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Chairman’s Report June 27th 1968

| have pleasure in presenting my report
which covers the Saciety's activities
from June last year until today. Peter
Meyer, whom we were very pleased to
welcome back on the Committee as
Honorary Treasurer at last year's
Annual Meeting, will be dealing with
the Society’s financial affairs in his
speech which follows mine and deals
with our financial year which ended on
December 31st 1967.

As well as welcoming Peter Meyer
back to the Committee we were very
happy to elect Joanna Drew, whose
knowledge will | am sure be of great
value. At the same time we were sorry
to lose both Bryan Robertson and
Derek Hill who were due to retire from
the Committee at the last Annual
General Meeting, but were invited to
complete their terms of office as

buyers for 1967. This year the buyers
are Norman Reid, and two members of
the Committee who have held office for
an equal period of time, Michael Astor
and myself. We, therefore, agreed that as
it was Norman Reid's first opportunity
to act as buyer, Michael Astor and
myself, both previous buyers, should
share our part of the purse.

During the second half of 1867 we held
two evening parties at the Tate Gallery,
one for the Picasso Exhibition in June
and the other for the Peter Stuyvesant

Foundation Collection. Our most recent
party at the Tate was held on May 16th
to mark the close of the Barbara
Hepwaorth Exhibition. Dame Barbara
was the Guest of Honour, first at a
buffet supper in the restaurant, and later
at a party in the Gallery, where
hundreds of our members were able to
meet Dame Barbara and have a last
look at the wonderful exhibition. This
was such a successful evening that we
are very much hoping to repeat one on
similar lines at the end of the Henry
Moore Exhibition in September. We are,
as always, most grateful to the Trustees
and the Director of the Tate for allowing
us to give these parties.

Before the end of 1967 we arranged
three highly successful short trips. Forty
people weekended in Bath on July 8th
and 9th; thirty one members spent a
week in Scotland in September and over
fifty members spent the weekend of
November 25th in Dublin. In Bath
members saw the summer exhibition at
the Bath Academy of Art at Corsham
Court, and the American Museum. They
lunched in the Orangery at Dyrham and
were generously entertained to tea by
Mr. and Mrs. William Scott at their
farmhouse where they were able to see
some of Mr. Scott’s recent paintings. In
Edinburgh and Glasgow the party saw
the National Gallery of Scotland and the



Glasgow Art Gallery with their
magnificent collections. They were also
given a special evening viewing of the
Whistlers in the Hunterian Museum of
Glasgow University and also of the fine
prints and drawings collection belonging
to the Fine Arts Department. They were
privileged to see the private collections
of the Duke of Buccleuch, The Marquess
of Bute, The Earl Haig, and Mr. William
Keswick’'s fine Henry Moores in their
wonderful setting. In Edinburgh, as well
as being shown over the Edinburgh
Tapestry Company, they saw the
Edinburgh Open 100 Exhibition.
Amongst architectural highlights there
was Glasgow Art School and the fine
new seminary at Cardross. Dublin, was
also a tremendously successful
weekend arranged primarily to give
members an opportunity of seeing the
important exhibition of international art,
ROSC. They were further delighted,
however, by being invited to see Sir
Alfred and Lady Beit's magnificent
collection of old masters at Russborough
and also to see Sir Basil and Lady
Goulding's collection of contemporary
painting and sculpture at Enniskerry.
Famous Irish plaster work was not
neglected and in interesting contrast
members saw the fine new library at
Trinity College.

At the end of January this year,

Pauline Vogelpoel led a party of
members on an extensive tour of India
which included visits to many famous
points of archeological and artistic
interest as well as art galleries, artist’s
studios, and private collections in many
principal centres. The trip was also
conveniently timed to coincide with the
first Triennial of International Art ever
to be held in India, in Delhi in
February.

Soon after she returned from India
Pauline organised an evening viewing
of the De Stijl Exhibition at the
Hampstead Art Centre and another
most enjoyable trip to the St. Ives area
for the weekend of April 6th and 7th.
Over sixty members were most
hospitably entertained by the Penwith
Art Society in St. Ives and welcomed
by artists in their studios here and along
the coast. Amongst artists visited were
Dame Barbara Hepworth, Patrick Heron,
Willie Barnes Graham, Paul Feiler,
Bryan Wynter, Denis Mitchell and
John Wells. It was very pleasant to
meet many of the artists who were
represented in exhibitions at both

the Penwith Gallery and the Newlyn
Art Gallery.

The most exciting event of the past few
years has undoubtedly been our gift of
a Henry Moore to the nation last
November. “Knife Edge — Two Piece”



was unveiled on the splendid site made
available to us in Abingdon Street
Gardens near the House of Lords, by
the Minister of Public Building and
Works. It was unveiled by the Minister
in the presence of Miss Jennie Lee, a
very distinguished gathering, and a
great deal of rain. Neither this nor the
arrival, on a State Visit, of the Turkish
Premier failed to ensure that the
occasion was a memorable one,
followed as it was by an excellent
luncheon in honour of Henry Moore at
the Savoy Hotel. Over three hundred
members attended this, and enjoyed
listening to both Sir Kenneth Clark and
Miss Jennie Lee pay tribute to Henry
Moore. We consider that the acquisition
of a major Henry Moore for London is
an achievement of which we can be
truly proud. | would like to take this
opportunity of thanking the members
of the committee, and all the members
of the Society who gave such generous
support to this ambitious project. A very
special word of thanks to Henry Moore
without whose generosity this project
would not have been possible. Those of
you who were unable to attend the
unveiling or hear Sir Kenneth Clark’s
tribute to Henry Moore will be

able to see a photograph of the
unveiling and read the tribute

in the annual report.

At the time of this meeting our office is
being kept particularly busy dealing not
only with forthcoming events but with
the complicated handling of “operation
allocation”. On March 11th we invited
the directors or representatives of
member galleries throughout Great
Britain and the Commonwealth to see
our Recent Acquisitions Exhibition at
the Whitechapel Art Gallery. They were
asked to send lists of preferences of
work they would like to have for their
galleries from the exhibition. Over 134
works were shown and | am pleased to
report that after dealing with all the
letters of request from nearly 100
galleries these works will shortly be
leaving our office for their permanent
homes. Before they were finally
allocated these works were loaned to
public bodies, universities, and other
institutions. We were also able to form
a large travelling exhibition of recent
acquisitions which was shown at the
Bournemouth Art Society and at the
Huddersfield Art Gallery. We will now
endeavour to build up our collection as
soon as possible in order not to
disappoint the many borrowers to whom
we present such a unique source of
supply of pictures and at such modest
rates.

The period covered by my report comes
to an end with our two most recent



events. On June 5th British Petroleum
kindly gave us the use of their cinema
in Britannic House to show members
four art films. This was followed by the
tour of the building and its art collection
and the use of the senior dining room
for an excellent cocktail party. Both
David Thompson and David Sylvester
kindly spoke to members about their
films which were amongst those shown.
On June 15th a record number of over
200 people spent a marvellous summer
day visiting John Piper’s studio and
house at Fawley and also Mr. Alistair
McAlpine's collection nearby at Fawley
House. In the afternoon Mr. Gerald
Benney showed visitors his silver and
gold ware and his studios and house at
Beenham near Newbury. | would like

to extend our most sincere thanks to all
our hosts and hostesses throughout
England and abroad for their generous
goodwill towards the Society's

interests. We are most indebted to them.
| would also like to thank our members,
without whom these visits would have
little appeal. They continue to give

such enthusiastic and increasing suppott
to the events we organise. This and the
many letters commending Miss
Vogelpoel on the imaginative way in
which she organises these events give
her great encouragement in her
endeavours to arrange more and more

interesting events.

The last twelve-month period appears
to be one of the most active | can
remember for many years.

| must again make my annual plea for as
many new members as possible, so
please give your continued support and
help our Society to achieve results of
which we can all be really proud.




Hon Treasurer’'s Report June 27th 1968

There is one item that dominates our
Accounts for the year 1967 and that is
the special purchase of the Henry
Moore Bronze. The Chairman has
referred to Mr. Moore's generosity. In
fact, he did not accept anything himself
and the amount of £7,845 appearing in
the Accounts is simply the expense of
casting and carriage. We are continually
hearing of rising prices for works of art
and in the case of sculpture it is
perhaps surprising to realise how much
it actually costs to make.

We were only able to make this
acquisition through the generosity of
our members who contributed a total of
£3,399, leaving a balance to be found
from our own funds of £4,445. Of this
sum £1,610 was found from current
income and the balance of £2,835 from
reserves. In other words, this last figure
appears as the deficit for the year.

In case anyone thinks we are being
unduly prodigal with our resources, it
should be explained that in anticipation
of this purchase we put over £2,500 to
reserve in the previous two years.

Our income was less than in 1966,
largely due to a substantial reduction in
Bequests and Donations. This is, of
course, beyond our control, but what
does worry us is the fact that our
subscriptions were at a lower level.
The only way in which we seem to be

able to get new members is through our
parties and jollifications and these were
particularly successful in 1967,
showing increased profit in spite of the
fact that there was no substantial
overseas tour, But clearly we are not
getting enough new members and we
would welcome suggestions as to how
this can be achieved.
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Address by Sir Kenneth Clark at the luncheon in honour of Henry Moore,

e

Unveiling of KNIFE EDGE — TWO PIECE
Left to Right Mr. Whitney Straight, Mr. Robert Mellish, Miss Jennie Lee and Mr. Henry Moore.

Savoy Hotel, November 1st 1967

| have never been much of a believer

in the theory that great artists pass
unrecognised. Talent and originality may
remain hidden, but greatness has about
it a kind of resonance and authority that
is unmistakable. When Henry Moore had
only just left the College of Art people
who cared for sculpture knew that
something extraordinary had happened
in this country. | remember going to his
first one-man show, in the Warten
Gallery — 1928 | think it was — in the
spirit of one who was about to have a
revelation. And | remember coming
away elated at the thought that at last
there was a contemporary English

artist whom | could whole-heartedly
admire. (Actually there were two or
three more, but at the time they were
unknown to me.) Looking back on
Henry Moore’s work of that date it's
rather hard to know why we were quite
so confident — but we were. And in his
second show at the Leicester Galleries
in 1931, our feelings were entirely
confirmed by the first reclining figures
and the first mothers and children. One
felt in them a coil of plastic energy
which would go on growing and
expanding — and so it has turned out.
The next two exhibitions contained a
number of abstract pieces — if indeed
anything that Henry Moore does can
rightly be called abstract — and | must
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confess that a few of them made one
pause for breath. One didn’t immediately
see their human connotations; but even
so one had no doubt that they were
grandiose and awe-inspiring objects.
They were never mannered, never
merely decorative. never gimmicky or
self-conscious. Even surrealism, that
death-dealing movement, released
something in Henry Moore without
interfering with his life-giving qualities.
Then in 1935-6 the reclining figures
freed themselves from the influence of
Mexico and became completely
personal creations in the central
tradition of European art. The most
impressive of these figures was the one
in Hornton stone, which was the first
work of Henry Moore to enter a British
gallery. It was bought for the Tate by
the Contemporary Art Society. | thought
then that it was one of the great works
of modern art, and | am interested to
see that in an excellent new series of
books on the history of art from
primitive times till today, this is the work
which has been reproduced on the
cover.

With this figure, and the two or three
wooden recliners done at about the
same time, Henry Moore’s character as
an artist was defined. | do not mean that
it was limited to those forms of
expression — far from it. But | think it is

true to say that he has concentrated his
forces rather than dispersing them.

But perhaps this is only another way of
saying that he is a great artist, because
with the solitary exception of Picasso |
can hardly think of a single
form-creator (as opposed to an
illustrator) who has not spent his life

in trying to give the fullest and most
final statement to two or three central
convictions — Monet ? Turner? All great
art is a kind of excavation, and it is one
of Henry Moore’s qualities that
excavation of himself becomes
immediately excavation of his material.
Proust’s famous saying that the great
artist paints only one picture is nearly
true: | would say two or three. And this
is particularly true of sculpture where
forms can have three relations to the
earth — to lie upon it, like a range of
mountains, to rise up out of it like a
monolith, or to fold itself inwards in
order to achieve a maximum density
and resistance. Given this fundamental
unity in Henry Moore's work, nothing is
more remarkable than the way it has
expanded and developed. The original
coil of energy has never exhausted
itself. The stone reclining figure which
looked large enough when we bought
it for the Tate, compared to the two
piece bronze recliners, looks as if it
would go on the mantelpiece. Henry

Moore has the capacity to think and
feel on a monumental scale. One can see
it in his smallest models — as everyone
knows, when they are photographed
out of doors with a landscape
background they look gigantic; and
however big they become in the final
version they never look empty or
inflated. For this reason Moore has
become the great civic sculptor of the
age. His work can be put down in any
setting — if it is put in the right place
(as it always is if the sculptor has a
voice in the decision) — and hold its
own with either landscape or
architecture. Whether on the grouse
moors of Dumfries or the sand dunes of
Oterloo or among the gigantic meccano
sets of New York, his figures look
equally in command of the situation.
There they sit “in their air-surrounded
entirety” to quote the sculptor’s
well-known words — “stressing and
straining, thrusting and opposing each
other in spatial relationship” creating
a focus or nucleus to tie together their
surroundings. No wonder Henry
Moore's sculpture is wanted all over
the world. When we encounter it in
Germany or the U.S.A. we are filled
with pride — and | hope the Inland
Revenue authorities feel equally
gratified. Henry Moore must be our
greatest dollar-earner, next to whisky;



and it looks as if his own impoverished
country would never be able to afford
to put one of his major pieces in a
worthy setting. But in this we were
reckoning without the persuasive
powers of a Contemporary Art Society,
acting on Henry Moore's immense
generosity and public spirit.

Of course, it isn't only their formal
gualities that have made Henry Moore's
figures speak so urgently to us. An
artist never achieves that degree of
fame and popularity through the plastic
qualities which Henry Moore values
most highly and has described so
vividly as his conscious aim. What
makes an artist popular is not form but
content — something which he says
that unconsciously expresses the
feelings, beliefs or fears of his
generation. | will not try to analyse
what it is in Henry Moore's work that
speaks so urgently to us; it would
weary you — and what is worse would
embarrass him. He has always rightly
refused to read the many psychological
interpretations of his work that have
been written all over the world —
especially in California, and it would be
a dirty trick to spring one on him at the
end of a good lunch. | will say only
this — that the children of Henry
Moore's imagination come from great
depths and express instincts that we

share not only with primitive man, but
with the animals. In these figures there
is a consciousness of the earliest
creation, of an age earlier than the
dinosaurs or even of the amonites. And
yet one of the nicest things about
Henry Moore is that he is still
extremely young — perhaps the
youngest person present. Twenty years
ago | began a book about him (there
weren’t so many of them then). | am in
the habit of writing about artists who
are no longer with us, and it was quite
a shock to realise that on the kind of
tricky question that occupied my time
when writing about Leonardo or

Piero della Francesca | simply had to
pick up the telephone and ask for
Much Hadham 246. However | stopped
writing the book half way through,
because | saw that Henry was still only
at the beginning of his career and that
any judgements | made would become
ridiculous (if they weren't ridiculous
already) when the next batch of work
was completed. How right | was. For
the greatest things were still to come.
One sometimes feels “he can’t go on” —
but he does; and each fresh crop
contains one or two entirely new and
absolutely stunning masterpieces.
Elderly people have always thought
that art and morals were going to pot:

| think so now, and nothing will

persuade me that | am wrong, except
a visit to Perry Green. Each time | go

| come away revived, invigorated,
hopeful, believing that man has not
altogether sold his birthright to the
machine, and that art can still reveal to
us our deepest instincts and show us
our place in the world of creation, as it
did in Greece, in the middle ages and
in the early renaissance. How
extraordinary that the artist who can
do this for us should still be with us —
not in Periclean Athens or in Medicean
Florence, but in the Savoy Hotel.




List of Purchases for the year 1967

Buyer/Bryan Robertson

Frank Bowling
John Carter
Knighton Hosking
Paul Huxley
Christopher
Sanderson
Michael Vaughan
Franklin Wilson

Buyer/Derek Hill
Francoise Boudet
Patrick Byrne
T. P. Flanagan
Alexander Fraser
Edward Giobbi
Henry Inlander
Philip Jones
Rory Mc Ewen
Cherith Mc Kinstry
John Napper
Wendy Pasmore
E. C. Plunkett
E. C. Plunkett
Brian Robb
Maurice de
Sausmarez ARA
Michael Wishart

Big Bird 1965

Scatola 1966 (sculpture: wood and hardboard)
Untitled Screen Painting, 1965

Untitled No 43, 1965

Millington 1 (sculpture)
Food Objects, 1966
6 Pencil drawings

Portrait of Madame Boudet
Family Group

Sand Dunes

Knives and Forks
Landscape 1966

St Remy, Provence, 1966
Green and Pink Landscape
Polar Light Box, No 9

The Prisoner, No 2
Landscape

Blue Indigo

Reflections, 1966

Bozst, 1962 (oil and collage)
Lagoon

Near San Quirico, Tuscany
To leave before daybreak

Loans made by the Society ‘
Exhibitions of the Society's recent acquisitions were loaned to:

Portsmouth Art Gallery

Bournemouth Art Society

Huddersfield Art Gallery

Sculpture from the Society's collection was loaned to:

Isleworth Polytechnic Open Air Exhibition/Bryan Kneale
Robert Adams/Brian Wall

British Council Fine Arts Department/Michael Bolus

Small Groups of pictures were loaned to:
Senate House, London University

Queen Mary College, London University
Westfield College, London University
Extra-mural Department, London University
Royal Free Hospital Medical School
Middlesex Hospital Senior Common Room
Berkhamsted School




The Contemporary Art Society Revenue Account for the year ended 31st December 1967

1966

5,102
10

5,112

1,846

242

350

317

160
1,710

£9,737

Amount allocated to Buyers for

1967

Add Prior year's adjustments

Special Purchase—
“Knife Edge” by
Henry Moore

Less Donations

Expenses—

Salaries, Allowances and
National Insurance
Contributions

Printing, Stationery,
Postage and Telephone
Estimated Cost of Annual
Reports (after crediting
£132. 8. 7 overprovided in
previous year)
Miscellaneous

Office Furniture written off
Surplus for year

4,022,

7,845,
3,399,

1,945,

219.
150.

411.

2.10

wo
D O

6,858 Subscriptions (including estimated
refund of Income Tax on Deeds

359 Interest on Investments and

£f s d 1966
1,900

4,022. 2.10
16,700
16,214
4,445.11. 6 et
486
134

2,726. 6. 4
£11,194. 0. 8 £9,737

of Covenant)
Bequests and Donations

Deposit Accounts (Gross)
Sale of Tickets for Visits
and Parties

Less Expenses

Hire of Pictures
Deficit for Year

6,720.3.7
6,086. 2. 3

£ s d
6,634, 17.5

526, 2.5
454.14.3

634. 1.4
110. 0.0
2,835, 5.3

£11,194. 0.8




The Contemporary Art Society Balance Sheet, 31st December 1967

1966 f s d £f s d 1966 £ s d £ s d
Accumulated Fund Current Assets
7,283 Balance 1 January, 1967 8,992, 15. 11 Investments at Cost
' £1,200 Swansea 33%
Less Deficit per 986 Redeemable Stock 1960/70 985.14.0
1,710 (Surplus) Revenue Account 2,835. 5. 3 £1,600 New Zealand 6%
_ 54 k19 1,643, 8.0
8,993 6,157.10.8 1,803 203001 P|7y2m h Corporation 64% #
Legacy for purchase of picture . outh Corporation b3
—  for the Tate Gallery 1,800. 0. O 1,970 Stock 1975/76 1.970. 8.0
Less Cash at Bank on £1,500 Greater London Council
—  Deposit Account 1,800. 0. O 1,463 63% Stock 1976 1,462.16.0
— 5,962 (Market Value £5,932 — 1966 £5,957) 5,962. 6.0
1,953 Creditors and Accrued Expenses 3,250.12.6 Cash at Bank
2,304 On Current Accounts 1,917.3. 6
Note: No value has been included 2,037 On Deposit Account —_
in the Balance Sheet for Pictures, 50 Cash in Hand 25.6.3
etc., purchased by or presented to Debtors and Prepaid Expenses
the Scciety and temporarily retained Outstanding Subscriptions and
pending presentations to Art estimated Income Tax recoverable
Galleries, etc. 458 on Subscriptions 784.12.5
3 135 Sund 718.15.0
Members of Committee/Whitney Straight unsty i 1503.7.5
Peter Meyer é
£10,946 £9,408. 3.2 £10,946 £9,408.3. 2
SN Lofipie: S S (i pln R

Report of the Auditors to the Members of the Contemporar

In our opinion the foregoing Balance Sheet and Revenue Account give a true and fair view of the state of the Society's affairs at 31st December, 19
hat date and comply with the Companies Act 1948.

Chesterfield House, 26/28 Fenchurch Street London EC3

its deficit for the year ended on t

Gérard van de Linde & Son

Chartered Accountants

y Art Society

67, and of

23rd May 1968




List of subscribing galleries,
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Abbot Hall Art Gallery: The Friends of
Aberdeen: Art Gallery and Industrial Museum
Adelaide: National Gallery of South Australia
Architectural Association .
Auckland Art Gallery

Basildon Civic Arts Society

Ballarat: Fine Art Public Gallery Association
Bath: Victoria Art Gallery

Batley: Bagshaw Art Gallery

Belfast: Ulster Museum

Birkenhead: Williamson Art Gallery
Birmingham: Barber Institute of Fine Art
Birmingham City Art Gallery

Birmingham University Works of Art Committee
Blackburn Art Gallery

Blackpool: Grundy Art Gallery

Bolton Museum and Art Gallery

Bootle Museum and Art Gallery

Bournemouth: Russell Cotes Art Gallery
Bradford Corporation Art Gallery

Bradford: Friends of the Art Gallery

Brighouse Art Gallery

Brighton Art Gallery

Brisbane: National Gallery of Queensland
Bristol Museum and Art Gallery

Bristol: Friends of the Museum and Art Gallery
British Council

British Petroleum Company Limited

British Museum: Department of Prints and Drawings
Bury Corporation Art Gallery

Buxton: The Noel Buxton Trust

Cardiff: National Museum of Wales

Carlisle Public Library and Art Gallery

Cambridge University: Kettle's Yard Collection
Cambridge University: Gonville and Caius College
Cheltenham Art Gallery and Museum
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trusts and corporate subscriptions, as of December 31st 1967

Christchurch, New Zealand: Robert McDougall Art Gallery
Coventry: Herbert Art Gallery

Datlington Museum and Art Gallery
Derby Museum and Art Gallery
Doncaster Museum and Art Gallery
Dudley Art Gallery

Dumfries: Gracefield Art Centre
Dundee Museum and Fine Art Galleries
Dunedin Art Gallery

Eastbourne: Towner Art Gallery

Eccles: Monks Hall Museum

Electricity Council

Exeter: Royal Albert Memorial Museum

Glasgow: Art Galleries and Museum
Glasgow University Art Collections Fund
Gloucester City Art Gallery

Hamilton, Ontario: The Art Gallery
Harrogate Corporation Art Gallery
Hereford Art Gallery

Huddersfield Public Art Gallety

Hull: Ferens Art Gallery

Hull: Friends of the Ferens Art Gallery
Hull University Art Collections Fund

Ipswich Art Gallery

Kettering Art Gallery
Kimberley, South Africa: Humphreys Art Gallery
Kings Lynn: Friends of the Museum

Lake District Art Gallery Trust
Leamington Spa Museum and Art Gallery
Leeds: Temple Newsam House

Leeds Art Collections Fund

Leicester Museum and Art Gallery
Leicestershire Education Authority
Lincoln: Usher Art Gallery
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Lindsay Trust

Liverpool: Walker Art Gallery

London Graduate School of Business Studies

London, Ontario: Public Library and Museum

London University: Department of Extra-Mural Studies
London University: Queen Mary College

London University: Senate House

London University: Westfield College

l.uton Art Gallery and Museum

Maidstone Museum and Art Gallery
Manchester Corporation Art Gallery
Manchester University: Whitworth Art Gallery
Manchester: Rutherston Loan Collection
Mansfield Museum and Art Gallery
Melbourne: National Gallery of Victoria
Merthyr Tydfil: Art Gallery and Museum
Middlesbrough: Dorman Memorial Museum
Middlesex Hospital Medical School

Nelson, New Zealand: Bishop Suter Art Gallery
Newark Museum and Art Gallery

Newcastle on Tyne: The University, Hatton Gallery
Newecastle on Tyne: The Laing Art Gallery
Newport Museum and Art Gallery

Northampton Art Gallery and Public Library
Norwich City Museum and Art Gallery
Nottingham Museum and Art Gallery

Ocean Steam Ship Co Ltd (P. H. Holt Trust)
Oldham Municipal Art Gallery

Ottawa: National Gallery of Canada

Oxford: Ashmolean Museum

Perth: National Gallery of Western Australia
Pietermaritzburg Art Gallery

Plymouth Art Gallery

Portsmouth: Cumberland House Museum
Preston: Harris Museum and Art Gallery
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Reading Museum and Art Gallery
Rochdale Museum and Art Gallery
Rotherham Museum and Art Gallery
Royal Free Hospital Medical School
Rugby Art Gallery and Museum

Salford Royal Museum and Art Gallery
Scarborough Art Gallery

Scunthorpe Museum and Art Gallery
Sheffield: Graves Art Gallery
Southampton Art Gallery

Southend: Beecroft Art Gallery
Southwark: South London Art Gallery
Stalybridge: Astley Cheetham Art Gallery
Stoke on Trent Museum and Art Gallery
Sunderland Museum and Art Gallery
Swansea: Glyn Vivian Art Gallery
Swindon Museum and Art Gallery
Sydney: National Gallery of New South Wales

Torquay Art Gallery
Victoria and Albert Museum

Wakefield City Art Gallery
Wigan Museum and Art Gallery




