RA. The rock formation in the
background is the Needles, Isle of Wight, which helps identify the painting. It was bought
by General Stewart for £10.

Ab2GA0OS ¢dzNYySNRa YIFadSNI e NBLNBaSyiuladazy 2
and this contrasts with the small reddish glow from the lantern on the boat. Once seen that
spot of warm light seems to mimic the warm bodies of the fishermen isolated and alone in
the vastness of the cold and inhospitable sea.
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JosephMallord William Turner (177§1851), LlanstepharCastle by Moonlight, with a Kiln in the Foreground From Welsh, Isle of
Wight and Other Subjects,1795, graphite and watercolour on paper, 21.3 x 28.1 cm, Tate

Joseph Mallord William Turner (17gB51),LlanstepharCastle by Moonlight, with a Kiln in
the Foreground From Welsh, Isle of Wight and Other Subget?®)5, graphite and
watercolour on paper, 21.3 x 28.1 cm

AwdzNy SNQa G2 dzNBR 26 him Rxplord tfe pistefial foketial of B dided
variety of themes. This watercolour was based on sketches Turner made on his tour of
South Wales in 1795. Modern industry, in the form difv@e kiln in the foreground is set

against ancient heritage, represented in the silhouetted ruinslafstephanCastle This

was a device Turner used in many of his landscape views, presenting a vision of Britain as a
place at oncéuistoricand moderte ¥ 6 ¢l S RA&ALIX & OFLIWGA2Y 0

A This is based on the pencil drawing in the South Wales sketchbook (Tate D00571; Turner

Bequest XXVI 18). The contrast of medieval ruins with modern industry prefigures various
later works, notably the view of Dudley, Worcestershire executed in about 1832 for the
Picturesque Views in England and Wakesies (Lady Lever Art Gallery, Port Sunlight).1

There is a more direct connection, as well, with the subjeét dzZNJ SNX&A FANBR O ¢
painting, Fishermen at Seavhich appeared at the Royal Academy in 17@®5) (Tate
T01585).2 It is a night scene, with both moonlight and firelight.

A The sheet is stainedHaving been severely damaged by a spill of varnish, ietiaently

been abandonedIt remained effectively ignored in the Turner Bequest until conservation
including the removal of the varnish rendered it fit for display for the first time in the
exhibitionYoung Turneof 1988.
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Joseph Mallord William Turnétindsor Castle from the Thames1 80719

A ThisdrawingCXM8 > A a OF i { Sk&de®HRibeaStudiddinBubjéc > Wg K A OK
despite one or two minor architectural peculiarities, seems certainly to depict Windsor, and
the group of figures and sheep in the foreground on the right are closely connected with

the oil painting we see next. In the drawing a flagstaff is visible on the turret in the centre
and the Round Tower can be clearly seen whereas in the picture it is obscured by trees.

In 1807 Turner began his great enterprise of publishing a series of plates knownlLalsethe
StudiorunE A Y aLIANBRIZ Ay LI NI I Lile®eritatis (bedgih 10685 2 6 y
and continued until his death in 1682). The first part appeared in June 1807 and the last in
1819

Liber Studiorun(Latin: Book of Studies) is a collectiorse¥enty-one prints. For the

production of the prints, Turner created the etchings for the prints, which were worked in
mezzotint by his collaborating engravers. Tliger Studiorumvas an expression of his
intentions for landscape art. Loosely based on Claude LortabesVeritatis(Book of

Truth); the plates were meant to be widely disseminated, and categorised the genre into six
types:Marine, Mountainous, Pastoral, Historical, Architectural, and Elevated or Epic
Pastoral

A TheLiber Studiorunk & 6SSy RSaONAROGS Rhe bith of BISHaKsIbes O 2

in his lifeand worlQ® SWGI NI £ (G2 ¢ dzNIY SN OF NBSNJ Ia @K
conceived series of prints in his entieuvreQ> 2 NJ | mostfccﬁriplateudoaumeﬁt W
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2T ¢dzNYySNXRa | dGAGdzRS G2 KAA | NI QEy I ¥ RS
Wne of the most comprehensive exercises in publication ever mounted by a
greatartisthQ ¢ KS [ GAY GAGES Y@ 6S GNIyatl ¢
not issued as a bound book, and did not contain any explanatory text beyond the
titles of (most of) the compositions, and letters printed above each of them to
indicate general categories of landscape discussed in detail below.

A In terms of the published prints, tHaber Studiorunmas been one of the most
SEGiSyaroSte R20dzYSyidSR 1aLIS0Ga 2F ¢dNY S

References
A http://www.tate.org.uk/art/researchpublications/jmwturner/liber-studiorum
drawingsandrelated-worksr1131702#entrymain
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Joseph Mallord William Turnétindsor Castle from the Thamesl 805, 91 x 122 cm
Gasparddughet (16151675),Italianate Landscape with Waterfall650-1660, 48.5x
63.5 cm, Museum of Fine Arts (Budapest)

A

A

LO aK2ga ¢dzNYySNHa SIFENIeé& AyaSNBad Ay |
2y F2Nya feAy3a LI NFEfSt (2 achHodf Gagpad dzN
Poussin

Turner wadiving at Isleworth at the time that Lord Egremont bought the
picture. There is also a possibility that Turner exhibited it at his own gallery
in 1805 or 1806.t was lought from Turner by the third Earl of Egremont; by
descent to the third Lordleconfield who in 1947 conveyed Petworth to the
National Trust; in 1957 the contents of the State Rooms were accepted by
the Treasury in part payment of death duties.

Note that there is a contradiction between the date of the sketchbook
(1807%#1819) and the date of this painting (1805). It is possible the
sketchbook was started much earlier as it has details of bank notes in use in
1804. Alternatively, the Tate suggest the sketch was made from the oll
painting.

References
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http://www.tate.org.uk/art/artworks/turner-windsorcastlefrom-the-thamest03870
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Joseph Mallord William Turner (171851),Ploughing up Turnips near
SloughSEKAOAGSR G4 ¢dzNYySNXQ& DIFffSNE Ay My’
Published by S. Trergoing to Market 1786, hanetoloured etching, British Museum

Joseph Mallord William Turné#/indsor Castle from Salt Hill (‘'Shéafshing,

2 A Y RE&AE) 0257 x 31.6 cm

A The view is from Salt Hill near Slough? In modern terms it is looking towards the M4
motorway towards the Thames, Eton College and Windsor Castle. Turner would have
known the view and there was a famous inn, called Castle Inn, at Salt Hill a mile from
Slough. It was named for its view of Windsor Castle and the Inn and its view were so well
known that in 1814 the Prince Regent hosted a breakfast there for the King of Prussia and
his three sons.

Ac¢dzZNYy SNR&a RN} gAy3AZ Sy 3 NibadSuRliorangghiows Riridsot Jdzo A &
Castle from Salt Hill, Slougla couple of miles to the north. It relates to an 1818 visit to the
Fourth of June commemoration at nearby Eton College with the family of his friend and
LI GNRY 2FfGSNIClglSas gK2asS az2ya o6SNB GKS
W ¢ K dzN& Jerke 8/ent tp Eton to see the beatce. Dined and slept at Salt Hill. Little
¢dzNYySNJ OF YS gA0GK dza ®Q

Pastoral

A¢KS LI AYydAy3 61a FANBG SEKAOAGSR ! LINAE wmy
Romantic painting of the pastoral or bucolic type. That is it shows the herding of livestock.
LG Aa ftaz2 1y2s6y | a DIPBCH aCanceht REnRN pdeyof theh NE
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Augustan period) seorgicsa poem about agriculture and animal husbandry

which was very popular in the eighteenth centufyie poem describes man's
struggle against a hostile natural world and how hard work and animal
husbandry can overcome setbacks (published 29BCE). Related to the Greek
Hesiod'sWorks and Dayeegarding man's relationship to the land and the
importance of hard work.

Interpretations

A Turner's painting supports many levels of analysis. It will limit thilree
levelsas | slowly unravel this intriguing painting.

First Level Pastoral

A For many years it was simply seen as an example of the pastoral or more
specifically the Georgic. However, most descriptions of the painting were
formal and stylistic, for example, focusing on Turner's success in
representing sunlight seen through haze and the 'poetically heightened
atmospheric effects'.

Second Level Patriotic
A The art historian John Barrell was the first to point out its celebration of

progressive English agriculture. It was during the Napoleonic Wars and the French
had blockaded our ports so we depended on farmers to produce our food. In this
light we see the Royal Palace at Windsor, representing monarchy, part of Eton
school representing education and the aristocracy and in the foreground the
labourers working to produce the food needed by everyone during the war. The
eighteenth and nineteenth centuries were a period of increased agricultural
productivity resulting from new scientific agricultural practices.

A The academidohn Barrellwas the first to draw attention to the labourers

and subsequently is was seensagporting progressive English agriculture
that was helping us win thevar against France This needs some
explanation. The painting was first exhibited in 1809 at the height of the
Napoleonic Wars (1808815, started when Napoleon seized power in 1799
apart from the one year Peace of Amiens in 1802). In 1805 Nelson beat the
French fleet at Trafalgar and in response HBrench blockadedEuropean

ports to stop foodbeing imported into England. It therefore became critical
for England to grow all its own food and agricultural productivity became
critical for the war effort. The painting would therefore have been seen as
patriotically supporting the war.

A The Tate saysfds well as its distant view of Windsor Castle, this picture of a
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turnip harvest depicts current efforts to maximise yields and increase the
food supply to serve the needs of a wartime ecorn@fiere is a lot of history
that was very significance at the time tied up in this sentence.

Third level- Political

A The third level of meaning was suggestedvtighele Millerin 2004. She
found anomaliesin the work that suggested a different interpretation. Let
us examine these anomalies one by one.

Enclosure

A Firstit is necessary to understand ti@portance of the turnip The most
significant agricultural advance made in the eighteenth centuryawag rotation.

This was first practice®,000 years agm the Middle East but ancient practice
involved letting a field lie fallow for part of the year. The big advancefaasfield
rotation which was first used in England in theé"@&ntury and was promoted by
Turnip Townsend, Viscount Charles Townshend. It consists of growing wheat, then
turnips or swedes (winter fodder), then barley and then clover or ryegrass (gazed)
each year. Using four fields each one could be at a different stage of the rotation.
This enabled the land to be used all the time to grow a useful crop. Turnips
leaves would feed the crops in the autumn and the turnip could be stored
over winter to feed the livestock. This in turn meant that livestock did not
need to be slaughtered in the autumn but could over winter.

A Turnips enabled four crop rotation but only if thend was enclosedo that
livestock could be prevented from eating other farmer's turnips. In the
Middle Ages all land was owned by the lord but the tenants had certain
rights over part of the land. One such right was the right to pasture cattle,
horses and sheep (another wasbary ¢ the right to take turfs for fuel and
estoversci KS NRARIKG G2 G1F1S adzZFFAOASYUG 622
Over a period of hundreds of years common land had slowly been taken
away by enclosing it. It was a major issue in the Tudor period and
enclosures were constructed by the lord of the manor to create large fields
to graze more sheep as our main export was wool. The finahzoxd
contentiouswave of enclosures was later, betwe&i50 and 185@&nd was
justified byimproving productivity. In this periodne sixth of Englandvas
enclosed and this took the ability to grow food away from a large part of the
population. The smallholders and commoners became dependent on poor
relief and had to buy food.

A Themain food of the poor wasreadand in1815the Government passed
Corn Lawghat fixed a high pricdor wheat which increased the price of a
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bread. At the same time land was beiegclosedin the name of improved
agricultural productivity. Four crop rotation enabled fields to be productive
all they time, they no longer needed to lie fallow. However, the poor
needed the common land to eke out their existence. It enabled them to
grow crops and even keep a cow for milk and cheeseladtavave of
enclosureswas mostly in the South Easkent and Sussex and later Essex
and it led to what became known as tlssving Riots That was still in the
future when this was painted but unrest was growing because of bad
harvests and the enclosure of common land.

A Despite the new agriculture wheat production fell during the war, mostly
because of bad weather and in Buckinghamshire it fell after enclosure
because enclosed fields were used to pasture livestock an inefficient way to
use the land. Bread shortages for the poor were caused by using enclosed
fields produce granfied wheat for the monied classes.

Broken Plough

A In the distance we sew/indsor Castlea palace of George lll, known as
'‘Farmer George'. During the late 1780s he had converted large parts of
Windsor and Richmond into farms that used the latest agricultural
techniques. The women are sitting on part of a harrow and a man is
carrying a seedlip, both indicators of progressive agriculture and that the
field will be replanted with another crop as soon as the turnips have been
gathered. But the group of men directly below Windsor Castle are looking
at abroken plough

A The King promoted the new intensive agriculture which was particularly
important as food supplies had been cut off by the French blockage. This
was painted at the height of the Napoleonic Wars. By 1808 all foreign food
had been cut off and for the previous nine years the harvest had been poor
to terrible. For this reason it has been interpreted as a patriotic painting
showing a symbol of the King and the agriculture workers working hard to
save the nature. But if this were true, why is the work so disordetty, is
the plough brokenand the workers dispirited.

A The open fields of common land did not allow turnip growing as your
neighbours livestock would eat all your turnips. Turnips therefore called to
mind enclosure. Lord Winchilsea had noted a few years previously that
farmers pressed for enclosure to keep labourers dependent. Class
differences are indicated by the lone figure in the white coat on the raised
ground who has just dismounted from the white horse at the left. This



juxtaposition of workers with a higher social class is unusual.

Slough

A Turner has made theastle more prominenthat it would be from the site
and for a while it was known as 'Windsor' but Turner explicitly named it as
'near Slough' even though the site is nearer Eton than Sldsiglughwas a
very small hamletuntil the railway came in 1836 when it was known as the
station nearest to Windsor. The site was known at the time as offering a fine
vantage point to view Windsor. The word 'slough’ means a muddy or boggy
place. The most famous slough is 8leugh of Desponth John Bunyan's
Pilgrim's Progres$1678), which was the most popular book after the Bible.
In the book the slough & place that cannot be mendedHelp explains to
Christian that the King's labourers have been working on it for 16 hundred
years but it remains the Slough of Despond. The area around Windsor was
boggy and not fully drained. We can see a four horse Berkshire plough
which in 1808 was considered elashioned and inefficient. Yet even this
heavy plough has broken down. Like the Slough of Despond this turnip field
resists the efforts of the King's labourers.

Boggy Soil

A Turnips were not a miracle crop and prefer light sandy soils and do not grow
well in boggy soils. They also have low nutritional value. In the right soll
they are an excellent preparation but in the wrong soil they ‘will do more
injury to the land than the turnips are worth' (1794, Board of Agriculture,
Arthur Young).

Weeds

A The harvest we can see consists of a small wheelbarrow of turnips alongside
a large area of weeds. Notice the weeds vertically align with the broken
plough and the palace. Turner tends to link important connected details
using vertical alignment.

Bottle

A At this time the poor were often blamed for their circumstances and one
thing that distinguished the deserving from the undeserving poor was
idleness andirunkenness It is significant that a bottle is located in the
middle of the brightest patch of land.
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Women Workers

A During the war the shortage of men meant that women worked the fields,
known as thepetticoat harvests. It has even been suggested that the
development of farm machinery was a result of farmelissatisfaction
with the productivity of the women compared with the meW(omen,
Work, and Wages in England, 160850, Michael Roberts, ed. Penelope
Lane). We see one of the women is nursing showing the farmer is desperate
for labour and the women for work.

Turnips = Extreme Poverty

A Viewers at the time would have understood everything | have been telling
you. They would also have known thatnips were associated with
hunger. They were used to feed livestock and as human food they implied
extreme desperation. Many writers at the time usgnips as the example
of extreme povertyin TheHistory of Tom Jones FoundlingHenry
Fielding 1749) Squire Western sayise Hanover rats have eat up all our
corn, and left us nothing butirnepsto feed upon

A There was not widespread starvation but the following year, 1809, the
harvest was even worse driving up bread prices further and there were
demonstrations in Cookham.

A Finally, turnips were associated wi@eorge Il] his rural associations and
his miserliness Royalty cannot win as his son was mocked for his profligacy
and debauchery. From 1793 (during the war) satire was directed against
France and Napoleon. George Ill was shown as a simple, affable and
KIFENXYfSaa WCINNYSNI DS2NESQO®

A There are fewepresentations of turnips there is ConstableBlailing
Turnipheadsand Gainsborough'&oing to Markebut generally they are
poorly represented. Perhaps because they have little beauty or because
they were a relatively new crop and did not represent timeless continuity
but a new technique.

Cartoon Mocking George Il using Turnips

A This shows the type of satirical cartoon that Turner might have seen. A
farm-yard scene wittWindsor Castleon a hill in the backgroundseorge I}
wearing a smock frock, hisarter ribbonhanging down his leg, and holding
a pitchfork, gives orders to two guardsmen who are taking his carrots and
turnips to market. One rides off (right), the vegetables on the back of his
saddle, the other loads his horse with a bundle. Outside a-auitding
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(left) Queen Charlottescatters corn to chickens. Queen Charlotte was
reputedly ugly and dull. Cartoonists normally showed her goggling eyes and
pointed chin.

A George IlI's admirable farming activities in the Great Park at Windsor, on
land reclaimed from marsh, were a favourgebject of ridicule They were
usually associated with insinuationsrafserliness

Summary

A Thethird level of meaning is therefore that Turner was surreptitiously
suggestingll is not rightwith the farming world. | do not mean this was a
revolutionary painting and that Turner was calling for riots. | mean that for
those who look carefully there is a whole world of levels of meaning, of
ambiguity and uncertainty. Like the real world there is no simple answer, no
single interpretation, it is:ieither patriotic nor unpatriotic it is shows
beauty and uglinesspower confronting povertyagricultural advances and
their negative impact hard work and idleness, patriotism and the causes of
revolution. | believe it is theskevels of meaningand thisambiguity that
makes it anasterpiece

References
http://www.tate.org.uk/art/artworks/turner-windsorcastlefrom-salthill-sheep
washingwindsord08171
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Joseph Mallord William Turner (17-1851),Harvest Homgc. 1809, oil on woodever completedTate Britain

Joseph Mallord William Turner (17-2851),Harvest Homgc. 1809, oil on wood, never completed,
Tate Britain

A
A

A
A
A
A
A

A

A

This Turner scene was painted the same year and leads us into another categaiaf realism
Thisunfinishedpainting shows &larvest Homeanannual celebrationof the harvest where the
rural tenantspay theirduesto the landowner and everyone celebrates the harvest.

It was painted aCassiobury Parfor Lord Essex and was in response to a painting by the up and
comingDavid Wilkie

It may not have been finished becausalzNJy/ S NXLbrd Edisek tolH lyfim ttick to landscapes
andstop tryingtdR2 | W2 Af 1 ASQ

The interesting thing however is that it shows the landowner mixing with the rural workers, a
practice that was soon to stop.

The Harvest Home was a dying tradition at this time. It was replaced by a harvest thanks giving
service invented by Rev. RHawkerin 1843

The other interesting point is that the painting showslack manin an English rural setting. This
believed to be George Edwabney(c. 17581809) who was born in Gambia and transported to
Virginia as a boy and sold into slavery. He came to Watford, Hertfordshire in around 1765, as a
servant for the Earl of Essex at Cassiobury House, continuing to serve the family for 44 years. Turne
has positioned him in the centre of the family group showing he was arhitting servant. He is
0dzZNASR Ay {0 alNBEQ& / KdzZNOK 2 iF2NR® | Aa 3INI O
At the beginning of the nineteenth century half the land in England was owned by only 4,000
people. Things are little different today as half of the rural land is owned by 36,000 people and
organisations. Half of Scotland is owned by just 432 landowners.

Thesemifeudal relationshipbetween landowners and rural workers wstsirting to break down
partly because so many workers were moving to the cities.
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Notes

A David Wilkie (1788.841) was a Scottish genre painter, famousTfoe Chelsea Pensioners
reading the Waterloo Dispat¢ch huge success in 1822. He was elected an ARA in 1809
aged 24 and an RA in 1811 aged 26.

A Turner entered the RA School in 1789 aged 14 and his first painting (watercoMiaw
2F GKS ! NOKO A & K)avhs@@hibited thielfollo®ing ygar. Medw@dinfade an
ARA in 1799 aged 24, the youngest permitted age, and moved to a smart Harley Street
address where he opened his own gallery and stutlidzNy SN & LINA @F 6 S f A F S
unsociable, and somewhat eccentric. In 1798 he began an affair, which was to last about
10 years, witfSarah Danbya widow who probably bore him two children. In 1800
¢ dzNJy/nsothdn Became hopelessly ill and was committed tmantal hospital His
father went to live with him and devoted the rest of his life to serving agitd&sy Q& & (i dzRA 2
assistantand general agentle became a RA in 1802. He waScizedeven early on by
.Sy2lYAY 2Sad o6tw! 0 FYR {ANI DS2NHS . Sl dzy2yi
Fa | WgKAGS LI AYGSND 06SOldzaS 2F KAA& f dzYAy 2«

References
A http://www.tate.org.uk/art/artworks/turner -harvesthome-n00562
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J. M. W. Turner (1723851),Hannibal and his Men crossing the Atp8101812, 144.7 236 cm, Tate Britain

J. M. W. Turner (17¢3851),Hannibal and his Men crossing the Alp38101812, 144.7% 236
cm, Tate Britain

A Hannibalwas a PunicGarthagianiapmilitary commander generally considered one of the
ANBFGSad YATAGEINE O2YY!Il yRGOnie®f his yfostfamaud 2 NE =
achievements was at the outbreak of t&econd Punic Wamwhen hemarched an army
which includecelephants from Iberiaover the Pyreneesind the Alpsnto Italy. In his first
few years in Italy, he wotinree dramatic victories in which he distinguished himself for his
ability to determine his and his opponent's strengths and weaknesses, and to play the
battle to his strengths and the enemy's weaknessasd won over many allies of Rome.
Hannibaloccupied much of Italjor 15 years but a Romarcounter-invasion of North
Africaforced him to return toCarthage where he was decisivetiefeatedby Scipio
Africanusat the Battle of Zama.

A¢KS LI AyidAy3a RSLIA Gioss the Alpg ii 218 BORRased dyinbitbiza 3 S
and local tribes. A black storm cloud dominates the sky and threatens to swamp the
soldiers while amvalanche descendsn the right. We are lookinfjom the Alps down into
the sunlit plains of Italyand at the front of the army it might be Hannibal riding an
elephant. The rear of the armyfighting Salassiarribesmen(ltalian Celts) as described in
histories of the period. Turner saw parallels betwé¢annibal and Napoleomand between
the Punic Wars between Carthage and Rome and the Napoleonic Wars between Britain and
Franceldentifying Napoleon and France with Hannibal and Carthage was unusual
because as a land power with a relatively weak navy, France was more usually identified
with Rome, and the naval power of Britain drew parallels with Carthage.
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A Possible influences are JacoquesiisDavid's portraitof Napoleon Crossing the
Alps of Napoleon leading his army over the Great St Bernard Pass in May 1800,
which Turner had seen during a visit to Paris in 1802. Atsssibly aroil painting
of Hannibal's army descending the Alps into northern Italy by watercolourist John
Robert Cozeng\ Landscape with Hannibal in His March over the Alps, Showing to
His Army the Fertile Plains of Itatlze only oil painting that Cozens exhibited at
the Royal Academy. Thomas Gray speculated that Salvator Rosa could have painted
bl FyyAolf LIaaiay3da GKS !''fLAG YR Fy20KSN
delegation from the Tyrol to London in 1809, seeking support to oppose Napoleon.
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Joseph Mallord William Turner (172851),
Crossing the Brookxhibited 1815, 193 x 165.1 cm

Joseph Mallord William Turner (17-2851),Crossing the Brookxhibited 1815, 193 x 165.1
cm

A¢elrGS RAGLIX e OFLIWA2Y WeKAA LIAYOGAY3I A& (K
visited in 1811 and 1813. His watercolours and drawings of the area were remarkably fresh
and informal. Here, however, he creates a more monumental anecsalsciously artful
image in the mould of the seventeentientury classical landscape painter, Claude Lorrain.
Even so, contemporaries recognised that the scene was intended to show a particular
place: the Tamar valley. This painting was exhibited in the year of the battle of Waterloo. It
would have been hard to avoid the patriotic subtext of such a grandly ambitious depiction
2F GKS ylridA2ylf {1 yRaOlFLIS®Q

Ackraa Aa OFfftSR W/ NRaaiaAy3a GKS . NRr21Q FyR A
Masters [such as Claude]. It is, in fact, the culmination of his studies in Devon in 1813 and
F OO2NRAY 3 (2 (KS LINB dheRiigel.. iRaktodiBKdge[oved thd f !
Tamar] some mining works are indicated in the middle distance. The extreme distance
SEGSYRa (2 G(KS Y2dzik 2F G4KS ¢l YIFINE X |yR
The whole scene is extremely faithf@l®

Aaz2zald 2F GKS ONRGAOA NewmMNBve Wedzéeh a riofe eleghldt A & S =
landscape thanthi® K2 ¢S @OSNJ 2y S Ay Ff dzSydAalrt ONRGAO
and it failed to sell and was still for sale in his gallery twenty years later. This is surprising as
it is now considered one of his finest early landscapes in the tradition of the Old Masters.
There may be another explanation as his engraver claimed that Turner had refused £1,500
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for the painting so it is possible he did not want to part with it.

A In the composition, he followed in the tradition of the Old Masters. First, we can
see carefully delineated planes that lead the eye back gradually. The distance
landscape is enclosed by trees either side, a technique knowepasissoimwhich
YSIya WLHzAKAY3 6F01Q Fa o6& FNIYAy3d (KS
distant landscape. The trees act like the wings of a stage setting the scene within a
frame. The foreground has been stage managed to capture our immediate
attention by lighting the centre as if with a spotlight. The eye is taken between the
two girls through the angle of the dog.

A It has been suggested that there is a personal story behind the painting. Turner
never married but had a relationship with Sarah Danby, a musician's widow, who
bore him two daughters, Evelina and Georgina, although some writers claim there
GSNBE KAa FI G§KSNQa OKskster® N painting Has biedaS NB T 2 N.
interpreted as symbolic of life as Turner claimed that life is like crossing a brook. At
the time, it was claimed that the girl on the left looked like Evelina and so the girl
on the right could be Georgina, although she was only four at the time, or a
younger Evelina. The crossing the brook then represents puberty and her coming
to womanhood. Various other parts of the painting have been picked out to
support this idea of which | will only mention the wortike grotto on the right
[and the bottle containing a red liquid which some claim is blood].
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RETEET | Nathamel Buck, South East Prospect of Leeds in the Coumy of York c. 1750 hand colowed engravmg panoram
view with letterpress below, key identifying seven landmarks and the city's coat of arms, 31.5 x 82cm

J. M. W. Turner (17¢3851),Leeds 1816, 29.2 x 43.2 cm, Yale Center for British Art

Samuel and Nathaniel Buck, South East Prospect of Leeds in the County of York ¢.1750, hand
coloured engraving, panoramic view with letterpress below, key identifying seven landmarks
and the city's coat of arms, 31.5 x 82cm

Aah¥t Ittt GKS . NAGAaAaK flyRaOFLIS FINIAada 27
by modernity, and many of his images chronicle technological advances. While touring
,2N]J AKANB Ay wmywmc 02 3IF GKSN) YhelHStodf £ F2 NJ

Yorkshir€QY ¢ dzNJ/18edgti@hubbfih8/R G A2y Qa ¢22ft ,andRad@ f | E

meticulous graphite sketches of the city, which he elaborated into this watercolour on his

NBldz2NYy G2 [2YyR2y ® ¢dzNY S NX Zcohdhi€ subtkssantl S R NJ

resilienceof Leeds and by extension, that of Britainin the immediate aftermath of the

wars with Napoleon. As Stephen Daniels has noted in his penetrating analysis of the

gl 0 SNO2t 2dzNE (2 6KAOK GKA&a SyiNBR Aa AyRSoO

portrayal of a rapidly developing industrial city, an amalgam of sources rather than a

straightforward topographical record (Daniels, 1986, 1993).

A The watercolour, which depicts the ciityym Beeston Hill about a mile and half south of
the city, draws on the conventions of the prospect or panorama, aegttblished genre
for representing urban development and prosperity. Daniels has suggested convincingly
that Turner used two eighteent® Sy (1 dzZNB & 2 dzZNDOSa s> { I YdzSt . dzO
[ SSRa YR Fy [ffS3I2NAOITT Lldetais the groca¥e&of 5 & S
wool manufacture and offers a vision of Britain united through labowith similar
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patriotic intention, though perhaps not without ambivalence, Turner mapped the

smoky industrial landscape of LeedsJ)t | OAy 3 W2 Ky al NAKF ff Q&
centre2 ¥ KAa O2YLRAaAAGA2Y YR OF NBFdef f & RAT
tentermen hanging cloth to dry, masons, milk carriers, and a millworker carrying a
NEfft 2F Of20Ked LG Aa ftA]Ste GKIFG ¢dzNY SN
publication, but it was not included, perhaps because its industrial subject matter

was considered unsuitable for this somewhat conservative publication. The

watercolour was published in 1823, translated, appropriately, into the modern

medium of lithographye

References
A Yale Center for British Art websi@ijllian Forrester, 2007
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JosephMallord William Turner (177§1851), The Decline of the Carthaginian Emp@ehibited 1817, 170.2 x 238.8 cm, Tate

JosephMallord William Turner (17761851),The Decline of the Carthaginian Empire,
exhibited 1817, 170.2 x 238.8 cm, Tate

A Claude Lorrain was Turner's favourite old master painter. This is one of his greatest essays i
Claude's style. It is part of a pair of paintings showing the rise and fall of a great empire;
here, Carthage's decline is symbolised by the setting sun.

A Turner saw the rise and fall of ongeeat empires as a historical inevitability, confirmed by
the fall of Napoleon, but threatening to overtake the victorious British. Today, the other half
of the pair Dido building Carthage; or the Rise of the Carthaginian Empire hangs, at Turner's
request, alongside a painting by Claude in the National Gallery.

A This isThe Decline of the Carthaginian Emgisgnted a few years after the previous
picture. He painted a companion piece cal@do building Carthage; or the Rise of the
Carthaginian Empirevhich hangs alongside a painting by Claude Lorrain in the National
Gallery (see Visual Aids).

A Turner was both demonstratirigjs ability to outClaude Claudgthen regarded as one of
the great Old Mastersand making a comment on ttiate of empires Turner, following
D A 0 0 Bh¢ Kistory of the Decline and Fall of the Roman Engaivethe rise and fall of
empires as inevitable as shown by the recent fall of Napoleon. The painting could be seen,
and Turner would have intended it as, a warning aboutitievitable fall of the British
Empire

A What we see here are children being loaded onto ships. Itfiftgts/ears since they lost
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the Second Punic Wathe one that involvedHannibal and the Romans were
increasingly worried about its growing wealth. Carthage had to ask Rome to
resolve all disputes so when it was attacked by a neighbour and defended itself
Rome imposed increasingly severe punishments such asutinender of three
hundred childrenof the nobility ashostages which is what we see here. Finally,
Rome asked the Carthaginiansdestroy their cityand rebuild it inland. When the
Carthaginians refused Rome declared Trerd Punic Waand at the end of a
three-year siegeRome won andburned the city to the ground salted and
ploughed the soil and sold the Carthaginians into slavery.
A ThebrilliantsunsetK & 6S02YS | KFf€YIFIN] 2F ¢dzNYy SN
suggested it has matural cause InApril 1815 Mount Tambora erupteth
Indonesia. It was the biggest volcanic eruption in recorded history and darkened
GKS a1A84a Ittt 20SNJ GKS 62NIR G2 GKS SEI
CSEN) gAGK2dzd | {dzYYSNX FyR GKS Rdzad 31 @
afterwards.
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Claude Lorrain (c. 16a1682),Seaport with the Embarkation of the Queen of Sheba
1648, National Gallery

A Included as this and similar works by Claude inspired Turner to PaotBuilding
Carthageand The Decline of the Carthaginian Empwich Turner left to the
nation as part of the Turner Bequest, on condition that they were hung besides
Claude's pair of works.

A It depicts the departure of the Queen of Sheba to visit to King Solomon in
Jerusalem, described in the tenth chapter of the First Book of Kings. A more usual
subject would be their meeting; this is one of many harbour scenes painted by
Claude. The Queen is departing from a city with classical buildings, with the early
morning sun lighting the sea, as vessels are loaded. The queen is the person coming
down the steps from the porticoed building on the right wearing a pink tunic, blue
cloak and a gold crown. The painting was one of the first works to be acquired by
the National Gallery in 1824, being one of five works by Claude Lorrain bought from
the collection of John Julius Angerstein. It has the catalogue number NG14.

A The painting is 114 iniberVeritatisz o W. 221 2F ¢NHzIKQU ® ¢ K
NEO2NRAY3I /Il dzRSQa O2YLIX SGSR LI AYylIAy3E
he began to be successful and maintained it until his death in 1682. It is now in the
British Museum and was reproduced in print form from 1774 to 1777 which had a
considerable influence on British landscape art.
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A Claude Lorrain (born Claude Gellée called le Lorrain in French; traditionally
just Claude in English; c. 16d®82) was a French painter, draughtsman
and engraver of the Baroque era. He spent most of his life in Italy, and is
one of theearliestimportant artists, apart from his contemporaries in
Dutch Golden Age painting, to concentrate landscapepainting. His
landscapes are usually turned into the more prestigious genhastdry
paintingsby the addition of a few small figures, typically representing a
scene from the bible or classical mythology.
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Joseph Mallord William Turner (172851)9 y 3t | Y RY wAOKY2yR | At f Zexsibfedi K
1819, 180 x 334.5, Tate Britain

Joseph Mallord William Turner (174851)9 y 3t  YRY WA OKY2Yy R | Af f X
Birthday,exhibited 1819, 180 x 334.5 cm, Tate Britain

Landscape

A Turner painted this great panorama of the Thames after the Napoleonic War. It shows the
view from Richmond Hill, looking west towards Twickenham, and brought Turner's early
series of river scenes to a splendid conclusion. The scene is treated in the grand, classical
manner of the seventeentlsentury French artist, Claude Lorrain. It presents an Arcadian
vision of English scenery, with an explicitly patriotic message in the reference to the
birthday of the Prince Regent.

A The Prince's official birthdag3 April was also St George's Day (the patron saint of
England) and Turner's own birthday

A There was a garden party on Tuesdid/,August 1817 private groundson Richmond Hill
given byDowager Countess of Cardigan2 OSf SO N} 4GS (KS TanBry OS
was not present as he hailed for the Continentwo days earlier. ThBrince Regent
attended with the Mayor of Londonwhosebargeis shown on the Thames below. In the
centre a womanstares out at us while other women seem to be talking about her and she
could represenPrincess Carolinghe estranged wife of the Regent. On the riglman in
military uniform with small canon near him who could be tbeke of Wellington The
OFy2y 6SNB FANBR G GKS LI NI & gang of éricketdzi S G
being played on Petersham meadows below.

A The poetsAlexander Pop¢ Y R WI YS& ¢K2Yaz2ys>s ¢gK2a$S W{dzyy
picture. The President of the Royal Acadeloghua ReynoldgaintedThe Thames from
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Richmond Hiih 1788. He lived in Wick House, Richmond Hill, overlooking this
view and commissioned from the architect Sir William Chambers and completed
in 1772. Turner had his own property, Sandycombe Lodge (which is in the picture
at the point where the cypress tree above the discarded drum intersects with the
horizon). Sandycombe Lodge was built by 1848 a quiet retreat in a fashionable
area. It was also a home for his aging father, William (2I82®), who had retired

by this time. Turnesold the house in 182@nd it is now a museum.

A Turner had known this view since childhood and he painted watercolour views of
this scene both before and after this oil painting. The view from Richmond Hill is
very similar today.

A The Prince Regent had ridden to Richmond Hill in 1818 from Kew Palace on 10
August, two days before his actuatthday.

A TheAnnals of Fine Arecommended he pumice it down, coat it with priming and
paint another picture like that of Carthage.

A It may have been painted specifically to procure Royal patronage.

A It was exhibited with the verse (which was hung upon a tree at the top of the hill),

W2 KAOK gleé&x ! YIYyRIFIY aKltt ¢S o6SyR
The choice perplexes. Wherefore should eteise?
All is the same with thee. Say, shall we wind
Along the streams? or walk the smiling mead?
Or court the forestglades? or wander wild
Among the waving harvests? or ascend,
While radiant Summer opens all its pride,
Thy Hill, delightfuBhen& Q
James Thomson (1780T ny = KS ¢ NRRuS (KS
BritanniaQ | Y R R A S R THe fFoumBkaSda:\Samfrie) =
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Joseph Mallord William Turner (17gB51),Rome, from the VaticamiRaffaelle Accompanied
by La Fornarina, Preparing his Pictures for the Decoration of the Leghibited 1820, 177.2
x 335.3cm

Raffaello Sanzio da Urbino (148520),Portrait of a Young Womari51819, Galleria
Nazionale d'Arte Antica in Palazzo Barberini, Rome

Ac¢l 0SS RA & LJutné wad Foitytva yRegfsold Yand at the height of his powers,
when he first visited Rome The city was filled with associations with the subjects from
classical mythology which Turngramatizedin his work. On his return home, Turner
LI AYGSR (GKAA a¢SSLIAY3a @ASs FNBY GKS I GAC
Abruzzi hills. It embraces all that Rome meant to him as the historic centre, first of the
Roman Empirethen of its successor, thHéhristian Churchand then of thegreat artists of
the Renaissancecrowned by Raphaep K2 a it yRa Ay (GKS T2 NBIN

A The central painting iladonna dellaseggiola(Madonna with the Child and Young St.

John), also known a$he Madonna of the Chgit51415, Palazz®itti, Florence). This may
symbolize modern, Christian Rome while #tatue of the Tiberto its left is placed next to
a picture representing theiblical Expulsior(see Angel in the Sun: Turner's Vision of
History by Gerald Finley).

A The painting was exhibited on 890" Yy A @S NA I NBE 2 Furmvel malkes ot Q&
FOGGSYLIWG G2 aSid GKS a0SyS Ay wlkLKFStQa GAY
GAUGK . SNYAYAQa . I NRIjdzS a6SSLIAYy3I O2f2yy Il RS
be playing with time and we are looking at his ghost. Raphael had traditionally thought to
have died after a night of passion with his mistress who is shown alongside him. Turner is
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commenting on the dangers of love, the nature of time, the grandeur of Rome,

fame and on art itself. However, although it was admired by some critics many

O2YLX FAYSR 2F AlGa WSEOSaarAgS &Stftz2sySaa

SELINASYOAY3d (KS atA3aKGSald asSyaliazy 27

0dzi 2dziNB | YR dzyadz00SaatdzZ SELISNAYSYyGQo
A ThePortrait of a Young Womargalso known agsaFornarine= Wi Kpisad I 1 S NI

painting by the Italian High Renaissance maR&phael made between 1518 and

1519 and remained in his studio at his dedths in the Galleria Nazionale d'Arte

Antica in Palazzo Barberini, Rome. The woman is traditionally identified with the

Fornarina(baker) Margheritd_uti, Raphael's Roman lovethough this has been

questioned. The woman is pictured with an oriental style hat and bare breasts

Raphael died when he was thirty seven and Vasari, the biographer of Renaissance

FNIA&GEE 6NRGSET WwhFFEStEt2 g1a I OSNE |
FYR SOSNJ NBFReé (2 aSNWS (GKSYQ® hy 2yS 2
dzadzt f SEOSaaQsx RS@GSt2LISR I FSOSNI I yR RA

blamed for his death was his model and mistress La Fornarina.

References

A http://www.tate.org.uk/art/artworks/turner-rome-from-the-vaticanraffaelle
accompanieeby-la-fornarinapreparinghis-picturesn00503

A https://books.google.co.uk/books?id=uxroHjm2QAIC
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Joseph Mallord William Turner (177B51), Newcastleon-Tyne £.1823, watercolour on white wove watercolour paper, 15.2 x 21.5 cm, Ta

Joseph Mallord William Turner (17gB51),Newcastleon-Tyne,c.1823, watercolour on
white wove watercolour paper, 15.2 x 21.5 cm, Tate

AaecKAa o G§SNO2f 2dzNJ A a ScadddpSiditieskeichBod® dfawh & G d
when Turner made his way up to Scotland in 1818 to researcRttreincial Antiquities and
Picturesque Scenery of Scotlgndject initiated by the publisher Robert Cadell and novelist
Walter Scott.

AhyS dzi K2NJ 6NR UGS (okHe éye theSndo§l btidking aSd pRasifigS NE R 4
object) ¢ Khafdterisé the wealth, science, and enterprising spirit of the plase ¢ K S
OrAle gl a WgStt (y26y | atadeKkaSd fd ikPdssessiBnyolJ2 NA
almostillimitable collierieQ® LG KIR Wl FAyS 9EOKI y3Ssz
OKI NAGFOES AyadAddziazyas FyR fAGSNINE 2
LINE ALISNAGE FyR 3ISydAfAGe 6KAOK aLkRi1sS 27
2F Ala AYyKFroAGlrydaQo

A Turner depicts the city and the adjoinitmvn of Gateshead, looking westvith the River
TyneNXzy y Ay 3 0SGsSSyd ¢KS NAGDGSNI Aad Wohbddsg RSR
YR 20KSNJ aYlftf ONIXFGQd CNRY (GKS tSFa 02
landmarks: first, the tower of (U a JQdfesfend and next to it, theyne Bridgeof 1772.

Above the bridge iElswick shottoweE F2NJ 0 KS YI ydzFl O dzZNAy 3 2
white-lead, redlead, and litharge. The metal was mined in the nearby towns of Stella and
Swalwell and then transported to the tower for processing. To the right of Elswick is the
keep of the eleventhcentury castle and next to this is thepire of the late eighteenth

century elliptical Church of All Sain®s® ¢ KS I ad f I yRYrhebidval 1 2 0 ¢
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steeple of St Nicholas Church
A Turner has peopled the staithes (a landing stage for loading and unloading boats)
YR aGSSL) KAffAARSHSQFA K S2 NADKSI @A dKQA
marine, a sailor, and a pair of women waving at the boatmen on a barge laden with
cargo populate the immediate foreground. Beyond them labourers haul timbers
next to an iron pulley towards a Union Jack at full mast and keelmen transport coal
from the moored colliers. The masts of dozens of docked ships line the banks of
the Tyne, the finely wrought lines of their cruciform frames layered and
interspersed with the slack trapezoid shapes of white sails. The atmosphere is
heavy with theeffluvia of industry. smoke from Elswick tower and local lime
kilns; fumes from the collieries and coal firest the riverside; and dirtied vapour
from the stationary steam engines pumping water from the mines. Indeed, as the
art historian William Rodner writes, Turner here:
A gives greater play to the theme of an old aifigtrict engulfed by the

choking atmospheric effects of modern industrial development.gthg

haze over the far and middle ranges of the watercolour [are] relieved only

in the immediate foreground by elements of colquorown on the sloping

NAGSNDI Yyl (GKS AKALAQ 6KAGS alAftasx N

A The colouring in Newcastle is complex: it is built up of minute stipples and

KFGOKAY3 2F YdzAf GALX S G2ySax ONBFGAy3 |
RylanceWatson, Tate website, 2013)

References
A Alice Rylanc#Vatson, Tate website, 2013

54



o A e

SR

Joseph Mallord William Turner (177B51),View of Orvieto, Painted in Roni&28, reworked 1830, 91.4 x 123.2 cm

Joseph Mallord William Turner (17gB851),View of Orvieto, Painted in Ronie328,
reworked 1830, 91.4 x 123.2 cm

A Wurner painted this picture during his stay in Rome in 1828. More than most of his Italian
landscapes, it describes the actual appearance of a particular place: Turner made several
sketches of Orvieto on his journey to Rome. However, the final painting blends this
description with the compositions Turner admired in the work of the seventeestitury
classical landscape painter, Claude Lorrain. This is one of a small group of paintings which
Turner showed in an exhibition he held at his lodgings in Rome in 1828, though he re
worked it before showing it in Londontwo years later. 6 ¢ §1 S RA& LI | & OF LI

A This is one of the pictures that were exhibited in Rome in some rooms which Turner
subsequently occupied at the Quattro Fontane. The foreign artists who went to see them
O2dz R YI 1S y2iKAYy3a 2F GKSYQd | 26SOSNE 91l &
f SGGSNI G2 9y 3t I WoR thanya thGuSandNfizisoNEweni tp segdMs werks
when exhibited, so you can imagine how astonished, enraged or delighted the different
schools of artists were, at seeing things with methods so new, so daring and excellences
so unequivocal. The angry critics have, | believe, talked most, and it is possible you may
hear ofgeneralseverity of judgment, but many did justice, and many more were fain to
admire what they confessed they dared not imita@eQ

References
A http://www.tate.org.uk/art/artworks/turner-view-of-orvieto-paintedin-rome-n00511

55



e

Joseph Mallord William Turner (172851), The Chain Pier, Brighton 1828, 71.1 x 136.5 cm

Joseph Mallord William Turner (172851),The Chain Pier, Brighton, 1828, 71.1 x 136.5 cm

A This isChain Pier, Brighto®@riginally Brighton was a tiny fishing hamlet until the Prince
Regent made it his summer residence. From then on it grew in prestige and popularity
every yearThe chain pier opened in 1823 and was one of the wonders of the age. It was
built to enable the crosshannel ferry to berth easily and Brighton became the most
popular location for crossing the channel particularly after the railway opened in 1841.
People would pay 2d to walk along the pier to get the benefits of sea air without the need
to hire a boat and in 1828 up to 4,000 people a day would walk along the pier. It is reported
that during one storm thirty or forty people stood at the end and were covered by waves
breaking over the tower.

A Turner shows us the pier on a calm day. He has painted the pier from the sea although he
has shown the water as shallow when at this point it is deep. This was done to vary the
form of the waves for the sake of the composition. In the distance we can see the shoreline
of Hove and the sun is setting in the west in a beautiful golden sky.

A 1t was also painted by John Constable about two years before Turner (see Visual Aids) and
Turner would have seen the painting when it was exhibited at the Royal Academy.
Constable has painted the pier from the shore with an interesting collection of boats and
LIS2 L) S |1 296SPSNE tA1S Y2ald 2F KA&a LI AYyaGAy
and it never sold.

Notes
AclGS RAaLX e OFLIWAZ2YS WEeKS /KFEAY tASN aKz
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Turner and John Constable painted pictures of this pier, which was the most visible
aA3dy 2F . NA3IK( 2y Qcderdtiade @rdrfourisnd This is @ $eysionNS T
of one of the four compositions Turner painted for the Carved Room at Petworth
in Sussex, the great house belonging to the Earl of Egremont. The unusually long
format was used so that the pictures would fit under4elhgth portraits. The
adzo2S00ta 2F GKS&aS LAOGdNBa NBFfE SOGSR 913
O02YYSNDSQ

A This is one of what are known as the Petworth landscapes, c-3828here is a
more finished version of the chajper at the Tate painted in 1829 but it is not on
display. The owner of Petworth, Lord Egremont commissioned the landscapes and
was also one of the sponsors of the pier.

A The Royal Suspension Chain Pier was the first major pier built in Brighton and was
built in 1823, it was destroyed during a storm in 1896. It was 350 yards long and
was used as a landing stage for packet boats from Dieppe but also had other
attractions, such as a camera obscura. It was painted by John Constable in about
1826-27. Brighton became the busiest cradsannel port although in bad weather
bS6KI @SyQa aKStf GSNBR LR2NI 61Fa Y2NB | {GN
enormous towers and two chains with tdoot links were hung between them.
One end of the chain was fixed in the cliff and the other embedded in the sea bed.
In 1828 the pier was at the height of its popularity and up to 4,000 people a day
paid 2d to walk along the pier. It was reported that during one storm thirty of forty
people were covered by the sea breaking over the outer towers. It declined in
popularity in the 1860s after the West Pier was opened in 1866 and the Palace Pier
in 1891.

References
http://www.tate.org.uk/art/artworks/turner-the-chainpier-brighton-n02064
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J.M.W. TurneDudley 1832, watercolour, 29.3 x 43.2cm, Lady Lever Art Gallery, Liverpool

J.MW. Turneudley 1832, watercolour, 29.3 x 43.2cm, Lady Lever Art Gallery, Liverpool

A Throughout his careefurnervisited and sketched towns and cities which were centres of
manufacturing industry, including London, Newcastle, Sheffield and Leeds. He visited
Dudley, Worcestershire in the late summer and autumn of 1830. The town is situated half
way between Birmingham and Wolverhampton in the heart of England's Black Country, so
called because of 'the dense clouds of smoke which belched continuously from thousands
of coalfired hearths and furnaces'.

A Dudley was associated with the invention of the steam engine (it was first operated near
Dudley Castle in 1712) and in 1821 the first iron steamship was built in the Dudley area at
the Horseleyironworks. If Turner wanted to capture the essence of English
industrialisation, he could hardly have chosen a better subject than Dudley.

A For the writer and painter John Ruskin (181900), who owned the work at one stage,
'‘Dudley’ represented Turner's own hatred of industrialisation. In 1878, he wrote that he
found it a clear expression 'of what England was to become’, with its 'ruined castle on the
hill and the church spire scarcely discernible among the Mgiried clouds, as emblems
of the passing away of the baron and the monk'. In fact, Ruskin's interpretation is distorted
by his own increasing antipathy towards industrialisation and probably had little to do with
Turner's real intentions.

A By the 1830s Dudley had become the place to visit to observe the industrial revolution in
action.Charles Dickensisited the Black Country in the 1830s and described it as a
‘cheerless regiohin which 'tall chimneys, crowding on each other and presenting that
endless repetition of the same, dull, ugly form poured out their plague of smoke, obscured

57



the light, and made foul the melancholy air'. However, just as many other
observers found the vision of modern industry surprisingly appealing.

A The Reverend Luke Booker, Vicar of Dudley (2885) published in 1825 'A
Descriptive Account of Dudley Castle' which celebrated Dudley's ancient past along
with its present. Booker wrote that this land of forges, coal fires and the
‘wonderful phenomenon of steam engines, represented ' a regiorabhost
exhaustless wealthand wasalive with worthy human activity.

A Whilst we have no evidence to suggest that Turner ever read Booker, his
watercolour can be seen to mirror this these sentiments. The text that
accompanied the engraving of the work, written by Hannibal Evans Lloyd, wrote of
the economic benefit of this industrialisation: "The neighbourhood abounds in
mines of coal, irorstone, and limestone, which furnishes employment for a great
number of the inhabitants'. Indeed, in 'Dudley’, the artist omits any suggestion of
the social and economic problems associated with industrialisation which would
preoccupy later critics like Ruskin.
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Joseph Mallord William Turner (177B51), The Burning of the Houses of Parliament8345,
watercolour and gouache on paper, 30.2 x 44.4 cm, Tate

L1

J. M. W. Turner (1743851), The Burning of the Houses of Lords and Commons, 16th October, 1834,
1834 or 1835, 92.1 x 123.2 cm, Philadelphia Museum of Art

J. M. W. Turner (17¢3851),The Burning of the Houses of Lords and Commons, 16th October,
1834,1834 or 1835, 92.1 x 123.2 cm, Philadelphia Museum of Art

Joseph Mallord William Turner (17gB851),The Burning of the Houses of Parliameni834

5, watercolour and gouache on paper, 30.2 x 44.4 cm, Tate

A Turner paintedwo oil paintings of the fire that broke ouin the Palace of Westminster on
the evening of 16 October 1834. Turner witnessed the fire from the south bank at
Westminster and made sketches from different points, inclugliogsibly from a rented
boat. The first painting was exhibited at the British Institution in February 1835 and shows
the fire consuming the chamber of the House of Commons in St Stephens Hall. In the
distance the towers of Westminster Abbey can be seen illuminated by the fire.

A The distorted perspective of Westminster Bridge intensify the drama. The nesitaay
Tmess N2 S W{K2NIf& o0ST2NB 1 200f201 ftlLad y
districts on the opposite bank of the river, were thrown into the utmost confusion and
alarm by the sudden breaking out of one of the most terrific conflagrations that has been
witnessed for many years past....The Houses of the Lords and Commons and the adjacent
0dzAif RAy3a 6SNBE 2y FANB®Q

A Many saw this adivine retribution for the passing of the Reform Act of 1832d the
fortuitous destruction of the poor architecturef some extension buildings by others. The
House of Lords had recently been rebuilt in a mixtureed-Classicaby SirJohn Soane
andneo-Gothicby James Wyat(1746my mo 0 | YR &2YS al ¢ GKS od
displeasure with the resulting aesthetic mess.

A Some thought the fire was an arson attempt but it was caused by the excéssiveg of
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Wi | f ThesSaie@quateazelwoodsticks notched to show amounts of tax paid

or deposited and then split in half to record the transaction. The system went back

to William the Conqueror. Two cartloads of tallies had accumulated and the Board

of Works decided to burn them in stoves. The two workers assigned were overly
enthusiastic and despite warnings from the housekeeper who told them that two
tourists could not see the tapestries for the th&oke, they continued to pile on

0KS ¢622Rd ¢KSe tST4 G FAGS 20t 201 YR
nine hours all the buildings except the Westminster Hall had been destroyed. Some

of the destroyed buildings dated back to Edward the Confessor.

A.Sy2rYAYy w20SNIKS RFRNENR FNPOIIENY AW 3 X F NP
adzof AYS X ¢KS FSStAy3a | Y2ryjdkesandS LIS2 LXK S
radicalism universald

A Among the spectators were Charles Barry (£1860) who realised a new building
would be required and Augustus Pugin (18852) who rejoiced in the
RSAGNUHzOGA2Y 2F {2lySQa YAEGdAINBE | yR 28l
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Joseph Mallord William Turner (177851), The Fighting Temeraire tugged to her last
Berth to be broken ud,839, National Gallery

A If you were born in the 1930s or 40s think how much the world has changed. During
CdzN)y SNRa tAFSGAYS GKS g2NI R OKFy3aSR Fa Yd
which spent their lives in the same village to an industrial economy with railways, seaside
holidays and urban slums. Turner lived through this enormous chang@swvas64in
1838 He was born in 1775, at the beginning of the Industrial Revolution ¢1880) and
this had brought factories, steam power, gas lamps, affordable consumer goods, and an
rapidly growing middle class. In 1839 there was a real feeling that the world was changing
fundamentally and changing forever. But there were many terrible consequences,
standards of living fell for most people, child labour was expected and women had few
rights.

A TheTemeraire6 ¢ SYSNI ANBE A& CNBYOK F2NJ WNBO(f Saac
became a prison ship and storage depot and was decommissioned in 1838. She was towed
55 milesupriverF N2 Y { KSSNYySaa oLatS 2F {KSLIWLIS&o
Rotherhithe (near the Tower of London) to be broken into scrap.

AwS3FNRSR o0& ¢dzNYySNI YR ONARGAOa Fa 2yS 27
GANBFGSald LIHAYyldAy3aE 6. ./ LREtOd I'S ySOSNI

A The Temeraire came to the aid of the Victory in the battle of Trafalgar (1805).

A There is an unverifiednecdotethat Turner saw the Temeraire being towed to be broken
up during one of his frequent trips to Margate to stay in the guesthodsebour Arm
(now the site of the Turner Contemporary Art Gallery by David Chipperfield) run by his
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accommodating landlady MiSophie Booth Thescene is Romanticized. Thests
had beerremoved it was pulled bywo tugsnot one and Turner has added a
sunset, or, from the direction, a sunrise.
A The great ship is painted in white, grey and brown and looks like a ghost ship that
is pulled by a much smaller but stronger black tugboat. Tugboats were so new
GKSNBE ¢l a y2ad SOSy I 62NR F2N) GKSY FyR
first ever recorded use according to txford English Dictionary
A Sailing ships were being replaced by steam and steel so this represents the passing
of an age.
A Turner used light and loose brushstrokes to invoke an elusive feeling of old age and
nostalgia.
AcCdzNYSNI Y2RAFASR FNRBY | LIR2SY o6& ¢K2Yl!
oy 3t yREY
The flag which braved the battle and the breeze
No long owns her

A This was literally true: Temeraire flies a white flag instead of the British flag,
indicating it has been sold by the military to a private company.
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J. M. W. Turner (1723851),Slavers throwing overboard the Dead and Dyingyphoon coming oa¢4k S { t ), ¥8&0, { KA L.
90.8x122.6 cm, Museum of Fine Arts, Boston

J. M. W. Turner (17€3851),Slavers throwing overboard the Dead and Dyingyphoon
coming omd¢YK S { f ), ¥880, 90.&A22I8 cm, Museum of Fine Arts, Boston

A This perhaps most famous seascape aftee Fighting Temerairée was inspired to paint
The Slave Ship 1840 after readinghe History and Abolition of the Slave Tragierfhomas
Clarkson. In 1781, theaptainof the slave shigZonghadordered 133 slaves to be thrown
overboardso thatinsurance payments could be collecte@his event probabiynspired
Turnerto create his landscape and to choose to coincide its exhibition with a meeting of
the British AntiSlavery Society. Although slavery had been outlawed in the British Empire
since 1833, Turner and many other abolitionists believed that slavery showldtlasved
around the world Anttslavery campaigner Granville Sharp, worked unsuccessfully to have
the ship's crew prosecuted for murder. The painting was shown at an important time in the
movement to abolish slavery worldwide, as the Royal Academy exhibition opened one
month before the first World ArtBlavery Convention in London. The painting was admired
by its owner, John Ruskin. It has been described by the-@tkury critic Marcus Wood, as
one of the few truly great depictions in Western art of the Atlantic slave trade.

A The sails are furled as it prepares for a typhoon. There are a number of chained bodies in
the foreground indicating they are slaves thrown overboard. One can see fish and sea
monsters swimming in the water. Objects are defined by their colour rather than by their
outlines and the predominant colour is red of blood and death.

A The indistinct shapes, the emphasis on colour and emotion are typically Romantic and the
focus is on nature as superior to man. The tiny figures and small shift further place the
emphasis on the power of nature and the insignificance of man. This is enhanced by the
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quick, frenzied brushstroke$he idea of the sublime is demonstrated by the utter
powerlessness and terror of humanity in the face of nature.
A Some have seen the painting as an allegory of the exploitation of human labour
associated with capitalism and the storm is either the coming collapse of
capitalism as it is overwhelmed by its own immorality or the storm demonstrates
GKFG FEf YIyQa STFF2NIa NB AYaiaayaATFAaoly
A John Ruskinwho was the first owner ofhe Slave SHip ¢ NPl WweSereddéed
to rest Turner's immortality upon any single work, | should choose thiQ
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J. M. W. Turner (1723851),Snow Storm SteamBoat off a Harbour's Mouth Making Signals in Shallow Water, and going by the Lead."
Author was in this Storm on the Night the "Ariel" ldfirwichc. 1842, 91 x 122 cm, Tate Britain

J. M. W. Turner (17¢3851),Snow Stormor Snow Storm: SteafBoat off a Harbour's Mouth
(full ti}le: Snow Storm SteamBoat off a Ha[bou['s Mouth MAaking Signals in Shallow Water,
FYyR 32Ay3 o6& (GKS [SIR® ¢KS ! dziK2NJ gha Ay

1842, 91 x 122 cm, Tate Britain

Al fiK2dzZAK ONRGAOAT SR o6& O2 Yy dodpsudizaNd Wwhikewa@NER (i A
JohnRuskincommented inModern Painter® my n o 0 (ioké ofi theAvéry géahdast W
statementsofseaY 2 G A2y X YA Al IyR fA3IKGZ .RepbricdlyK I &
¢CdzN}YSNJ 6 & KdzNIi o0& GKS ONRGAOAAYXIZ NBLISIH G
YR &al@Ay3das W2KI(G g2dzdZd R KSe KI@SK L g2y
0SSy Ay Al Qd widdhyskob of@re thaYi§ngranSeRsits inYudgment on

the works of geniuQ@® a2 NBE NB OSy (i f & SWettlaNBrwrktd thafitBeNR |y !
LI Ay GAy 3 A& mastfdnoud, Bind tndsNdbssiNg] sublitke depictidde

A There is a story that Turner asked totie to the mastof a steamship during a nocturnal

storm at sea, to experience the feeling of it, and was there for four hoursvd$e57 years

then. Some latecommentators doubt the literal truthof this account. Other critics accept
CdzNY SNH& | O02dzy i FtYyR 2yS gNRGSZT WIS SYLJ
A2QOSNBATY yIGdINBEDPQ ¢KAA AYAONRLIIAZ2Y Lif26
and the confusion of elements.

A The paddle steame® NJwS&stfadmerly called th@ NNJBoéir@ built in 18241822. In

1837 she was acquired by the Admiralty and renafietilJ} &dd was used as the Dover

packet up to 1846. This idate Turnerwhen he was at th@eak of his ability to capture

the terror and awecaused by the power of the sea during a violent storm. Turner uses
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different layers of paint which are brought to life by the intensity of his
brushstrokes. The palette is limited to similar tones of greens, browns and greys
and Turner draws us into the central action by using pale, silvery grey wrapped in
the dark brown smoke from the steamship and its hull.
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J. M. W. TurneRRain, Steam and Speed he Great Western Railwafirst exhibited 1844,
National Gallery

A¢cKAa Aa +ty SEFYLXS 2F 2yS 2F ¢dz2NYySNO&a €I
late landscapes are finished works that were intended to be displayed but this is clearly the
case withRain, Steam and Speed

A Turner redefined landscape painting by pushing the boundaries of how we appreciate
colour and light. In this painting,@nventionalinterpretation is that it is a celebration of
power and progressind the new scientific age. It shows Maidenhead Railway Bridge,
across the River Thames between Taplow and Maidenhead and the view is looking east
towards London.

A Thebridgewas designed bisambard Kingdom Brun€ll8061859, died aged 53 of a
stroke) and completed it838 The Great Western Railway was one of a number of private
British railway companies created to develop the new means of transport.

A Atiny hareappears in the bottom right corner of the painting. Some have interpreted this
as apositive statementabout technology as the train is able @atrun what was the
fastest animal before the steam train. Others see the hareing in fearof the new
machinery and Turner warning us of tdangerof man'snew technologydestroying the
beauty of nature. My view is that this is a masterpiece precisely because it contains both
contradictory interpretations.

A The other interesting element of the picture is theat on the river. It looks possible that
this is an artist on the river with a parasol to keep off the sun and sketching a group of wild,
bacchanalian dancersn the shore. Is this this Turner saying he prefdisieolicscene of
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dancers to the new technology are theycelebratingthe wonders of the new
form transport that was changing the face of Britain? Again it is up to you to
decide.
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,15.6 x 21.6 cm

Joseph Mallord William Turner (17-2851),Norham Castle, Sunrise.1845, 90.8 x 121.9 cm
Joseph Mallord William Turner (17-2851),Norham Castle, on the River Tweed182223,
watercolour on paper, 15.6 x 21.6 cm

A ¢ KA Horharii CaStle, Sunris2 ' YR Al A& |y [lathlIuk& Trisligah® | f
style he painted ifirom about 1835to his last exhibition in 1850.

A Over the years Turner produced more thiifteen versionof Norham Castle and this is the
last and greatestlt is said that on his final vigie bowedto the castle. Over the years he
radically simplifiedK A & O2YLR &AGA2y P ¢KA& A& |y SEI YL
¢t SSRQ GKIFG KS LI préviogsiRHehas paidted bsSingt pidturesos | NA
Norham Castle nearly fifty years before, in 1797 when he was just 22.

A 1t is possible this work was never finished and never intended for exhibition, we shall never
know. Some see it is the earliest example of a modernist work years ahead of its time and
others as simply an unfinished painting. Another explanation is that it was part of an
experiment to see if he could sell this idyllic, sketchy landscape paintings that he called
WSt SYOIGSR LI at2Nrf Qo ¢KS O2f R 3IK2adGte of
glowing sun and the soft browns of the river banks. An umber cow appears ethereal and
suspended between air and water until we realise that we are looking at its reflection in the
river.

A The work was never seen by the public. It was first shown in 1906 at an exhibition at the
Tate the marked the rediscovery of Turner. The Spectator commented that Turner was an
artist who, more than any other before him, painted light rather than the objects
themselves. In the twentieth century, many people saw this painting as the forerunner of
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the whole of modern art but more recently cynical historians have said that that is
imposing too much on Turner and it is simply an unfinished painting. What do |
think? | am reminded of a story told by the great abstract impressionist mark
w2iK12® 2KSY KS FANRG al g UGKABhish#nA y G Ay 3
Turner, he learnt a lot from me ¢

A This beautiful scene suggests that towards the end of his life not all his paintings
had a bleak message. However, some would disagree. Today we look at the
countryside as a place where nothing much happens full of beautiful scenery.
Turner though always saw the bloody background, the hungry workers and the
bloody battles. Norham Castle was the scene of more bloody battles than any
other on the Scottish border and it changed hands many times. It is an imposing,
dark medieval castle that dates back to 1121 to protect Northumberland from the
Scots. The light has been described as coligseand that Turner saw the sun as a
cruel and terrible God.

A The interesting thing is that Turner leaves it up to us how we interpret it. You can
see it either way, as an idyllic sunrise in a beautiful setting or as the scene of many
terrible and bloody battles.

A¢lLdS RAaALI T OFLIIA2Y S WedzZNYySNI FANRG al g
Tweed in Northumberland, in 1797. He was at the limits of his trip to northern
England, when he also visited Buttermere, seen in the painting of nearly fifty years
earlier shown nearby. After that first visit he made watercolours showing the ruin
at sunrise, and visits in 1801 and 1831 resulted in further views. Here, finally, is
one of a series of unfinished, unexhibited paintings reworking his monochrome
Liber Studioruntandscape prints. Pure colours rather than contrasting tones
SELINBaa GKS oftlTAy3a ftA3IKEG A GKS KAadzN
A Turner first visited Norham Castle in 1797 at the age of 22 and he liked to explain
that his first picture of the castle was the work that launched his career. Norham
Castle was to become a favourite subject always from the Scottish side of the river
looking towards England across the Tweed.

References
A http://www.tate.org.uk/art/artworks/turner-norham-castlesunrisen01981

A
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Joseph Mallord William Turnet,
The Angel Standing in the Sun,
exhibited 1846, 78.7 x 78.7 cm

Joseph Mallord William Turnéfhe Angel Standing in the Serhibited 1846, 78.7 x 78.7 cm

A This isThe Angel Standing in the Saimd was painted a few years before Turner died [in
1851]. He included two quotations in the catalogue when it was exhibited. The first was
GF 1Sy 7T NZ BookdRevelatioast § g&R A y OfAddR & anfakgsl f Ay S
standinginthesu@® ¢ KS aSO2yR A& 7T NRWyade ofldBISGlIso &
Whe morning march that flashes to the sun; The feast of vultures when the day is Gche
¢CKS LI2SY O2y iGNl ada GKS IFt2NEB 2F 2dz2NJ f AFS
critics, that circle us near the end of our life. The overall image is bathed or rather swamped
0 GKS fA3IKO FTNRBY GKS adzy FyR a2vysS ale ¢d

A Turnerchallengeghe familiar features ofraditional landscapepaintingg horizon line,
single-point perspective, the illusion of depth, the scenery itselfdissolveinto a painterly
mist, while the perceptual effects of light and colour emerge as objects of contemplation in
their ownright.

AWweKAA I GS LArchaghgeRMicRaekppeariagion thdia® of Judgementvith
his flaming sword. In the foreground are Old Testament scenes of murder and betrayal:
Adam and Eveveeps over thdody of Abel(left) killed by their other son CaiandJudith
stands over the headless bodytgblofernes(right) and Samson and Delilah are shown
behind herTurner'spessimistic picture seems to show death is everywhere in this fallen
world. It may also reflect his concern that his own life and art would be judged. He got his
revenge on his critics by showing the painting with lines describing 'the feast of vultures
gKSY GKS RIF& A& R2ySoWwQ o0¢l 4GS RAaLX L& Ol L
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A Therehave been many interpretations. It shows death and judgement and he may
be concerned that his own life and art would be judged. The second quotation
NEFSNER (2 | WFSIad 2F @dzZ G§dz2NBEaQ NBEFSNNA
NEOSYy3aSed IS gl a NARIKG (2 anSber@dof@SNY SR |
talentQ> | y 2 (iTkrBeNdeeins fo RaXe taken leave of form altogetifer |y R
even his supportedohn Ruskim N2 1S G KI G A (G Kpervdd SSy LJ A
declineQ I Yy R { K Bdicatire2of ndntad diskasaip

A Ruskin is referring to the accepted model which was that artists rise in ability, peak
YR GKSYy RSOftAyS® ¢KS ARSF 6S3ky G2 I NR
g2N] O2dzfR 06S I adzYYFradazy 2F GKSANIfATFS
Goethe late works, such as Faust, had been seen as evidence of their senility but
were reevaluated as their greatest works and a stark final vision.

ACNRY | 02dzi myop 2y gl NRa ¢dzZNySNRa 62N &
impressionistic. In his later paintings, such as this one, he challenged the basic
conventions of théandscape.

A Towards the end of his life Turner grew increasingly pessimistic and there is the
possibility that, in declining health, he saw it asusanming up of his careeHe
had beendisappointed at not becoming President of the Royal Acadeting
previous summer and he might have seen himself as the archangel Michael
standing for truth and justice while the Old Testament scenes reflect the way in
which critics, the Royal Academy and even his mother attacked him. His mother
had outbursts of extreme violence and was sectioned to Bedlam where she died in
1804 when he was 2%henhe died his estate was estimated to be £140,000
difficult to convert to today but in terms of the average wage it would be over
£100 million.

Notes
A Accompanied in the R.A. catalogue by the following passage frofdbie of
Revelation
AwryrR L al¢g Fy Fy3aSt aidlyRAy3a Ay (GKS
saying to all the fowls that fly in the midst of heaven, Come and gather
yourselves together unto the supper of the great God; That ye may eat the
flesh of kings, and the flesh of captains and the flesh of mighty men, and
the flesh of horses, and of them that sit on them, both free and bond, both
avyl tt | yReveAtEix. 117 ®8.
A and also a quotation from Samuel Rog&fsyage of Columbus
AWeKS Y2NYAy3 YINDK GKFEG FtlrakSa G2 O
¢CKS FSIad 2F QdzZ GdMaBelis s KSYy (GKS RIF& A
A In the foreground Adam and Eve lament over the dead body of Abel and Judith
stands over the decapitated body of Holofernes, perhaps one of the captains
mentioned in the quotation froniRevelation Samson and Delilah are also shown.
The chained serpent derives frdrRevelationxx, 1¢2. Turner may have conflated
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the Angel of the Apocalypse with the Cherubim with flaming sword at the Gate of
Paradise, enforcing the Expulsion of Adam and Eve.

References
A http://www.tate.org.uk/art/artworks/turner-the-angetstandingin-the-sun-n00550

64



Joseph Mallord William Turner (177B51), The Visit to the Tomigxhibited 1850, 91.4 x 121.9 cm

Joseph Mallord William Turner (177B51),The Visit to the Tomlexhibited 1850, 91.4 x

121.9 cm

A W ¢ dzNSA& ekHikitsat the Royal Academy wefeur pictures of Dido and Aeneas

Il OO2NRAY3I (G2 KAA K2dzaS{1SSLISNI KS ¢g2N]J SR 2y
the third in the series. In the foreground are Dido, Queen of Carthage (in white) and Aeneas
(in red), accompanied by Cupid in disguise. They are visitingittie of Dido's husband,
Sychaeusin the hope that his memory might restrain her fatal passion for Aeneas. Turner
showed the picture with a line from his poem, The Fallacies of Hope: 'The sun went down
AY 6N} GK G &adzOK RSOSAG®Q W 6¢F (S RAALXM I &
In his final years he started tose all his teethand had to suck his food. Graduallylbst

the physical ceordination to paint but he summoned his strength to complete four final

2Af LI AylGAy3a 2y (GKS GKSYS 2F W5AR2 | yR !
significance for him a&eneas devoted his life to duty and abandoned Queen Dito

leave for Italy and found Rome. Turner Hadsworn an easy life the enjoyment of wealth

and marriage, like Aeneas. After displaying these four works at the Royal Academy Turner
was too weak to continue painting and sadly awaited death over the next eighteen months.
He died in the house of his mistreSephia Caroline Bootin Cheyne WalkChelsea on 19
December 1851. He is said to have uttered It words "The sun is Godjefore expiring.

At his request he was buried in St Paul's Cathedral, where he lies next to Sir Joshua
Reynolds. His last exhibition at the Royal Academy was in 1850.

A The architect Philip Hardwick (17€@B70) who was a friend of Turner's and also the son of
the artist's tutor, Thomas Hardwick, was one in charge of his funeral arrangements and
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wrote to those who knew Turner to tell them at the time of his death that "l must
inform you, we have lost him".

A Turnerhadsaved all his life to create a charitable trist W ¢ dzZNJ SNXQ& DA F i ¢
support impoverished artists. His relatives contested the will and overturned it on
I GSOKYyAOlItftAled ¢KS& NBOSAGSR Ittt GKS Y
nation acquired all the finished and unfinished oil paintings, watercolours,
sketchbooks, sketches and studies.

A Turner was the last of the Old Masters and the first modern artist.
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John Constable
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