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Abstract

lan S Mcintyre 2008

JUDGEMENT BY EYE
The art collecting life of E J Power

The thesis examines the pattern of art collecting & Power, the leading British patron of contenapp
painting and sculpture in the period after the &dd&/orld War from 1950 to the 1970s. The dissentat
draws attention to Power’s unusual method of coligonvhich was characterised by his buying of work
in quantity, considering it in depth and at leisurdéis own home, and only then deciding on whateep
or discard.

Because of the auto-didactic nature of his edusaticontemporary art, Power acquired work from a
wide cross section of artists and sculptors in otdénterrogate the paintings in his own mind. péed
particular attention to the works of Nicolas deeftdean Dubuffet, Asger Jorn, Sam Francis, Barnett
Newman, Ellsworth Kelly, Francis Picabia, Willianurhbull and Howard Hodgkin. Power strongly
believed that to fully appreciate an artist’'s depehent, it was necessary to acquire work from chffie
stages of his career.

The thesis investigates the reasons behind thertemashifts made by Power from one group of artist
another and also examines how he kept an openabiogt new creative ideas and remained at the
cutting edge of art collecting into his old ageower’s influence on the younger artists of the ge:and

his support of public exhibitions of contemporariyae also discussed.

New, previously unpublished, material from Power'shives is used in the dissertation which also
includes a DVD of taped interviews with artists deading figures from the art world who talked abou
many aspects of Power’s personality and the rahpes@ollection. The thesis demonstrates how Rowe
influenced more than one generation of artiststeowd he made an important contribution towards the

furthering of an appreciation of contemporary anbag the general public.
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Introduction

The subject of this thesis is my late father-in;I&wvJ. (Ted) Power who was the leading British
collector of contemporary art in the period aftex Second World War from 1950 to the 1970s. |
decided to research Power’s collecting career fauraber of reasons, not least because there has
been very little written about him or about theragtdinarily wide range of his acquisitions. | lne
Ted Power myself for 14 years and | am in the foate position of having access to Power’s own
archive material and being able to discuss the amahis collecting with my wife and my brothers-
in-law. | hope to show in this dissertation thatighly individual collector such as Power can
influence more than one generation of artists aaklena real contribution towards the furthering of
an appreciation of contemporary art among the wpdédtic. Furthermore, | believe that a detailed
analysis of Power’s eclectic collection will giveather perspective on the subject of post-war

British art and its relationship with continentalrBpean and American painting and sculpture.

One of the key factors in Power’s role as an amopawas that he did not come from an academic
background and was therefore self-taught in mapgas of artistic endeavour. He had to develop his
own eye — his own way of looking and assessing ik wbart — and this in turn led to his unusual inoet
of collecting in which he bought paintings in quantexamined the work in depth and at leisureig h
own home, and then made his own decision about tehaep or discard. This independence of mind
was an important trait in Power’s character anchynopinion, accounts for his great success as an
entrepreneur in business. The other point | wenighhasise at this stage is that Power was alwaie at
cutting edge in his own field of radio and telesisimanufacturing and that was why he was always
receptive later in life to the new ideas comingrirthe artists he admired. Power had appreciated th
importance of good design from the early 1930sthrdxternal styling of the radios his company
manufactured were, to him, as important as thenieahinnovations for which they were famous.
During and after the War, he was too busy to dgvhle latent interest in art and it was 1950 befose
long-term involvement in design could be extenaedther visual forms.

The diversity of Power’s collection is one of it®sh striking features. Because he was educatimgédif
about the various art movements of th& 26ntury, Power acquired work from a very wide srssction
of artists and sculptors. This dissertation sllbw how he purchased Irish, French, Belgian, Qutch
Spanish and Italian art as well as examples ofdBriind American abstraction and Pop Art, among
others. With his business background, Power wasstemed to buying in quantity and he continues thi
practice with works of art in a manner which wasen@merican than British, but he sold only those

paintings which no longer ‘spoke’ to him and thewyaafter careful consideration. He accumulated an
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extensive and remarkable collection, but this wasaAn only to a few people connected to the art ayorl
for Power was essentially a very modest man witinterest in self-aggrandizement and it was some
years before he allowed his name to become knovanesder to public exhibitions.

Although Power was Irish and loved a discussioavan a good argument, he was an exceptionally
perceptive listener and readily accepted advicecantment from a small group of artist friends and
professional dealers at all stages of his collgdifie. One of his other great assets was histglbd

relate to people much younger than himself andsk&laously visited artists’ studios and attended
exhibition openings to meet them, continuing tesdavhen he was over ninety years of age. Abovye all
he kept an open mind and did not turn down new waorkloctrinaire grounds. He remained intensely

curious, always interrogating in his own mind tinisg the work and his own reactions to it.

In this thesis, | want to discuss the overall pattef Power’s collecting, in particular, the reasdor the
important shifts from one group of artists to amothl will also consider the way he seemed tohzad
of the field in his purchasing of new work, oftegesar ahead of the first British exhibitions ofistd such
as Sam Francis, Asger Jorn, Ellsworth Kelly an@RKitaj. Although he travelled regularly to Pariis

is surprising to note that Power only visited thateld States once in his life and yet he was buying
American art before the ground-breaking ‘ModerniArthe United States’ exhibition at the Tate Gglle
in 1956. A further aspect | will be examining isvier’s belief that the only way to fully appreciate
artist’'s development is to buy work from all théelient stages of hiseuvreand this he did in the case
of painters such as Jean Dubuffet and Francis Rieabwell as sculptors like William Turnbull and

Barry Flanagan.

Because of the lack of detailed information abauw@ and his collection, | decided to begin thissik
with a biography of the man himself and his presicareer, and then to explore the extent of his
collecting chronologically to show its developmener the decades. | also thought it relevant fitcever
section about some of the other British collectdresontemporary art from the same period, to pwtéto
in the wider context of art patronage. | knew tRatver had been happiest talking and listeningetipfe
who actually producegaintings and sculpture and so | recorded 16vigess with some of his artist
friends (those who were still alive) as well asestheople who could give me an insight into Poveea a
collector rather than as the patriarch of his fgmirhese interviews are on a DVD included witlsthi
thesis and | apologise if the sound quality isaletays up to professional standards. Power kept a
accurate record of his acquisitions from 1952 t661@ his archive and | have used this information
extensively as well other papers and letters frioensame source. | have also researched furtherialat

about Power from the Hyman Kreitman Research Cexttilee Tate Gallery, the Courtauld Institute of
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Art, the National Art Library, the Fondation Dubeifffin Paris, the Barnett Newman Foundation in New
York and Waddington Galleries in London.

The only extensive published source of materiauaBower is the catalogue fBrancusi to Beuys,
Works from the Ted Power Collecti@n exhibition held at the Tate Gallery in 1996¢ethyears after
Power’s death. This was edited by Dr Jennifer Muaad | have consulted it frequently.

| have included in the Appendix all Power’s perdaraes, written in the 1950s, about his thougbits
art and on the artists whose work he admired.véltaso included a foreword which he wrote
(anonymously) in the catalogue of an exhibitiomafroup of paintings lent by him in Norwich. Tkists
out clearly his reasons for buying works of contenapy art and his belief that a painting or scuiptu

should represent a challenge to one’s intellectapabilities.



Chapter 1

E J Power — a brief biography

In this section | will be showing how Ted Power dieyped his career, firstly as an electrical engiaee
then as chairman and managing director of a largeufacturing company. Power left school aged 15
and | will also explain how his attitude to lif@, business and to art was formed by his lack ahédr
education. His independence of character andntisg@eneurship began at an early age and althoeigh
took advice readily, he made his own mind up whetisions had to be taken.

| will be discussing his own art collecting sepahatbut | hope to illustrate here that his inteiasdesign
which started in his thirties, was the forerunmehis appreciation of painting and sculpture. Desn

the 1920s and 1930s became an aesthetic and pasitadf the competition between brands of domestic
products — one element in the birth of consumeri&adio and later television, were two of the faiste
developing industries at that time and Power’s camypvas at the cutting edge of new design and
technical innovation and this was reflected lateew Power began to collect art which had not yehbe
understood, even by the professionals. Althoughlvéiean imposing figure, Power was not interested i
self-publicity (he turned down honours on more tbae occasion) and he was happiest talking tasyrtis

many of whom became his close friends.

E J Power, who was always known as Ted or EJPsttamily and friends, was born in Birr in County
Offaly in Ireland on 11 September 1899. His fatiiRatrick Power, was a sergeant in the Leinster
Regiment (King’s County Militia) the headquartefsanich were in Birr at the time, and his motherswa
Alice Hart who came from a farming family. Poweassthe eldest son with two younger brothers,
Michael and Patrick, and a sister, Alice, who wasyoungest sibling. His parents separated at819
his mother took the children to Manchester whees thiere enrolled in a Catholic church school agdch
to the Jesuit Church of the Holy Name. AlthoughvBowas not a religious man, he always had a
healthy regard for the Jesuits which may well hsteenmed from his early schooling and the help he
received from a Father Kirby who encouraged hisrggt in things mechanical. Power was allowed to
use the priest’s library where he read avidly bsitdarticular bible at the time was the ‘Naval Radi

Handbook’ which he studied at length.

Power was fascinated by the Morse Code and theepbit radio signals from a very early age. He
always told his family that it was the case of Dip@en in 1910 which fired his eleven-year old

imagination. Crippen was the first criminal todreested in another country by means of a radioasig



on board the SS Montrose in the St. Lawrence riv€anada, on a warrant issued in London. Power’s
enthusiasm for this very new form of communicatieas further developed when he left school and went
on a four month, private course at the Wilmslow iB&thool studying Morse, signals, crystal recesyer
electric motors and many other aspects of thiswevid. He was awarded & Tlass Certificate, aged

just 17 years of age. The following year, he vadened for the Royal Navy and after initial tragpwas
sent to the Crystal Palace Communications Centeravhe felt frustrated as he was more qualified tha
the officers. Eventually he obtained a transfeariactive unit based at Lowestoft, his first cartios

with East Anglia which he maintained for the refshis life. Power had an unusual naval serviceabse

of his technical skills. He often told of a ‘heattidcussion’ with a gunnery officer who objected

violently to the removal of one of his guns to makay for some new-fangled radio equipment

(especially when it was at the request of an orgisaaman).

In 1917, Power volunteered for minesweeping duiggsause it paid extra (at the rate of ‘three hapen
per mine’) and because the ships carried radigpegemt. Yet he kept studying his subject not |e&st
the ‘Admiralty Handbook of Wireless Telegraphy’ e ldtayed on after the war to build up his savings
before he enrolled at the Marconi Radio School,relhe obtained a*IClass Certificate in order to join
the Merchant Navy and see the world. Power’s simggs of purpose came to the fore as he never drank
alcohol during his three years of service but sam@tsistently to accumulate capital to start his ow
business. This he did in 1922, producing crystd and transformers and selling them to retadech

as Gamages before joining one of the very earlyufaaturers, McMichael Radio, in 1926 as chief
engineer. His independence of spirit coupled withlack of reliability of radio sets of the dayade

him set up a workshop in Slough repairing wirelessad making radio receivers which he continued to
do until 1929. By then ‘Power was a seasonedaetef the wireless business, lively and resoutcefu
yet with both feet on the ground, a practical eegitwith experience of running a factotyHe was
ideally suited to team up with his friend Frank Miy as partner and chief engineer and to establish

Murphy Radio in that year.

Initially, the new company continued Power’s cortimcwith Gamages, making low-priced sets for the
store to support the business while they testedhait own production lines until they finally lacimed

the first Murphy radio in 1930. This four-valverpable was enthusiastically received by the tratk a
thanks to Power’s strategy of selling only to apped dealers (of which 200 were approved nationwide
in the first year and trained by the company) pdoteebe the first of a long line of successful Muyp

! Keith GeddesSetmakersg(London, 1991) 158



radios which continued for more than three decad\as. content with manufacturing a set of the hgihe
technical standards, Power and Murphy felt thatihgearance and styling of a radio was equally
important and to this end, in 1931, they went todgiway in Worcestershire to visit a firm of furmiu
designers called Gordon Russell. It is not an ggeagion to say that this meeting changed the el
the participants, both their companies and infleenthe whole course of British industrial desidgm his

autobiographyDesigner’s TradeGordon Russell amusingly recalls that:

Murphy and Power came wearing old mackintosheschotd caps, looking as if they worked
round the clock. They felt that radio was too cbogped: they wanted simpler, better built
cabinets which were as good as the sets. “Lothkislt said Murphy producing a portable
cabinet, “it's just a box. No ideas. Ted and | hapent many hours trying to find out how we can
keep these ugly knobs out of the way without makiregn inaccessible but we haven't got

anywhere.”

R D (Dick) Russell took on the task and the Murphbinets were the first to be planned from thet stfar
production by a design team, with Dick Russellragts theesthetiadesigner — a term introduced by
Power himself — and the first indication that hesvs@coming aware of other disciplines beyond radio

engineering.

Although the radio and television cabinets desigme®ick Russell for Murphy Radio went on to
become international classics of modern designfitsienew sets were initially loathed by the Muyph
sales force and indeed, some dealers. Howevehedtyne the Radiolympia exhibition in 1933 took
place they had become the benchmarks of innovatdrhad influenced other radio manufacturers. The
Gramophonenagazine noted that ‘Since he designed the calfimeldurphy’s some time ago, Mr

Russell has simply swept the board. | should twsscribe to him some of the monstrous developsnent
that have been made from his clean lines and sibgdety of form. But even these exaggerationgnare
their way a tribute to his successlt is possible to speculate on how much thos@dssn the 1930s
affected Power later, in particular in his choi¢eswch artists as Constantin Brancusi and William
Turnbull. Through the early 1930s, Murphy Radid #tmeir factory in Welwyn Garden City steadily
expanded and they continued to work with the detggm at Gordon Russell to such an extent that when

Power (by this time a married man with four chilgrdecided to move to a new house nearer the fgctor

2 Gordon RussellDesigners Tradeg(London, 1968) 147 and cited by Mundy p.11
3 Quoted in cataloguR D Russell, Marian PeplefLondon, 1983) 10
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he asked them to incorporate some of their newtfumideas in his own home. His daughter, Janet,
remembers Bentwood chairs and a rug of abstragjrdesade by Dick Russell's wife, Marian Pepler
who was an established weaver. By 1936, many @sabggan to develop with Dick Russell becoming a
salaried member of staff at Murphy’s; Nikolaus Rergoining Gordon Russell as chief buyer; and most
important of all, in January 1937, Power takingraa® chairman of Murphy Radio. From then until the
outbreak of the Second World War, the company uRdever’s leadership established itself as one of
the most innovative and successful radio manufacdun Britain launching a stream of new models
including radiograms and television sets as wetlassole and table wirelesses. Power also dewélope

and patented the advanced ‘automatic frequencyabwhich became yet another industry standard.

The advent of war in 1939 meant that Murphy’s entiatput was switched to military communication
equipment and the development of radar and highepealves, all vital contributions to the war effor

In his eulogy at Power’s memorial service in 1998d Renfrew of Kaimsthorn recalled that during the
early part of the war when high-powered valves virengery short supply, Power would sometimes drive
the newly manufactured valves all over the soutBrggland in his Lancia Aprilia to ensure that they
were delivered to the front line radio stationdteAthe war, while the Electronics Division conted to
make military equipment, Power concentrated orréhestablishment of television set production. As
chairman of BREMA (the British Radio and Electridénufacturers Association) he successfully
campaigned in the Ministry of Supply for a workahblecation of the country’s meagre resources,
particularly of steel, so that the whole industoyld expand into the future. Power was alwaysilogpk
ahead and in the early 1950s, he was instrumeiritalothers in urging the government to start new
television channels with commercial advertising greater consumer choice. By this time, Murphy
Radio had been floated on the stock market as kcppdmpany (in 1949) and had the resources toyenjo
the great boom in the television industry. In 1988wer opened a large new factory (of 30,000 sguar
feet) in Welwyn Garden City followed by new worksSouth Wales and Skegness as well as assembly
plants in South Africa, India, New Zealand and imthirthplace, Ireland. In total he was employingre
than 4000 people, some highly skilled in a newsion manufacturing medical and acoustical equipment
as well as electronic control systems for the rargmwer industry. Perhaps because of his own
background, Power fully understood the importarfoedoication and he was a founder trustee of the
Hatfield Polytechnic, one of the first Further Edtion Colleges, later to become the University of
Hertfordshire.

By 1962, however, the booming television market satsirated and Power could see that independent
manufacturers would have to combine to survivehilgaly competitive trading conditions and he sold

Murphy Radio to the Rank Organisation thus enaltting to develop much further his long standing
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interest in contemporary art. Power had startgahiguthe work of Irish artists such as Daniel O’'Nei

and Jack Yeats from the Victor Waddington gallerypublin as early as 1950 and by the time he w©btire
he had become one of the leading collectors oferoporary art in Britain.

Power’s long association with the Russell brotlverstinued after the war with Dick becoming a
consultant to Murphy Radio. He continued to desiggir radio and television cabinets until 1948 whe
he was appointed Professor of Wood, Metals andi@lasthe Royal College of Art. Meanwhile, Gordon
Russell was part of the Board of Trade team whamisged the important post-war exhibition ‘Britain
Can Make It’ at the Victoria and Albert Museum @46 when various leading designers were invited to
‘build’” and decorate a room which Dick carried thgb, using his latest furniture ideas including a
Murphy radiogram. In the following year, Gordorchme Director of the Council of Industrial Design
and subsequently he and Dick were asked to putaiaivwdeas for a building which was to be a central
part of the Festival of Britain in 1951. This resdlin their pavilion * The Lion and the Unicornhieh

was only one of two in the Festival where the bingdand its contents were designed and selectédeby
same people. Once again, one of Power’s televasi@s on display. Both the Russell brothers arttl Te
Power had come a long way since their first medatifgroadway in 1931 and undoubtedly they had
influenced each other, triggering off Power’s lateerest and passion for good design which hex lat
continued in his art collecting. By mixing withetiRussells and their friends and contacts at intits

like the Royal College, Power must have begun t@ldg his own attitudes towards contemporary
sculpture and painting which would come to fruitiwshen he had the time to start looking at what was

around in London and Paris.

From the start of his career, Power was clear ozt Wl preferred in matters of design for himsaifthe
early 1930s, Power’s office was designed by Dicksell and described by his brother, Gordon, as
‘severe’, although they both regarded it as sintylicf design. They still agreed on such matterghim

late 1950s when Power asked Russell to designeslat in London. It is worth quoting in detaibm
Russell's description of the completed apartmentibse many of his ideas and beliefs were shared by

Power and are reflected to a degree in his chdiegtio

Two flats were knocked into one, to give an uniligli@ang L-shaped living room with a dining
area in the shorter end. As an engineer, Powenveas impressed by function than decoration
and wanted as little movable furniture as possifdleus, a long teak seating unit was designed to
extend the whole length of the window wall whickés the radiators, acts as a shelf for plants

and sculptures and seats up to 60 people if neges8gine-panelled suspended ceiling covers
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the room linking both ends in a smooth uncluttesag. No light fittings are visible to break this

flow — all lights are hidden above the ceilifigsee Figure 16)

This was a perfect example of Dick Russell's desigsthetic which he himself described as ‘purity of
expression, absence of complication and contrivamdensive use of natural materials and textures,
preoccupation with quality and a clever exploitatal space, a sympathetic setting not only for peop
but also for works of art® Indeed, Power’s flat was deliberately designed sstting for large paintings
and sculpture and was the scene of many a discuasiong artists over the years. Russell’s design
philosophy was inspired by one branch of Modernisom the 1930s onwards, and the idea that
architects and designers were part of a commoredaube aesthetic planning of a better worldis It
difficult to estimate how much Power was influentgahis, but looking at the Murphy Radio
catalogues, one can readily see many aspects oéiistithinking which ran as a consistent theme
throughout these publications.

Power and his wife, Rene, moved permanently imédfiat in 1962 and he continued to live thererafte
his wife died in 1978, until his own death in Ndkfan 1993.

Because he was such a modest man, it is easyget foow much Power contributed to the public
showing of contemporary art over more than fourades (all the exhibitions mentioned in this section
will be discussed later in this work). As earlyl®56 he was anonymously lending some of his pagsti
to an Arts Council touring exhibition. The followg year the exhibition was shown at the ICA when he
did agree to having his name published in the cgtad. The paintings he chose were all by artists wh
were living in Paris at the time and this importarhibition with an essay by Lawrence Alloway was
described by the art critic, David Sylvester, as ohthe best exhibitions of post-war painting &vé

been seen in the counftyln 1958, Power lent all the paintings for a sett®A show organised by
Alloway called * Some Paintings from the E J Powetlection’ which showed for the first time Power’s
switching of interest from the School of Paris &aBrA movements to the new American art of
Jackson Pollock, Franz Kline and Willem De Koonifighis exhibition predated the famous Tate show
‘The New American Painting’ of 1959 at which Powaas the only British lender and (anonymously) a
major contributor to the costs of the cataloguethke same year, he maintained his East Anglian

connection by lending all the paintings for a snsalbw in Norwich called ‘10 International Artists’.

4 Quoted in cataloguB D Russell, Marian Peplefl.ondon, 1983) 24
5 .
Ibid 25

6 Quoted in cataloguBrancusi to Beuys, Works from the Ted Power Catlecedited by Jennifer Mundy, (London, 1996) 16
(thereafter Mundy)
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The 1960 ‘Situation’ show also benefited from Pdweatronage, as he firstly lent a number of wdrks
young British painters and then subsequently dahatselection of them to the Tate in order to

strengthen their holdings of avant garde Britigh ar

In 1963 the Tate asked a number of people assdaiatk the Gallery to select works owned by
themselves to appear in the ‘Friends of the TathilBtion. This time, Power extended his range to
include painters such as Piet Mondrian, Robert &g and Gino Severini. His interest in the wark o
Francis Picabia is illustrated by the fact thatdre ten paintings to an exhibition on that antwsiich was
held in Newcastle in 1964 and later that year @ati@A. Through the next two decades Power coetinu
to donate paintings to the Tate or sometimes lsethtworks at very favourable prices. He boueit
Battery(1963) by Joseph Beuys after the Tate had decitngten lent the piece to the Gallery and ten
years later presented it to the Tate as a giftlatesas the 1980s, he was continuing to offer o
paintings by Jean Dubuffet and Barnett Newman whithought should be part of the nation’s public

works of art.

Throughout his career, Power was involved withaasiorganisations connected with contemporary art.
He was a founder member of the ICA and was cloas$pciated with a number of ICA exhibitions
through the 1950s and 1960s. In 1961 he was dl¢éatine Council of the Royal College of Art and
served for two years. After his death, Power’'sifgieontinued this association with the College by
giving an annual bursary in his honour to a poatdgate student.

One of the important public positions held by Powas his period as a Trustee of the Tate Gallem fr
1968 to 1975, when Norman Reid was Director andeRdbainsbury was chairman of the Trustees.
When | interviewed Reid (just before his deathjrtentioned that Power had no basic prejudice against
new ideas and that he always tried to see thimgs the artist’s point of view at Trustee meetingged

had a most receptive, uncluttered mind which waaced by a new vision and this meant he often
argued forcefully for new work to be acquired, stimes with fellow Trustees much younger than
himself.” Power was instrumental in pushing for the puret&<Carl Andre’Equivalent V1111966),

the famous bricks which later becameaaise célébran the early 1970s among the popular press. As
Howard Hodgkin said when | talked to him about fhatdent, ‘Ted did push the Trustees to buy Anslre’

bricks but when they were shown later and all tiss fhappened, the visitor numbers went®upower

" Track 10 on the DVD of my interviews.
8 Track 11 on the DVD of my interviews.
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remained closely involved with the Tate for thet i#his life, as the current Director, Nicholag&a, is

the first to acknowledge:

The Tate has been enormously enriched in partievdgs by what Ted gave, sold, bequeathed,
received in lieu and so on. | think also that l@swnportant for two generations of British artists
— the Turnbull, Hamilton generation on the one hamdl then the Hodgkin, Caulfield, Hoyland
one later’

Power collected contemporary art assiduously forentlean 35 years and delighted in showing his
pictures to young British painters who did not ajg/&ave the opportunity to visit continental Eurape
America. That generosity of spirit coupled witls Bupport for many exhibitions and his donations to
national museums, had a lasting effect on thedBrisirt world which this dissertation will explore.

% Track 1 on the DVD of my interviews.
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Chapter 2

Post-war British collectors of contemporary art

The purpose of examining some of the other coltsaddthe period is to put Ted Power in the contéxt
the wider art world and demonstrate that the saatkrange of his collecting was unmatched andi#tis
consists, in my view, of the main British colled@f contemporary art over the three decades thker
War. It is by no means definitive but it does shediverse group of people who were passionatetabou
the art that they collected, were closely involweth the artists who made the work and who constbte
supported them. Despite the wide-reaching chatggpsst-war Britain, only a few people were prepare
to patronise the new art and go against the toawitiBritish collecting style of looking backwartdsthe
work of previous generations. The collectors dssed in this section were all gamblers — noneerhth
bought for investment or profit — and not all werealthy enough to take risks with their choicesuist

to support. But they did.

All but one of the collectors (Jim Ede) formed Etienship with art dealers, sometimes with onlg on

but often with a small number depending on whidls@rthey represented or showed. Even in those
days, the contemporary art world was changing rgjgidd collectors needed the professional dealers
who kept their fingers on the pulse and who coudldse on the quality and range of work on offeheT

art press was at an early stage then and the deaseoften the only source of information aboundisor
new work from overseas. A new group of young dsadet up in business in the 1950s and 1960s
including Freddy Mayor, Robert Fraser and John Kasmrival the older sellers such as Tooths and
Gimpel fils who were themselves beginning to praengt- and- coming painters and sculptors. At the
same time the London auction houses like SothednydsChristie’s re-established themselves and begun
to influence the buying patterns of collectors.

It is interesting to note how many of this groupcofiectors started with respected European panter
before switching to the younger generation of Bhitartists as their confidence and knowledge
developed. None were fixated on one artist or mmearg and most sold some work before they moved on

to fresh fields which perhaps shows the influenicda® American style of collecting.

Sir Robert Adeane(1905-1979) was an aristocratic financier andressman who was born in
Babraham House in Cambridgeshire which had prelyidaedonged to his family, the Wyndhams. His
older cousin, the painter Richard Wyndham, intredu&deane to contemporary art after the war and

specifically to the art dealer, Freddy Mayor, wiezéme a lifelong friend. Adeane started collecting
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his own behalf in 1946 and continued contemporaslgauith Power for more than three decades. The
first picture he ever bought waginter in Provenc€1925) by Matthew Smith just a few years before
Power purchaseinemones in Blue Vag&928) by the same artist. Their interest inoasipainters
overlapped on a number of occasions. They botllttdbrnst, Gear, Hamilton Fraser, Matisse,
Ozenfant, Picabia, Picasso, Scott, Tilson and Wanmong others. This was usually through the Mayor

Gallery in Adeane’s case, while Power used eittmatis or Gimpel fils.

Although they both used dealers, they kept them owlependence and had similar views on why they
bought certain paintings. Adeane wrote ‘my metbbdollecting was a simple one — | bought what |
liked, what | was advised was good and what, atithe, | could afford® Like Power he rarely used the
word ‘collection’ and went on to write ‘ such a wias not applicable to these acquisitions maderby a
individual untrained in Art with an ambivalent tagt' a description of Power’s views to the letter.
Adeane never bought in the quantities that Poweraiieferring generally to have a limited numbeaor
single example of a particular artist's work andhlagl an interest in Surrealism not shared by Power.
was passionate about colour and the excellentipgsby Chagall, Kandinsky and Nolde which he
owned reflected this. Adeane was a trustee of #te Gallery from 1955 -1962 (a few years before
Power) but he was most famous for founding therfeiseof the Tate Gallery in 1958, a very effective

fund raising group of supporters. He became chairof the Mayor Gallery in 1973.

Adeane was a major benefactor to the Fitzwilliams®lum in Cambridge, donating £100,000 towards the
cost of building the Adeane Gallery in additiorthe paintingCamels(1962) by Larry Rivers andom
(1976) by Andy Warhol — a drawing of one of Adeangdgs. On his death, he also bequeathed
important works by Ernst and Delvaux to the Tdtks wife Jane Adeane later left most of the pagin
she had inherited from his collection to the Easglia Art Foundation and they are now kept at the
Castle Museum in Norwich. Adeane was knighted9@1lfor his services to art and his very personal
choice of artists illustrates the fact that he kaapbpen mind about trends in painting and followisd

own convictions about the quality of new work. Was closer to the traditional English collector who

was updating his family’s paintings and in that veywas on a different trajectory to Power.

H S (Jim) Ede(1895-1990) is always inextricably linked to Kettl Yard in Cambridge, a unique

museum he established in 1965 which places superbm@es of 20 century sculpture and paintings in a

10Quoted in catalogueoan Exhibition of Modern Pictures from the Colleotof Sir Robert AdeanéNorwich, 1962) 5
11 ..
Ibid 6
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domestic setting. By doing that, Ede successtulbke down the artificial barriers between the nonse
culture of much contemporary art of the time arelfhrceptions and attitudes of the interested man i
the street — something also dear to Power’s haaitie often explained to his family. Ede atterttied
Leys School in Cambridge and although his latetraming was interrupted by the First World Way, b
the early 1920s he was a curatorial assistanteatate Gallery and one of the few members of sthti
had a genuine interest in modern art, especiatigd®o and Braque. It was while Ede was workirigeat
Tate that an extraordinary event occurred whichriegpdrcussions for his career many years later. In
1926, a large quantity of the work of Henri Gaudrzeska was dumped in his office which happened
to be the board room and so had a large tables Wwas 10 years after the artist’s tragic deattomlzat
and the work somehow had become the property oftbasury. Ede explains with some irony in his

memoir that:

The enlightened Solicitor General thought thatrthgon should acquire it, but no, not even as a
gift. Inthe end | got a friend to bi@hanteuse trist€1913) for the Tate, together with three
more works which | gave them, three others to tbet@€mporary Art Society and the rest, for a
song, | bought?

Thus Ede’s lifetime of collecting began and he oared for the rest of his long life with virtualho
money available, relying instead on hard bargai@aing frequent gifts from the artists themselvean
wealthier friends. He was strongly influenced is darly life by the views of Ben and Winifred
Nicholson who subsequently led him on to Alfred Wgaand Christopher Wood. The works of all four
artists are hanging in Kettles Yard. His expergeeatbecoming, by accident, the leading BritisHeszibr

of Gaudier-Brzeska made him appreciate Brancusmvhe came to regard as being the benchmark for
modern sculpture. He acquired two Brancusi pieeesnetheusindFish — the latter in the same series
as one Power had bought in 1964 and which is ndWweaate. Ede also had an affinity with naivte ar
most notably in the work of Wallis but it would fa@ong to classify his taste as being unsophistitate
He also collected Barbara Hepworth, Henry Moore, yihunger Japanese sculptor Kenji Umeda, as well
as ltalo Valenti, the Italian artist whose absti@dtages in dachistestyle have shapes that can be
compared to Ellsworth Kelly. Perhaps the most lyiglersonal of Ede’s choices was William Congdon
whose early work in New York had been influencedPlayl Klee and then by Abstract Expressionism.

He had been shown at the Betty Parsons galleryeim Xork and later was collected by Peggy

2hs Ede A Way of Life — Kettles YarCambridge, 1984) 16
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Guggenheim in Venice, but in 1959 he changed lle sbmpletely and developed more religious

themes. Today he is largely unknown.

Gaudier-Brzeska, however, remained the centrekEele’s collection and the range of his work to be
seen at Kettle’s Yard is a testament to his tadenta sad reminder of his tragically short lifeis H
reputation was in decline for many years andtib@ks to the writing of Wyndham Lewis and Ezra
Pound and most of all to Jim Ede’s long-standingpsut and publicising that he is now regarded as on
of the foremost sculptors of the®6entury. The clean lines and smooth surfacesanid@r-Brzeska’s
work seem to embody the energy of modernism coupltdthe influences of early African art. From
that first chance encounter with the sculpturesdmaings of Gaudier-Brzeska in the 1920s, Jim Ede
built up a highly personal and interesting collectwith few resources but with a most perceptive. ey
He went his own way within the confines of his viefaart, hardly ever using a dealer but nevertlseles
ensuring that a high level of coherence was acHi@véis collection. His great gift was to build a
remarkable environment in which the public canfee¢hemselves what drew him to the artists he

enjoyed.

Gabirielle Keiller (1908 — 1995) was an unusual patron of contempandrin that she did not start
collecting seriously until she was in her fiftieShe had previously bought a few Old Masters bd9i60
she had a conversion to modern art of almost Da@masproportions when she went to Venice for the
Biennale and met Peggy Guggenheim who took hdradtitish Pavilion and showed her the work of
Eduardo Paolozzi. He and Keiller became lifelomgnids and she collected his drawings, prints and
sculptures for the next 25 years. By coincideRmyer was also in Venice at the same time as h& kne
Guggenheim and had acquired some of Paolozzi'sspiamd it is quite possible that he and Keillet ate
Guggenheim’s extraordinary house.

Keiller had been an accomplished golfer in hertly@nd had won the Ladies Open Championships in
Luxembourg, Switzerland and Monaco and had reptede®ritain a number of times. Her husband,
Alexander Keiller, as well as being the heir tofaisily’'s marmalade business in Dundee, was an
archaeologist of some repute. Over many decadasadhbis team excavated and reconstructed thatsite
Avebury, one of the most important prehistoric aeblogical sites in Britain and he later establishe

museum to show the results of their painstakingkywhich is now owned by English Heritage.

Once she had been introduced to ‘modern’ art, &ellegan to study it in her usual organised way and

developed a liking for the Dada and Surrealist muosets, buying examples of Yves Tanguy and Picabia
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from the Robert Fraser gallery in 1962. She atagght more Paolozzi sculptures from the Mayor gglle
and then, interestingly, she acquired two FraneisdB paintings the following year from Marlborough
Fine Art including one of his ‘Pope’ pictures. Mulater, as a member of the advisory committedef t
Gallery of Modern Art in Edinburgh, she made aiglicomment about buying paintings * | think if we
[the committee] decide to buy a Bacon, it shoultllyebe a strong, poignant, typical work. It doésn
matter if we personally don’t all like the subjecatter, so long as the painting is what Bacon stand
for...” ** Whether Keiller carried this philosophy into Ipgivate collecting is a moot point but like
Power, she would look at a painting for years ahémit stopped being half of a dialogue for heg, sh
would sell it and buy another work by the samestadr by another painter all together. Through the
1970s Keiller continued to build her collection adpworks by Jean Arp, André Breton, Edward Burra,
Paul Delvaux, René Magritte, Salvador Dali and Jdad, at the same time selling most of her earlier
Cubist pictures to pay for her new purchases. Quitis period Keiller was a popular volunteer guade
the Tate Gallery meticulously preparing her lecduwe artists as varied as Pollock and Stubbs.wéke
also asked by the Contemporary Art Society to a¢hair buyer for 1979 and given a budget of £11000
with which she managed to purchase works by ninaté@éerent artists.

Keiller had a similar transition from establishear@pean painters to British artists as Power did, lay
the 1980s she had started to explore the workroksaf the younger ones including Barry Flanagan,
Gilbert and George, John Davies, Bruce McCleanli&vil Turnbull and Richard Long who installed one
of his Six Stone Circle§l981) in her large garden in Kingston near LondBhe was so enthusiastic
about this new wave of British sculptors that shé & special garden room added to her house tagisp
the work of Flanagan and Turnbull, leaving her Bapiks in the garden. One of her personal favaairite
also purchased at that time, was an edition of Mddcichamp’Boite-en-valis€1935-41) which was
literally a leather box containing miniature repcand photographs of his work and which Keilleekb

to open up and browse through in a very persongl Wailler, almost inevitably, became a greatride
of Roland Penrose, who sold her various works soln (includingThe Last Voyage of Captain Cook
(1936) which she subsequently gave to the Tat®82)las well as some key Magritte paintings from hi
own collection such dsa representatiorf1937). But the most consistent strand througheutyears of
collecting was Paolozzi and at one time she ownerkrthan 70 examples of his work. In 1987 the
Serpentine gallery mounted a large exhibition afP&olozzi collection, much of which went latetthe
Museum of Modern Art in Edinburgh and her Scottishnection continued the following year when an

extensive exhibition of her Dada and Surrealistfpags and sculptures was held to coincide with th

13 Quoted in cataloguBurrealism and After, the Gabrielle Keiller Colligat, (Edinburgh, 1997)17
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Edinburgh Festival. Again, most of these were aeqguby the Museum of Modern Art in the late 1990s
after her death. Keiller always wanted to learmash as she could about the lives of the artrsts s
collected and to this end she amassed a largectiolieof books, manuscripts, letters, posters, hdisd
and other ephemera which she continually reviewedupdated. Her reasons for doing this over many

years was completely personal and is explainedlizglieth Cowling in her essay on Keiller:

Had this collection been formed by an erstwhile roerof either movement [Dada or Surrealist]
- or by an historian — it would not be surpristodind a substantial amount of this documentary
material. But it was not. It is testimony to M¢siller’s insight into and desire fully to
comprehend the deepest motives of the painterpaeid whose work had come to fascinate

her!*

This important collection is now housed in the KgiRoom in the Dean Gallery in Edinburgh.
Gabrielle Keillor was a lively and charismatic pmrgalways immaculately turned out) who, like Powe
started collecting with an untrained eye but soewetbped into a perceptive and discriminating patro
She was a perfectionist who studied her subjedtietail and yet was also a welcoming host to theyma
people who came to visit her — one of whom was AWiyrhol who took photographs of her favourite

dachshund before producing Rertrait of Maurice(1976), one of his most famous images.

Alistair McAlpine (Lord McAlpine of West Green) was born in 1942 amd member of the Scottish
building and construction family and an inveteratéiector of anything which strikes his fancy. Tha
not to belittle his vibrant curiosity in fields maried as Australian art, 9century French literary
manuscripts, photography, first editions, and plarmebut his collecting could also run to Ameriaag
dolls, Soviet manifestos, shells and even poligedheons. His library of books on pre-historicltiCe
and Anglo Saxon Art was a major research sourcenanxtile collection was one of the finest ie th
world. The use of the past tense in these degmmgts an indication that over the years he hgsiaed,
and then sold, nearly 40 collections of the mokatic artefacts and items. Among these were payst
and sculpture from the 1950s and 1960s and irhthisverlapped with the final period of Power’s
collecting. Indeed they both used the same ddadsiie Waddington. McAlpine first collected the
animal sculptures of David Wynne but in 1964 he wma®duced to non-figurative art and began to buy
the work of Mark Rothko, Ellsworth Kelly and Morii®uis. His great interest however in the late 1060

1% bid 26
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(about the same time as Ken Powell) was in thegyadlyoung British constructionist sculptors calted
‘New Generation’. McAlpine bought Philip King, Tigcott, William Tucker and Michael Bolus among
others, building a special gallery at his house kimley to display their colourful sculptures brefo
typically giving the entire collection of sixty mes to the Tate in 1971. He once said ‘I collect,
suppose, to learn, for | have never collected gspss. When a collection passes from my hande# g

in total — nothing remaing?

McAlpine continued to patronise many British parsteuch as Patrick Heron, John Hoyland and Allen
Jones as well as sculptors like Elizabeth FrinkgprbZhadwick and Turnbull to which he added, in the
1980s, the Australian artist Sydney Nolan, alontpwwany Aboriginal painters. This was as a resilt
his visit to Broome an obscure town in north wessthalia which he completely redeveloped with a
cinema, zoo and later luxury hotels and housesthByL990s, he was living in Italy and had become a
prolific author writing four books about the joysdapains of collecting in addition to volumes orlsu
diverse subjects as the techniques of Machiavetilation to modern business and a philosophifeof |
for the 2F' century. McAlpine is unlike any other privatelegtor in Britain but the sheer scale and
diversity of his interests makes him an essersietior in any review of the subject. His curioubihaf
jumping from one field of collecting to another sltcbnot detract from his own scholarly researchs- h
huge collection of natural history books, for exéngvas sold at Christie’s in 1973 for a benchmark

figure. One aspect of his attitude towards cailtgctan be illustrated in his own words:

The form a collection takes is largelyedo the dealers and artists a collector meétsertainly
was in my case, for although | feel confident tiat initial choice of direction was mine, both
dealers and artists have introduced me to the wafr&gher artists in the same feeling, whom |

would not otherwise have come across or found itntihis too late®

McAlpine is a man of many parts. In addition te husiness interests across Europe, he was Treasure
the Conservative party from 1975-1990 and its Dg@itairman from 1979-1983. He has managed to

combine a diverse range of activities with a geawariosity into art in many of its manifestations.

15, StourtonGreat Collectors of Our TimgLondon, 2007) 327

16 Quoted in catalogu&he Alistair McAlpine Gift(London, 1971) 7

22



Roland Penrosg(1900 -1984) was an influential figure in the Bsfitiart world from the 1930s until he
retired in 1976 to his country house in East Sus$®nrose was a truly multi-talented man; a pgiate
sculptor, a collagist, a poet, an author, a gakkevper and exhibition organiser, and a patron and
promoter of Surrealism. He became involved in &lism as early as the 1920s when he was introduced
by his then wife to André Breton and Paul Eluard #twough them to Max Ernst who was an important
influence on Penrose’s own creativity. He also doetn Mird, Giorgio de Chirico and Salvador Dali in
Paris and later became a close friend of Picasgan®Nu sur la plagg1935) in 1937, his first
acquisition by the artist. At the same time, haialty saw Picasso paintir@uernicaand later that same
year, after he and E L T Mesens had set up thedo@hllery, he arranged for the painting to tour
Britain in 1938 to raise money for the Spanish Rdipan cause. Throughout the 1930s, Penrose
continued to champion Surrealism and in 1936 harosgd the ‘Firsinternational Surrealist Exhibition’
at the New Burlington Galleries in London. This veasuccessful but controversial show as it was the
first time a rather bewildered British public hagka such art and almost inevitably the press @aetas
in Penrose’s own words, ‘abysmal’. Yet undoubtetiyas an extraordinary achievement to fill one of
the biggest galleries in London with dozens of pags as well as sculptures by Moore, Alberto
Giacometti, and Brancusi. Penrose did not negdliscown work during this period and his painting
Portrait of a Leaf(1934) and his sculptuf@aptain Cook’s Last Voyad@936) are good examples of the
diversity of his skills. By this time he had mes fiuture second wife, the American photographer Lee
Miller, whom he painted many times and who latdrieeed fame in her own right for her excruciating
photographs of the horrors of the death campsarSgrond World War. Penrose and Miller travelted t
the Balkans together in 1938 and Penrose wrotenauda Surrealist poetic diary callétie Road is Wider
than Longabout their travels.

The Institute of Contemporary Art (ICA) became gonaart of Penrose’s life after the War. He and
Mesens with Herbert Read, Peter Gregory and ofklrhere was a need in London for some sort of

meeting place for like-minded people. Penroseris=t the original concept as:

something which was not a copy of the café lif@aris nor an imitation of the Museum of
Modern Art in New York with its rich patrons. Irobdon there were no rich patrons and no cafes
and an organisation had to be formed to providaeepwvhere poets, artists, actors, musicians,

scientists and the public could be brought togetfier

R PenroseScrap book(London, 1981) 142
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Penrose was the Chairman of the ICA from its inoepantil 1969 (later its President) and he was
instrumental in organising and funding its firshéition ‘Forty Years of Modern Art’ in 1948, a sio
held in the basement of the Academy cinema in @x&ireet. In the following year, the ICA mounted a
much larger exhibition ‘Forty Thousand Years of MadArt’ which included not only Picasso’s
Demoiselles d’Avigno(il907) but also examples of ethnographic art tmstine links between man’s
creativity through the ages. After these grourehking exhibitions, the ICA continued its pionegrin
work in the 1950s and it was at this time that RoWwenself an early member of the group, becameemor
closely involved.

Penrose continued to promote some of the younggsiBartists such as Hamilton, Turnbull and
Paolozzi, who were all members of the Independeaufs(and all collected by Power at various times),
but his real passion was still for Surrealism whicks beginning to seem out of step with post-war
Britain and the strong influence of American cudtand art. Increasingly, he turned to writing and
produced two books on his friend Picasdeortrait of Picassan 1956 andPicasso, his Life and Work
1958 as well as subsequently, other titles on Mian Ray, and Antoni Tapies before his own unusual
autobiographyscrap Book, 1900 — 198 Dne artist who was a mutual friend of both Psarand Power
was William Turnbull who, like Power, was a selfréessed ‘non-pub’ man and liked to meet in the

environment of the ICA to talk about art. Turnbatice said that:

the ICA whose outlook towards European and int@nat art was important and it was a view
characteristic of Roland Penrose as well. It was the first place I'd come across in London
outside a pub where you could meet friends in aalagay — it was as close as you could get to

café life in Paris!®

This was as good a recommendation as Penrose loopédfor. Although Penrose’s own collection was
largely connected with Surrealism and Picasso)dweacquired over the years a number of othertsirtis
whom he admired including Eileen Agar, Giacomaftbore, Bacon, Dubuffet, Chadwick and Reg
Butler. He was most famous for his involvementwite ICA and for the many exhibitions he organised
there and at the Tate and other galleries. Thendm very much a public figure and his steadypout

of books, articles and lectures kept him at thieffont of cultural opinion. He was knighted in6Bfor

his services to contemporary art and remains aotitapt and unusual figure in British culture be@us
he combined his own talent for painting and scukptuith great organising skills and leadership —

something rare among artists.

18 A PenroseRoland Penrose, the Friendly Surreali@unich, 2001) 140
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Kenneth Powell(1923- 2006) is a good example of someone withtdithresources who nevertheless
built up more than one impressive collection ohpiags and sculpture by means of ‘an unswerving
insistence on quality and never hesitating towetks in order to refine and improve his collectioh

He started collecting Chinese porcelain in the 33&5@ an exhibition at Agnews in Old Bond Streedrne
his office, in 1962, sparked his interest in thendan Town Group and he began to buy work by Harold
Gilman, Robert Bevan and Spencer Gore, sellinghise porcelain collection to do so. Indeed, Powel
remortgaged his house (without telling his wifepnder to buy four paintings by Spencer Gore inle
1960s. He also bought paintings by Robert MacBrydmifred Nicholson and Christopher Wood
among others, but as the price of Camden Town i@stescalated out of his reach, a chance viditeto t

Annely Juda gallery in 1972 changed the pattetmtollecting.

Powell had not been aware of the quality and rarigeorks of the British Constructivist and abstract
painters of the 1950s who, it must be said, wetebtashion at the time and thus were sellingrates
which he could afford. This was a different butessary tactic for a person on a limited budgetceD
again he started to sell his previous purchasbsydis first piece in the new ger@®nstruction with
Aluminium Plate1954) by Stephen Gilbert, an artist who had mresfly been part of the CoBrA group.
Gilbert had been enrolled in the group by Asgen &ore of the main artists in Power’s collection.
Powell continued to collect British abstract agistich as Victor Pasmore, Adrian Heath, WilliamtSco
and Anthony Hill, all of whom had been featurechmimportant book of 1954 by the art critic, Lawgen
Alloway, called ‘Nine Abstract Artists’. Exceptrf@Villiam Scott, Power never bought British abstrac

artists of this period even though Alloway was ohéis closest friends and advisors.

One of the other painters collected by Powell imeauantity was Prunella Clough who has been rather
under-valued until quite recently, but Powell rasged to the gritty realism of her earlier work deat
paintings formed the largest single group in higection. Clough became a close friend of Powedbs

did most of the other artists he collected anchiany years they all assembled in Powell’s beautiful
garden for an annual party to celebrate his ergistisisupport and patronage. More than seventisvor
from the Powell collection formed an exhibitiortla¢ Scottish Gallery of Modern Art in Edinburgh in
1992, including paintings by Patrick Heron, Petanyon, Terry Frost and Turnbull and sculptures by
Butler and Paolozzi. This important body of wosknow held by the Scottish National Gallery of
Modern Art in Edinburgh along with most of Poweltsllection of works on paper. Some of these latte
items were designated to be given to the Britisls&luim. Powell was a dedicated collector of modest

19 Quoted in catalogudew Beginnings: Postwar Art from the Collectiorkeh Powell (Edinburgh, 1992) 9
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means and in the catalogue for the 1992 exhibiicmphilosophy was described in the following teym
‘truly successful collecting is not an amassing@xpensive items to decorate one’s walls, but a

willingness on the collector’s part to integrate #rt into his own life®

Robert Sainsbury and Lisa Sainsbury(1906-2000/ 1912 - ) were regarded as a paifandis well as in
the world of collecting. Their tastes were extdaoarily complementary although he had a preference
for small objects, sculpture and drawings, whestesliked paintings and colour. They are insepgrabl
linked to the world famous Sainsbury Centre fordisArts on the campus of the University of East
Anglia in Norwich. This building designed by NormB&oster houses their huge collection of paintings,
sculpture, ceramics and artefacts from all ovemtbdd and includes works from the very earliestdito

the late 28 century.

Robert Sainsbury did not welcome being referreaista ‘collector’ for his reaction to any work of amas
‘a personatompound of sensuous, emotional and intellecesganses?* and he believed there was no
such thing as ‘good’ taste or ‘bad’ taste, onlyratividual's personal taste. His first purchasd @381

was Jacob EpsteinBaby Asleef§1902- 4) which was a bold choice at the timehasartist was being
vilified by almost all the media and many art csti Undeterred, he went on to buy Moodsther and
Child (1932) and continued through the 1930s buying nMaogre drawings, a Picasso watercolour from
the Mayor gallery and artists such as Matthew Sindtim Tooth’s. As early as 1935, however, he had
begun to collect West African art some of whichlddee linked to the smooth surfaces and shapdseof t
work of Epstein and Moore. In those early days\§lairy, even though he was a scion of the famous
retailing family, set himself a modest budget far &t purchases and he maintained this self-ingpose
discipline right through to the 1950s. His own figrhad no connection with the arts, in contrashi®
wife Lisa who had been brought up in a culturechEnemilieu and had studied art history in Paris and
Geneva. They married (in secret) in 1937 and filoam on shared a genuine passion for African and

Oceanic artefacts, possibly influenced by Epstdio Wwad a substantial collection himself.

After the war, while continuing to collect art frodifferent continents, the Sainsburys began to imeco
involved with the embryo ICA and lent some of thegulptures to two early ICA shows, in particular
‘Forty Thousand Years of Modern Art’ in 1949. hetsame year, they met Giacometti and acquired a

number of the drawings he had produced of his lrdihego - a decade later buying the Giacometti

2% |bid 10
21 Quoted in catalogu&he Robert and Lisa Sainsbury Collectiedjted by S. Hooper, (London, 1997) Vol. 1 lix
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sculptureStanding Woma(il958/9). They also met John Hewett, a leadiradesten ‘primitive’ art who
influenced their purchases in that field for maegangs. In 1953 their collection took on a new aed/v
different slant when Lisa Sainsbury met Francisdda&and bought hiStudy of a Nudél952-3). From
then on the Sainsburys gave their unstinting firersupport to the artist (even guaranteeing hesdnraft
at one stage) and in 1955 he painted a commissjorchit of Robert and, in turn, three of Lisaremf
which her husband thought was one of the most bebpictures Bacon had ever painted. It is likely
that Robert Sainsbury had met Power by this timébeyg were both involved with the ICA and had both
collected Giacometti, César and Henri Michaux, agnathiers. Their association continued into the
1960s and 1970s when they both became Trustebs dfte, with Sainsbury serving as chairman from
1969 to 1973. One of their other mutual friends Waward Hodgkin, who painted two pictures of the
Sainsburys’ house includifginner at Smith Squar@975-9) as well as four works commissioned by
Power, one of whicMr and Mrs E J R1972-3) is in the Tate.

In the early 1970s parts of the Sainsburys’ calbectvere loaned to exhibitions in New York and
Holland and the public reaction was so positive thaas decided by the family that a suitable site
should be found to display the entire collectiod arfell to their son David to carry this out. iginally,
Sainsbury wanted to choose Cambridge where he éd &t university, but they both selected the new
campus in Norwich because they could keep the wdallection together, and in 1973 the Sainsburys
gifted more than 500 pieces for the opening ofrt@eintre for Visual Arts. Their commitment to webrl
art also resulted in the creation of the Sainslustitute for the Study of Japanese Arts and Ce#ur
which was founded in Norwich in 1999 and which hesuthe Lisa Sainsbury Library. Robert Sainsbury
was knighted for services to the arts in 1967 aad dged 93 in 2000. He was a dedicated and hard
working supporter of a range of cultural activite@ger many years but he retained his personal
enthusiasm for the ‘passionate acquiring’ of amore an emotional than an intellectual responss - b
always with an discerning eye for the quality af thorks he collected. The range of the Sainsburys’
interest in the visual arts is unsurpassed by dmgrdritish post-war collector and they undoubged|

made a most important contribution to the cultlifalof this country.

Sandy Wilson(1922-2007) or, more correctly, Professor Sir C&8inVilson ARA, RA was a renowned
architect as well as an inspired collector of eohf 1946 onwards. He is most famous for his acwdi
design of the new British Library and for his magtan for the Royal Academy and the RA Schools.
Wilson, of all the private collectors discussedhis section, was best known to Power. They served
together as Trustees of the Tate and shared eastiessupport for artists such as William Turnbull,
Richard Hamilton, Peter Blake, Patrick Caulfieldidtoward Hodgkin. They both started collecting at
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the end of the War and Wilson described his fitstpase as a portrait by Spencer Gore:- ‘| hadsa £3
gratuity on being demobbed from the Navy and | saspbought it as the nearest thing that | could
afford to a Sickert?> He went on to collect a number of Sickerts ad a®David Bomberg and William
Coldstream and visited Paris where he met Bran@iagometti and inevitably, Le Corbusier. He had a
particular admiration for Nigel Henderson, an asrteom Wilson felt had not been given the credit he
deserved. He spoke of Henderson as having preavaacts in Paris which enabled him to ‘act ag bea
leader on visits there, introducing the younger tiners of the Independent Group to their role motféls.
As early as 1953, Wilson was getting to know thengpartists emerging from the Royal College and the
Slade and becoming involved with the Independepu@r even giving a lecture at one of their sensinar
on ‘Proportion and Symmetry’ appropriately enougi.1956 that same Group together with Reyner
Banham of the *Architectural Review’ and Lawrencéo®vay, among others, had become involved with
the idea for the ‘This is Tomorrow’ exhibition &iet Whitechapel gallery in 1956 which can be desdib
as a precursor to Pop Art. Wilson designed patti@fayout of this rather chaotic show and chartged
pattern of his collecting from then on to includeo®zzi, Hamilton, Turnbull and later on Ron Kigagjd

Michael Andrews, who were to become his lifelongrids.

Wilson believed passionately in the symbiotic lielaghip between art and architecture and that the
combination of the two can make a real differemcthé overall effect of a building. He practisedat
he preached and the British Library has an enorrteqestry in the entrance hall by Kitaj and a pdwer
statue of Isaac Newton by Paolozzi in the courtyabth key elements in his design from the start.
When he became head of the Cambridge Universitp@adf Architecture in 1975, he continued to
emphasise the importance of other cultural disogdiand carried this through to one of his lagepts,
the Pallant House Gallery in Chichester. The aabgallery was in a Queen Anne town house which
was restored in 1982 but the popularity of the leitioins put on display there, eventually meant &imu
larger space was needed. This was a difficuliehgé which Wilson with his wife and fellow archate
M. J. Long, achieved and the new building, opeme20i06, won the Gulbenkian award for public
architecture. Wilson had carefully analysed thatkedf geometry and light so that the pictures and
sculptures could be shown to the best advantagmutiaffecting visitor access and all within the
framework of an 18 century building. Wilson successfully maintairsdinteraction between his

professional life as an architect of great sensjtaind what one might call his amateur collectirfigrt.

22 Quoted in catalogu€olin St. John Wilson, Collector and Archite@@hichester, 2008) 30
23 Quoted in Apollomagazine, (Sittingbourne, January 2007) 29
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During the last two decades of his life, Wilson lgagen parts of his collection to various publidlgaes
but on the completion of the Pallant House gallaeygave all the remaining paintings and sculpttoéis
in the form of the Wilson Gift. There one can seeeclectic range of work by artists as variedras
Auerbach, Lucien Freud, Jann Haworth, Victor Wiliand Patrick Caulfield. Wilson was a man of
many talents, a disciple of Modernism in his prefesal life and also a perspicacious collector of
paintings, usually by artists with whom he was peadly involved. He was aware, even more than
Power, of the emotional problem of selling a paigtin order to buy another one, something most
collectors have to face. His attitude towards aaggart is best summed up by his friend Ron Kitéjo

said:

Sandy lives in a quest for new factors in art ofteglected by the most avid collectors of modern
art. Many private collections are indistinguisleafybom so many others, fluent in the artspeak of
the moment, but | would say that Sandy’s collectiants master’s reflection, will be seen to be

the most singular in these islarfds.

This was one man’s view, which could equally hagerbsaid about Power’s collection but does not

diminish the importance of Wilson and his generiegscy.

In conclusion, | would point out that, as one woetigbect, there was no pattern of British collectimg
the thirty years after the War but it is interegtio note that few patrons, other than Power, ntlaele
transition from European to American art duringt {@iod. They supported British artists but gafigr
they looked east rather than west when they dedmadquire paintings from foreign countries. Pdsve
empirical attitude to art meant that although melésl to move from one artist or movement to angther
he made sure that he bought in sufficient quaititye able to really examine the work and chooselwh
examples to keep. This was not a typical Britigstywf collecting and could be regarded as the major
difference between Power and the other collectbis/e discussed. Power was always looking ahead
and thought that artists were the ‘antennae ofuhee’ as he liked to say. As Nicholas Serota sdiout
him, ‘A defining characteristic of Ted was thatias always interested in the next generatforEven

in his old age, Power continued to visit studiod atiend openings - always with his eyes and higlmi
open to new ideas. He followed his instinctsehétg as well as talking and often suggesting péssi

new paths for the creative people he admired sdimueslie Waddington, his dealer and close frifard

24 Quoted in catalogu@/ilson (Chichester, 2007) 36
%> Track 1 on the DVD of my interviews.
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many years, always felt that Power ‘was one ofntlest curious minded people I've ever come across,
who was always questioning. He was very Irish i conversation and he liked arguiri.’

Power did indeed concern himself with the presadtthe future and rarely with the past — an aspkct
his personality | will be discussing in the nexdgs of this work when | examine the pattern of his

collecting.

% Track 2 on the DVD of my interviews.
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Chapter 3

A voyage of discovery — Dublin, London, Paris, Brugels, Copenhagen

Ted Power’s first purchase of what could be catledtemporary art occurred in 1936 when he bought
two black and white photographs by Laslo Moholy-M#ge Hungarian artist, author, film-maker,
photographer and teacher who was a colleague aeYatopius at the Bauhaus. When the School
was closed by the National Socialists in 1933, MpiNagy worked in various capacities in Europe
before being invited by Herbert Read to come todamin 1936. There he was soon asked by
Simpsons, the department store in Piccadilly, ke &harge of the redesign of their decoration and
floor arrangement. Power’s eldest son, Alan, te¢hht Power met Moholy-Nagy at that time,
probably through Dick Russell who was by then wogkior Murphy Radio as a designer and who had
been an admirer of the Bauhus philosophy for maars, In the same year, Moholy-Nagy had a solo
show of his photographs at the London Gallery aitd extraordinary speed, produced three
published albums of his work. 1 do not know whetRewer bought the two photographs directly
from the artist or from the gallery, but Alan Powemembers that one was of a ¢aat Negative
¢.1926) and one of a street scene taken from &heig 00 feetiew from a Rooftapc.1929) 2’

From 1936 until 1944, Power was busy developingbmpany and, during the War, producing

military communication equipment and radar set#h wo time to indulge his nascent interest in art.

He had been stationed in Lowestoft for part oftime in the Royal Navy in 1917 and he and his

family had spent annual holidays there in the 1930swvards the end of the War, it became possible

to revisit the town and Power used to spend aftaradhere and in Great Yarmouth, browsing in the
small galleries which sold paintings by East Anglaatists such as John Sell Cotman and John Crome.
Power bought two seascapes by Cotman and a smd#idape by Crome but no information is
available about them. They were, however, sonteefery few pre-20 century pictures he ever

acquired.

By the late 1940s, Power was taking regular golfintidays in Ireland and in 1950 he came to Dublin
and met the art dealer Victor Waddington. He heemnldescribed as ‘one of the most powerful forces
in introducing modernism to the Irish public. Hedha seventh sense in picking his arti€ts’.
Waddington had graduated from picture framing amut gelling to become a far-seeing and

successful art dealer in Dublin representing sohteeoleading Irish painters of the time including

27 Quoted in cataloguBrancusi to Beuys, Works from the Ted Power Catlacedited by Jennifer Mundy, (London, 1996)
22 Thereafter - Mundy
% Brian Fallon,Irish Art, (Belfast, 1994) 171
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such figures as Jack Yeats, Colin Middleton andi&ad'Neill. It is worthwhile considering the work
of these three artists because they were thddirgtike a chord with Power and their expresstanis
and in one case, later abstract, styles openeslybssto the world of contemporary art. It was
remarkable that someone with an untrained eye dhappreciate such work when the figurative

paintings of Sir William Orpen and Sir John Lavergre still the most sought after in Dublin.

Jack Yeats (1871-1957) was 79 when Power firsttsawvork in 1950 and he was a very well-
established Irish painter who had been exhibitatdénNational Gallery in London (1942) and in
Dublin (1945) and had had a retrospective at the ifa1948. He was the most Irish of the three
painters under discussion and his love for his trguand its myths and history was coupled with a
deep understanding of its ordinary people. Yeaistpd real people and his great skill was to lhsta
them in an imaginary setting and by the subtlety @mplexity of his imagery and colour, allow them
to speak for all men and women. His late paintstgswed his own pictorial language to the full, a
rhythm of colour and texture that became almostratis Power, probably under the guidance of
Victor Waddington, responded to this and to thei@ls Irishness of Yeats’s paintings and in 1951 he
boughtWestard the Morningl947) and two years latéfhe Challengef(1951).

Daniel O’'Neill (1920-1974) was a younger artistrthéeats, equally Irish but also the most figurative
of the three. He painted in two distinct styl€stst, delicate, dreamlike landscapes which rededtis
love of nature but a forlorn, rather desolate reatorwhich he expressed his own personality and
consciousness. His other work was much more tealshowing the hard life of rural Irish working
people. One of his paintings bought by Power enyigar it was paintedigures in a Landscape

(1952) is a throwback to the dreadful period of ltigh potato famine in the f&entury. O’Neill had

a more restrained palette than either Yeats or Midd but his paintings are often emotionally
charged and this could have possibly appealedetdrigh side of Power’s character. It is reasomabl

to deduce that O’Neill’s work was a staging posPower’s learning curve for he sold the three
pictures he had bought the following year, althobghmight have seen further examples when Arthur

Tooth arranged a solo show for O’Neill in Londornli®s2.

Colin Middleton (1910-1983) was a very differentisirto O’Neill, continually experimenting through
Surrealism, then Cubism, then as an expressioffigticative painter until finally developing in the
1950s his own language which has been defined assjaabstraction which sometimes echoes the
work of Pasmore?® Middleton was technically skilled although impuésin style but when he was

painting his most sensitive work in the 1950s,dffect was of the highest quality. He was actively

29 Kenneth McConkeyA Free Spirit- Irish Art 1860-196@.ondon, 1990) 202

32



promoted by Victor Waddington from 1949 and sodmexed a wider international reputation with an
exhibition at the Institute of Contemporary ArtBoston in 1952 and participation in Tooth’s ‘Five
Irish Painters’ show (along with O’Neill) in London the same year. Power bought four paintings at
that exhibition including Middleton’3une, Ballyclandot§1952) which, interestingly, was not an
abstract work but more a rather sentimental I@stuscape, as well as another O’Neill portirktde
(1952).

It would appear that Power was still experimentmdis quest to find art which ‘spoke’ to him. He

was still being influenced by the persuasive Viadaddington and by his own boyhood Irish
memories which were all the more nostalgic bechedead been made to leave Ireland at a young age.
It was not until he met Peter Cochrane, a directdrooths, at their Irish exhibition in 1952 thhet
pattern of his collecting would look beyond IrelandEngland and continental Europe. Arthur Tooth

& Sons, founded in 1842 was a famous London gaildrich had specialised in $&nd 19 century
British painters, but after the Second World Wasckrane and another partner, David Gibbs, began to
shift the emphasis towards contemporary art. Gowhbecame a life-long friend of Power’s and, at
least in the early days of his collecting, introeldtim to the work of new artists both in Europd an

the United States. The other London gallery useBdwer from the early 1950s was Gimpel Fils
which had been founded in 1946 by Charles and B3iepel. They used the word ‘Fils’ in the name

of their gallery in honour of their father René whed been a notable dealer in pre-war Paris and was
the author of the famous bo@kary of an Art Dealeiin which he amusingly recounted his

experiences with the likes of Claude Monet and AtgiRenoir. The two Gimpel brothers were adept
at spotting rising talent and were exhibiting tharkvof William Gear, Richard Hamilton, Alan Davie,
William Turnbull and Patrick Heron as early as 194 1950. More importantly, they also showed
European artists and by the time Power had begboydrom them, they already had represented for
some time artists such as Jean-Paul Riopelle, BeBwffet and Victor Vasarely, all of whose work

Power subsequently purchased.

In 1952, two other events occurred in London whinchrectly affected Power’s future collecting. The
first was the appointment of Bryan Robertson ag®ar of the Whitechapel Gallery and the second
was the exhibition of Nicolas de Stael’s paintiagighe Mathiesen Gallery which had a profound

effect on so many British artists.

Robertson had learnt the commercial side of thenarket at the Lefevre Gallery in London before
realising his truenétierat the Heffer Gallery in Cambridge where he orgedian eclectic series of
exhibitions featuring artists as diverse as Henpoh and Lucie Rie. He also curated an important

show of contemporary French painting at the Fitizsvii Museum in 1951 with works by Bonnard,
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Braque and Picasso which stood him in good steamhwe applied, at the young age of 27, for the
directorship of the Whitechapel against strong cetitipn from the likes of Lawrence Alloway and
David Sylvester. From then until 1968, Robertsoought an extraordinary range of contemporary
British, European and American artists to the eadtof London, in many cases giving the publicrthei
first sight of such work. By the time he left iB@8 to take up a new post in New York, Robertsah ha

left an indelible mark on the London art world a&dBet Riley acknowledged:

The British contemporary art scene after the wag marked by an infectious apathy and vicious
insularity. What Bryan Robertson did at the WHitggel was simply this: he made people aware
of the developments outside these islands, he gedvé focus for British artists and encouraged

them to work in an international conte&t.

Although Power was not on such close terms withéRisbn as he was with Norman Reid at the Tate,
he admired what Robertson had achieved at the WHaipel and he visited the gallery regularly. Itis
likely that he saw the ‘British Painting and Sculigt exhibition in 1954 and by the following year,
because of his friendship with Alloway and Turnb&lbwer became closely involved with the ‘This is

Tomorrow’ exhibition and began to meet Robertsomonore frequent basis.

Nicolas de Stael (1914-1955), was comparativelynomin outside France until his 1952 solo
exhibition in London which was a very important @silone in his short-lived career. He had started
painting purely abstract pictures in the 1940sgipiatches of dark paint applied with a paletteenif
on top of bright linear colour bases, but by tineetiof his Mathiesen show he had become more
figurative using his blocks of colour to represpabple or objects yet never losing the impastoed,
painterly quality. De Stael’s stylised arrangersesftpure form and his vivid juxtapositions of aalp
half-way between abstraction and figuration, apge#b a number of British artists - most of whom
had not seen examples of American Abstract Expyessn at that time. In his essay for the catalogue
of the 1956 Whitechapel exhibition (the year after artist’s tragic suicide) Denys Sutton made a
surprising observation when he noted that de $1aE951-2 felt that his style of painting had readh
a full stop. It was a casual visit to a footbaliteh played at night, that triggered off a chanige o
direction. ‘It enabled him to take risks. Theeinsity of the contact between the playersjeheas he

expressed it, of theuge et blewcompelled him actually to represent the figur&s'lt is interesting to

30 Quoted in Robertson’s obituary in The Independ2&t11/2002.
31 Quoted in cataloguMicolas de Stagllate Gallery (London, 1981) 15
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note that Power bought one of de Stael’s subsedoetitaller paintings in 195%.es footballeurs sous
les éclairagesalthough it would be incorrect to infer that heferred the more figurative work as he
also bought five other paintings which were morsti@et. Power’s 1954 purchases of ten of de
Stael’s works will be discussed later in my disson as part of the section on L’Ecole de Paris.

By 1953, Power’s connection with Tooths and witlkeP€ochrane had begun to grow stronger and
although he continued to buy Irish art, in par@ubaniel O’Neill, probably as a result of thatigtis
solo show at Tooths the previous year, he turngattention for the first time to some of the Esigli
and French painters attached to the gallery. Héestavith Matthew Smith an artist who had been
strongly influenced by French painting. Smith wenParis in 1908 and although his work, with its
simplified areas of strong flat colour owes somaghio the Fauve tradition, by the 1920s he had
developed his own rugged interpretation of nudérpibure and still life with a painterliness and
luminous colour much admired by later artists sastidloward Hodgkin. Patrick Heron when writing
about the Tooths 1952 exhibition felt that Smithasin colour — his painting is all about paintirg.’

Power bought a striking earlier woAthemones in a Blue VagE928) in Smith’s more traditional style
but full of bold swirls of colour and vigorous bhstrokes. He also continued with his exploratibn o
older painters by purchasing a typical late Alf&dleyL’abreuvoir (1891) which shows the artist’s
fascination with the sky together with the influeraf Monet in his treatment of the water in a lake.
Power then acquired one of Walter Sickert's VemetiaintingsSanta Maria Della Salutél896).
Although Sickert was well known for his urban pretsi of music hall actors and theatre musicians, in
the 1890s he began to paint architectural subyelce) he wintered abroad and Power’s choice was a

good example of this genre with a beautifully exedwiew across the lagoon.

By the end of that year, however, it would appeat Power had had enough of looking backward and
he asked Cochrane to find him some non-figuratigeke/by some of the younger British artists. This
was an important shift, but it is worth re-emphisgjghat Power had always been at the cutting edge
of technology in his own field and he would therefbave been more likely to look towards artists
who were trying out new ideas and one can assuat€ibchrane was very much aware of this as a
result of conversations with his new client. Cacte turned to Charles Gimpel who represented two
artists whose work would introduce Power to theofthe present rather than of the past. It hapgen
that Gimpels had organised in that same year (1858)lo exhibition of Donald Hamilton Fraser’s
student work in addition to the first paintingsteed produced in Paris where he had been studying on

a scholarship. There he had seen and been inflddncsome of the painters of L’Ecole de Paris and

32 patrick HeronMatthew SmithThe New Statesmghondon, April 1952)
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he incorporated their ideas of colour and surfageute in his own figurative landscapes and
especially, his almost hard-edged, seascapes. rRmught hiBeachscape, Incoming Tid&953).

He also bought a painting by another Gimpel afster Kinley (1926-1988), who had come to
England as a refugee from Vienna in 1938 and haegkden the British Army during the War. Kinley
had been selected for the “Young Contemporarielsibétkon at the RBA Galleries in 1951 while still a
student at St Martin’s School of Art and he was ohthe artists strongly affected by the de Stael
exhibition at Mathiesens in 1952. He began tothexkly painted blocks of colour to represent
outdoor scenes and studio still-livexsd it is likely that Kinley's impasto style wagpgecursor, in
Power’s eyes at least, of the de Stael picturesibsequently acquired. Power bought two of Kirdey’

paintings one of which wdsandscapg1953).

In November 1953, Power took a major step forwarlis collecting career when he acquired his first
truly abstract painting Peinture 19 Novembre 19%¥ Pierre Soulages (b.1919), again from Charles
Gimpel. This was probably done on the recommeadatf Peter Cochrane who was beginning to
come to terms with Power’s developing enthusiasnméov ideas in art. Soulages is most famous for
his black paintings and black meant more to hinm flagt another colour on his palette. ‘Black is an
element | like’, he said, ‘the more the means anétéd, the stronger the expressiGh’He felt that

black was the most intense, the most violent, atesehcolour which heightened other shades round it
or in it. Soulages painted trees in winter whenvias younger because they were like black abstract
sculptures to him, but by the late 1940s he hadibh&g group his large brush strokes into a sign
which could be read at a single glance, in an dbwsagy. Movement is no longer described; it
becomes tension, movement under control, thatssyadynamisni” It is possible that Power with

his technical background, could have understood 8balages meant by dynamism expressed
through flat, linear, black shapes repeated adhessanvas so that a spatial rhythm is createdvePo
bought three more Soulages pictures over the eexiears before disposing of all of them in 1960.

After his initial foray into continental Europeart,&Power turned again to an English painter, \Afitli
Brooker (1918-1983), whom he first saw at Toothd &who later became a long-standing friend.
Brooker was a more conventional artist who hadiaity been influenced by the theatrical scenes
which Sickert painted so successfully, but by thedyel 950s he was concentrating on studio-based
work. Power’s first purchase wa$e Striped Tableclot{1953) which was reminiscent of the work of
Edouard Vuillard of the Nabi School, with its stattarefully observed patterns of textile colours.

Interestingly, Power bought a Vuillard the followigear on his first visit to Paris with Peter

33 Sweeneysoulages(London, 1972) 13
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36



Cochrane, but also four more Brookers in the newtyears. Brooker was one of the post-war British
artists who managed to combine effectively botleheay and painting and he went on to become
Principal of Wimbledon College of Art where he tAugloward Hodgkin, who much admired his
tutorial methods.

William Turnbull (b.1922) was a life-long friend &ower’s and someone whose sculptures and
paintings he bought regularly through all the pkasfeTurnbull’s creative development. They were
introduced to each other in the early 1950s byrRebehrane who had probably seen Turnbull’'s work
at a 1950 joint exhibition with Eduardo Paolozzitet Hanover Gallery. This had been curated by
David Sylvester (an early champion of both artigtsp went on to become an influential art critidan
writer on contemporary art, regularly meeting Poosgr the next three decades). Turnbull had been
a forward thinking artist from a young age, livimgParis from 1947-1950 with no scholarships or
grants because he felt the English art scenetafteecond World War was sterile and obsessed with
the past. While in France, he seized the oppdstaaimeet his idol, Brancusi. ‘I just knocked lois
door and surprisingly, this bearded figure toldtmeome in and look around. Very unusul’
Turnbull also met Giacometti who made a strong ichpa him and influenced much of his future
work, such as hiklols series. With Paolozzi, he also visited the Falgel'Art Brut in Paris where he
first came across the ideas and the work of Jedwufiet who became a source of inspiration to both
artists. By the time he returned to London, Tuthbad therefore a much wider cultural perspective
than many of his English contemporaries. He had Kee and shared his belief that ‘artwork is a
process involving the artist, the work and the sgtec, not a fait accompl?® He became interested in

movement and one of his important early sculptidebile Stabile(1949) reflects this.

Turnbull had and still has an instinctively quesiig mind and frequently disagreed with what he
regarded as the art establishment. Although heswpgortive of the newly formed ICA in the 1940s
and even took part in their 1950 exhibition ‘Asygect British Art’ along with Paolozzi and Hamilton,
he found the attitudes of the ICA towards Britishtao negative. Turnbull found that his two fello
artists agreed with him and so they met a numbethar like-minded people such as Nigel
Henderson, Reyner Banham and Lawrence Allowayno @ small informal gathering which became
known as the Independent Group. For the next tyeaes, the IG (as they were later known)
organised a series of seminars on the ‘Aesthetiblms of Contemporary Art’ many of which were
concerned with modern design and new technologytlagidrelationship with art. The design and

technology elements were areas in which Power bad mvolved for many years and it is likely that

35 Track 17 on the DVD of my interviews.
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Turnbull showed him how they were relevant to wideltural aspects. Turnbull himself gave a joint
lecture with the architect Fello Atkinson on ‘Newii@epts in Space’ in which they discussed the idea

of space existing inside a work of art and the s&jmn of volume from solid mass.

Turnbull recalls meeting Power around this time finding a common interest in the modernist
designs of Murphy Radio’s radio and television cats. Turnbull was also instrumental in
introducing Power to the kind of contemporary anickh he would not normally have seen. An
example was the important 1953 IG exhibition callearallel of Life and Art’ which challenged the
viewer’s perception of what was beautiful and wgmt inclusion in an art gallery by hanging big
photographs of images from newspapers, magazirkesaentific journals. Many of these were of
radio valves and television sets and Bryan Robentgten reviewing the exhibition in ‘Art News and
Review’ commented that ‘the barriers between thistathe scientist and the technician are dissglvi
in a singularly potent way® This would have appealed to Power and certairdyi@felt that society
was being restructured by the new technology ofsmaedia and mass-produced consumer goods —
and no society more so than in America. One of@lkectures given by Toni del Renzio in 1953 was
on the subject of American Abstract Expressionisiah fallowed on from an ICA exhibition

‘Opposing Forces’ earlier in the same year whiahuded work by Jackson Pollock, Sam Francis and

Georges Mathieu (Power bought works by all of thesaters within the next few years).

There are a number of reasons why Turnbull and Pewmeained friends for so many years apart from
the mutual admiration they felt for their respeetskills. Turnbull’s sculptures offered the vieveer
mystery rather than a narrative; they were delileéyaambiguous but their meaning could be
understood by anyone with ordinary experience denels and artefacts. The idea that Turnbull’s
sculptures emerged from the working process rdtiear from a pre-existing art concept would have
been appreciated by Power and he bought a sculpteesl 1(1955) and a paintinDiptych (1955) in
1956 and continued to support his friend for thet ieree decades. Both men were also interested in
the idea of innovative design for domestic prodaeid to this end, Power suggested that Turnbull
should visit his factory in Welwyn Garden City omegyular basis to discuss ideas with the Murphy

Radio design team. Turnbull obliged and workedvemtelevision sets:

One was to have a transparent case while the ateto be covered with blue goat skin or

something exotic, and both were to be placed ohquiltracks. They were never meant for

3T A Massey,The Independent Group, Modernism and Mass Cultuiritain, 1945-59(Manchester, 1995) 140
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production and Turnbull describes the experiencnasarly example of Power’s attachment to the

concepts underlying the chaos thedry

The philosophical implications of this theory weestainly discussed by the two men, often at theyma
Sunday lunches they enjoyed together in later ydanmbull’s wife, the sculptor Kim Lim and Leslie
Waddington, the art dealer, also attended manlyaxfe lively debates. Turnbull’s later sculptures
became simpler and calmer without losing their imsteength and he used texture, marks and different
patinas in ways to distance his work from natutialisculpture. He was a genuine ‘cross-over’ tamsl

his abstract, colourful paintings sometimes infleeohhis works in bronze — above all he was remdykab
consistent in quality and inventiveness with hisxgwersonal vocabulary in both media. Although many
of his sculptures had references to antiquity, Bulins unmistakably modern and he has no docenair
attitude towards his work which is more intuitiVih theoretical, attributes to which Power respdnde

1954 was an important year for Power as the pabesafollecting began to quicken. He made hig firs
visit to Paris with Peter Cochrane of Tooths angiineto buy works in some quantity, both there and i
London, by artists of the L’Ecole de Paris. Thiisés he was drawn to in that first year includeduvice
Brianchon, Bernard Buffet, the Spanish artist Antolavé as well as André Minaux and Paul
Rebeyrolle. As this was a further stage in Powenltecting career, | would like to discuss soméhafse
painters to try to establish what attracted Poweheir work and whether they led him on to more
important artists or were just painters that Cocaraappened to stock. Tooths, it should be nbield,
solo exhibitions for Brianchon, Buffet and Clavéli®bs but, as was often the case, Power had bought

their paintings the year before.

Maurice Brianchon (1899-1979) was influenced byis4st and used brightly coloured textile patterns to
highlight his nude studies and still-lives whichpgeented in the studio in the 1930s and 1940s latée
moveden plein airto paint landscapes and a series of pictures #&t de Luz which became popular as
prints and were reproduced as late as 1964. Rsitiprisingly, Brianchon was asked in 1953 by the
British government to attend the coronation of QuEkzabeth and record the event in another sefies
paintings which brought his work to the attentidnih® London art market. Power bought examples of
both types of Brianchon’s work when he acquiked(undated) antle compotier de cerised942)

followed byPlage a St Jean de L{¥951) andPaysage de Dordogn@953) which were more

reminiscent of Post Impressionism than some obther French artists Power subsequently bought that
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year. It was almost as if he was beginning withektablished figures in European painting before

deciding if their work meant anything to him.

Bernard Buffet (1928-1999) was a very popular avtith the general public in France and Britairthie
1950s and his prints and posters hung in manydestibbedroom. He was extremely prolific and
achieved fame at a young age which led some ctaidecry his work and it must be said that Buffet
does seem almost out of place in Power’s collec#@athe Musée Bernard Buffet notes ‘his style lsan
recognised by a network of “dry” straight linesegirfaces, wrinkled foreheads, scarce straightdradr
tensed hands in only greys, black and gre&h©ver the next two years, Power bought tiréee de
femmepaintings (1950, 1953, 1955), two still-lives, til@wer paintings and a harbour scene before
selling them all in the early 1960s. This was aifi@mpattern of Power’s collecting, although in sto

cases he kept one or two examples of an artisti& wehey still meant something to him.

With Antoni Clavé (1913-2005) one can begin to theefirst signs of Power’s interest in the procass

an end in itself. Although based in Paris, Claasw Catalan from Barcelona who had sided with the
Republicans in the Spanish Civil War and consedyéiaid to flee to France in 1938. He later worked
a stage designer before being encouraged by bigdfificasso to paint full-time and one can see
Picasso’s influence in Clavé’s flat figures althbubey owe nothing to Cubism and have more to db wi
the idea of graffiti and the textures of walls.a@ mixed scraps of newspapers with paint to give a
collage effect which he used effectively in twahig pictures bought by Power in 19%4atelier fond

gris (1954) and."atelier fond jaune(1954) as well as two 1955 paintings both callecavalierand one
entitledTrois figures(1954). In all these paintings, Clavé’s figures are totewiit the heads often in
profile and set in square blocks of white againséavily worked background like a wall. Over thexin
two years, Power acquired 14 of these enigmati&ksy@ome of which he kept and handed down to his
family. They seem to me to represent a distinctenmv Power’s part towards European abstraction and
led him to more readily understand the work of Ditdtuvhich he saw for the first time the following
year. Clavé’s symbolism obviously struck a chorthwower because a few years later he wrote in his
personal notes at some length about both symbdlsymbolism in the context of various artists whose

work he was examining at the tirfre.

Power’s enthusiasm for the paintings he saw insRhdt year extended to two of the greatest pamater
the 20" century — Picasso and Matisse. His purchasecafsBo’sTéte de femmg953) is well

remembered by Power’s daughter, Janet. ‘| cameetfoom college on a visit and my mother’s beloved

40 Musée Bernard Buffet onwww.museebernardbuffet.co@une 2008)
1 See Appendix 1
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Sisley was down and in its place was a picture @bas-eyed woman trying to stare at me. My father
never pushed us to like a new painting, he justissigd we look at it, talk about it and see if sibring
develops - and often it did® The Matisse picture was a somewhat curious ctoicBower and it could
be that he only bought it because it was availahtéreasonably priced — a common practice among
many collectors. It was a sketch-like landscaptheffamous alabaster cliffs at Etretat in Normandy
painted in 1921 and appears to be contrary to Pswermal custom of buying the best work of each
artist. At the same time, he acquired another rraditional French picture iba grandmeérg1892) by
Edouard Vuillard who like Matisse was interestedeixtile patterns and who painted them in softrield

colours as a backdrop to his family portraits.

Back in London, Power continued to purchase Soslagth hisPeinture 18 fevrie(1952) and Brooker
with his atmospheric pictufBhe Red Laml954) but he also bought a conventional sti#ifuit on a
Plate (1943) by Adrian Ryan (1920-1998) from the Redf@allery, which had consistently supported
this artist. Ryan became a lecturer at Goldsn@biéege and later at Cambridge University and it no

clear if he ever met Power. But he once stateagysoach to painting, which matched Power’s view:

Man is not a camera. The object of his paintingasto copy but to express one’s delight in the
colours, shapes, form and relationships of theatbjef one’s contemplatiofd.

By the autumn of 1954, however, Power had movefitamn representational still-lives no matter how
well painted, and through Cochrane at Tooths heghioien paintings by Nicolas de Stael. As thisaacti
was such a fundamental shift in Power’s collectiagger, it would be useful to list these picturesduse
they belonged to the artist’s more recent figueatiorks (but with obvious elements of abstractem)
they were the first example of Power buying in ditgn Many of the writers and critics in Britain the
time regarded de Stael as one of the most origiaialters to emerge since World War Two and his 1952
London show, already mentioned, influenced a nurobgounger British artists. That exhibition had
taken place only a few months earlier, when Powalerhis positive commitment to de Stael and both
Peter Cochrane and Charles Gimpel then no doulgeddhat a major new collector had arrived on the

London art scene. The ten paintings were:

Palette fond brurf1954),Route d’'Uze$1954), Canal a Graveline$1954),Grisaille (1954),Nature
morte au fond jaunél953),Marina a Dieppg(1952)*, Bateaux grig1953),Deux poires epommes
(1954),Une pommég1954) andNature morte poires, fond oranges et \@@54). *(Figure 1)

42 Conversation with Power’s daughter (2007)
43 \siill Life Painting Techniques’ by Adrian Ryan evww.adrianryan.co.uk(June, 2008)
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Power continued to acquire de Stael paintings theenext three years including some of his purely
abstract work such @&omposition(1951) andComposition(1954) as his confidence in his own
perception grewComposition(1951), is full of subtle shades of grey and wabased by the Tate

from Power in 1980 and is an example ‘of signalig so much that the images are non-represengtion
but they had been literally ‘composed’, using amalslocks of carefully modulated colour to cretite
impression of light, space and moveméfitDe Stael was Power’s first tasteTafchismepart of the
French art movement sometimes callédirt Informel and characterised by the intuitive and spontaneous
almost haphazard use of colourful drips and bldlygot to create work which broke away from the
restraints of Cubism and was more relevant in &ymayscontext. Power seemed to respond to theadtlea
free spontaneity and de Stael himself talked atfmiabsence of anpriori aesthetic. ‘I lose contact

with the canvas every moment and find it againlasd it. This is absolutely necessary becausédvse

in accident® Once Power grasped the fundamental philosophinddiachismehe looked for other
artists who were working to the same principles pmgued a line from Georges Mathieu and Wols
(Wolfgang Schulze) to Sam Francis, Henri Michaud dean-Paul Riopelle - all of whose work he

bought in future years.

In 1955 Power bought seven paintings by Jean Dab(f001-1985) and began a relationship with the
artist and his work which lasted until Dubuffetsadh. Power purchased more pictures by Dubuféet th
by any other artist he collected and he owned 62982 and over 80 by the early 1970s. Because
Dubuffet was such an important artist for Power badause of their long-standing friendship, | think
would be worthwhile trying to assess what attrisutethe artist's work over many phases so aghct
Power as a collector. It seems to me that onkeofrtost fundamental of these is the unfinishedaciter
of so many of his paintings. Dubuffet appealshiimagination of the viewer to interpret the worklis
own way and give his own meaning to it. The fori@arrealist Georges Limbour said ‘That is why lazy
minds are not attracted very much by Dubuffet'sipag — it leaves them to do half the wofRThis

would have appealed to Power instinctively withdmspirical mind although 1 think it unlikely that
Power at that time knew about Dubuffet’s long-hedigction of ‘culture’ and all the classificatiookart.
Dubuffet gave a lecture to the Arts Club in Chicag@951 in which he stated one aspect of his woak
again would have had Power’s full agreement — fRgself, | am for an art which would be in immediate

connection with daily life and which would be ayélirect and sincere expression of our real lifd aar

a4 Mundy 34.
4 D Brett (edModern Art (London, 1989) 297.
G Limbour,An Overview of Jean Dubuffet's Wo(k958) E J Power archive
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real moods*’ This was true up to a point but one of the o#tsgrects of Dubuffet's painting — its sheer
savagery and violence — would not necessarily lastvacted Power to the same degree. Already i5,195
Power in his private notes to himself, was definwitat he looked for in a painting. ‘Something whic
emanates a ‘sense’ of its meaning in the simplessiple terms. A strong sense rather than a pattor
detail and this sense can be violent or peacéfpiefer the peacefuf® Power also analyses the symbols
in Dubuffet’s work in a perceptive way in thesea®by stressing ‘the strong rhythmic lines, busy,

sometimes being unpleasantly ridiculous to othendms.’

Dubuffet and Clavé were probably the first exposaitmatiérepainting that Power had come across.
The idea of adding other materials such as sandntheven pieces of glass to the paint to create a
composite medium (calldtautes pateby Dubuffet) into which the artist incised imageshwa scraper

or a trowel or even his own fingers, could well @dgeen appreciated by someone who had designed and
built radios and who retained his ‘hands on’ appho@ life into old age. Power believed that innowa
or progress could only be achieved by means ofiéasteal and physical struggle which was a view
shared by Dubuffet who argued that ‘art shouldhgeproduct of a competitive interaction between the
artist, his tools and his medium and that the fiegswork should retain the marks of that strug&le’.
Power talked later in his life about the extraocagincontrast between the various phases of Dubsitiet
which never stopped developing and made him coataliecting his work for more than 30 years. He
believed that the best way to fully appreciate Oiteils progression as an artist, was to colleceg k
example from all the series of paintings he produmesr the years, and this was exactly what Power
did>® He seemed to understand that Dubuffet’s paistimigere more complex than when first viewed,
almost as if the artist’s well known fascinatiortiwihe simpler, non-professional ‘outsider arthoéntal
patients and children, disguised the deeper meamnigrent in the work. For long periods, Dubuffet
was obsessed with the surface texture of his p@sti He felt that the surface of the canvas muestls

its own language and Power, too, found the sulgiedlessly interesting. He wrote about this in his

personal notes in 1957:

To make symbols as directly perceptive and comoativie as possible is the aim, so use

TEXTURE to reduce colour and/or line complicatiorddussiness to convey some attribute and

47 g Dubuffet, Anticultural Positions(1951) E J Power archive.
48 .

See Appendix 1
49 Dubuffet, Notes for the Well-Rea945) E J Power archive.
50 .
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so help towards simplification and directness. tliexvery, very important — latter rises as

simplification becomes more imperative.

Dubuffet’s thick, textured, dark surfaces removeel need for colour and yet produced a finished
painting of great power. An example of thisSgeand paysage noif1946) which Power acquired in 1958
and is now in the Tate. Here the flat plane iatetred like graffiti on a wall and one must study i
carefully to discover adults and children and heu3é&e same concept of a flattened image on a two-
dimensional plane is taken to the extreme with Diglt's famousCorpsde dameseries. Power bought
three of these distorted paintings in which Dubiuffas trying to make people revaluate their iddas o
female beauty that he believed were falsely baseahtique Greek imagery and subsequent Western
culture. Even today, these pictures are diffitmicome to terms with. One of them, bought lager
Power in 1961 and titleldarbre de fluideq1950) can be seen in the Tate. Power contimueddquire
Dubuffet's work even when in 1962, the artist cheohdirection yet again and arbitrarily restrictésl h
palette to red, white and blue within a strong keybf black. This Hourloupe style began originally/a
doodle using a ballpoint pen, but soon developaaldnlourful, striking paintings of people and thei
relationships with each other and the world. Didtuised his childlike, cartoon figures to challerogir
ideas of reality and the ‘proper’ place of objantsur society. He later went on to make huge tayre
sculptures in the same style using white polys@mna medium although | can find no evidence that
Power ever acquired any. It seems to me thatethwere down-to-earth, practical people who
disliked pretension and were looking for truthfitdeend reality in art, each in their own way armanr
their own perspective. They both felt that argutredrout different styles is sterile — there is ogdypd

art or bad art, but they both shared a tendent§pater les bourgeoisis Howard Hodgkin said in my

interview with him.

Power could possibly have seen examples of Dubsiffedtierepaintings at the first British exhibition of
his work organised by Roland Penrose at the ICRA55 (although the show was largely ignored by the
critics) but by September of that year he hadetkthe Galerie Rive Gauche in Paris to meet Rudy
Augustinci and buy four quite different Dubuffetipiangs. Le sang vi{1955) and.’homme au papillon
(1955) were both colourful portraits with some edentis of humourVisiteur au chapeau ble{1955) was

a busy city scene args deux deserteuf$953) was an example of Dubuffet’s frequent digia of

scale and dimensions which Power enjoyed so mlidh.interesting to note that the gallery ownebpter
immediately to Dubuffet to tell him aboutri nouveau client anglai§® The artist replied and thus began

years of correspondence between Dubuffet, PoweCawtirane of Tooths. It is not clear when Power

*l See Appendix 1
®2 Cochrane papers (uncatalogued) Box 5 in the Tatbike.
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and Dubuffet first met, but by 1959 Power wroteoatpard to Cochrane telling about a visit he hadena
to the Dubuffet household in Vence where he had' mebuffet and femme, very hospitable and
friendly’.>® The artist showed Power some of Biéments botaniqueseries on that occasion. The two
men exchanged Christmas cards for years and met dbuffet was in London or whenever Power
visited Paris or Vence. On one such visit, Powet tine Danish artist, Asger Jorn who was
experimenting with Dubuffet on the idea of combgmusic with painting, presumably as a sort of
precursor of Performance Art. The rest of the grthat day included Power’s wife, Rene, togetheh wi
Lawrence Alloway and his artist wife, Sylvia Slejgimd Peter Cochrane. They were all dragooned to

join a musical session which Power recalled yestes ko Guy Atkins, the CoBrA specialist:

Dubuffet went on the double bass. Asger was attl@ tharmonium in the corner. And then
Sylvia, Lawrence, Peter, Rene and | were givemg table where we found some little pipes,
silver paper to shake, rattles and God knows whalt was marvellous because at first it was just
cacophony. We were roaring with laughter. Dubuffasn’t laughing, he was deadly serious.
But Asger from his corner was winking at us. Tlie thing was that after five minutes, it all

dropped into place and everybody was doing thingsearight moment and it wasn’t bat}.’

In his usual focussed way, Dubuffet carried on vaigimusical experiments and produced a work of 20

pieces calledNez Cass& 1960.

In addition to purchasing more work by Clavé, Bu#iad Brooker, all of whom had solo exhibitions at
Tooths in 1955, Power bought three of de Stael'semabstract paintings and a Soulages, before moving
on to another phase of his collecting career.hé $ame year he acquired his first pictures byeKar
Appel (1921-2006) from the CoBrA school and histfidmerican paintings by the abstract artist, Paul
Jenkins. It would appear that Power was still pung his policy of keeping an open mind when
approaching new art, still looking at alternativays of understanding what artists were trying folaa
certainly in the case of Appel, there was a diliegtwith Dubuffet. The two artists met in Pans1950
when Appel moved there from his native Amsterdanirigahad his commissioned mural in the City Hall
covered up on the orders of the Council. The Cibumembers were disconcerted by Appel’s turbulent,
sinister depictions of children painted in boldjréwg colours contained within heavy black lindsela
child’s drawing. Appel, like Dubuffet, was fasciad by theArt Brut paintings of children and mentally-
ill people which to both artists were more truththén the Western rationalistic approach they had

rejected as being no longer meaningful after thedns of war. | will be commenting on the CoBrA

>3 |bid
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movement and Appel’s links to it when | discusswlogk of the Danish artist, Asger Jorn later irsthi
dissertation, because the first two Appel pictiresght by Power were painted in Paris after thistart
had split from the Group to follow his own pathhely wereTéte(1954)* a textured, mask-like image in
thick impasto an€Composition(1955) a more abstract work full of bright, sweepbrushstrokes which
give one the impression of frenetic spontaneitygife 2) Although Power bought further examples of
Appel's work over the next two years, he obviousiynd the paintings of Jorn more stimulating and

rewarding.

Paul Jenkins (b.1923) is an interesting Americantpawho has not yet been given the recognition he
deserves in my opinion. Power came across his matR55 when he visited Paris with Peter Cochrane
to buy his first Dubuffets and was impressed byhighly unusual technique used by Jenkins at tie t
— something he saw again many years later in thi& efdViorris Louis. The artist often poured paamt

to the surface in a controlled manner and then pudaiied the whole canvas to give liquid skeins and
stains of colour. Power’s first purcha3ée Leap(1955) is an example of this style. At other tame
Jenkins painted huge pictures with veils of tracshi colour which owed something to the works of
Mathieu and Wols, two artists whom he had met aimdiged when he lived in Paris in the 1950s.
Jenkins had previously known Jackson Pollock in Acag(Lee Krasner was in fact staying at his studio
in Paris when she had the telephone call to telbhber husband’s fatal car accident) and the afea
large scale painting was not new to him. Althodghkins knew the Gimpel family well, it was
Cochrane and Tooths who invited him to participata group show in London in 1957 called ‘The
Exploration of Paint’ and the gallery showed higkvim solo shows regularly from then until the 1870

It is likely that Power, in his usual practical wayas interested in the whole subject of paintigpfibn
and that he experimented with artists such as derad Wols to learn more about their techniques as
well as their subjective improvisation. Jenkingowvas not aligned with American Abstract
Expressionism, does seem to be the first artistedPtnad experienced who thought in terms of a scale

which would be one of the hallmarks of Americampiaig in the future.

Jenkins was also not the only American artist bobgrPower in 1955, as Alan Power recalls that his
father acquired a small Pollock that year but | ftad no information about the title. One of thber

major painters possibly seen by Power in 1955 wetsNfondrian (1872-1944). Bryan Robertson had
been the Director of the Whitechapel Gallery foethyears by then and was continuing to show
important European art to the general public. Buammer he mounted a large Mondrian exhibition &and i
is probable that Dick Russell, Power’s friend aedign colleague who admired the De Stijl ideasef t
unification of the visual arts would have suggested they visit the Whitechapel together. At som
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time in the middle 1950s, Power eventually did pase a Mondrian painting and this va@mposition
No 2 with Red and Blugd 937) which he kept for many years and lent teoves exhibitions.

Power’s enthusiasm for the CoBrA movement blossomd®56 when he discovered the paintings of the
Danish artist Asger Jorn (1914-1973), who becamersonal friend and whose work he bought in
guantity every year until 1961. Jorn was more flagha painter working on his own in his studide

was a genuine activist for the arts even duringbistry’s occupation by the Germans, when he co-
founded an underground art movement called Helhestéell-horse’. Later, in 1948, he was onehd t
six founders of the short-lived but influential Q@Bmovement which attempted to find new ways of
combining a way of living with the practice of &g working together but, at the same time, retgnin
individual creativity. Unusually, many of the atisand writers did cooperate and they maintainesifomn
some years generating a range of activity acrossipg, sculpture, poetry, films, magazines, books,
exhibitions and conferences which did produce sewi#gence of a common visual style. ‘For a historic
moment, they — though by no means all of them fisihed the romantic ideal of collective labour and
even more or less put it into practice on many sictss.®®> Jorn was someone with incredible energy,
always moving on to the next cause like the foraratf The International Movement For An Imaginist
Bauhaus or the organisation of a Congress in 1956hwed to the establishment of the Situationist
International movement the following year. He tapthusiastically took up one of the concepts of
Situationism callediétournemenivhich involved the rearrangement of existing ssystems to
‘undermine’ the visual images of advertising. Joegan his ‘modifications’ as he called them, bgyin
up 19" century sentimental pictures in flea markets amidting over them with mystical figures in his
own dramatic style. Power was intrigued by thesgzought_e hollandais volan(1959).

Jorn was an intensely political person who, likengnaf his friends, believed that the world had baiwge
and that radical socialism was the way to do th#g.battled with tuberculosis for most of his lifet still
found time to write many books and articles as welproduce more than 2500 paintings, prints,
ceramics, sculptures and tapestries, most of whecleft to the Silkeborg Museum in Denmark. He
struggled with reconciling his belief in socialiemd equality with his idea that a creative elitaldadd
value to any future society. He once said ‘| @eathink and | speak and we speak with gestusaesedl
as with the tongue. It is this transmission ofgksture that we call pictorial creatiofi."Jorn believed,
like Dubuffet, that there was no such thing asnegs. ‘Tension in a work of art is negative-positiv

repulsive-attractive, ugly-beautiful. If one ot poles is removed, only boredom is &ftPeter

S w Stokvis,COBRA, the Last Avant-garde Movement of the Twrlentury (Aldershot. 2004) 327
%6 Opening Speech to the First World Congress of Arésts, 1956.
57 Guy Atkins,Asger Jorn(London, 1964)1
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Cochrane of Tooths must have been aware of sitdatetween the two painters and that Power’s
enthusiasm for Dubuffet could well extend to thekvof Jorn, and he was completely correct in that
assessment. He obtained a Jorn painting entidsdelles phrasg4955) which was a current example
of the artist’s post-CoBrA style and showed it toswr in London, probably not realising that the

floodgates were about to open.

Power felt that here was something new and livélyvas figurative work but not figurative in the

ordinary sense. It was an abstract look at lifie ,my view Asger paints the emotidehind the figure.

This is the distinction | noticed at the time. Diffiet is the same>® As usual Power backed his

judgement and bought a total of 19 other Jorn pagatover the next few months.*(See Figure 2)

| have researched the Tooths and Cochrane reaotts iTate archives and can find no informationuabo
how Cochrane obtained so many Jorn pictures, espeaihen one considers that this was a year before
the artist had his first major exhibition in Paaisd two years before the ICA show of his work. f&sas

| can ascertain, Power bought all these paintimjsrb he had met the artist but subsequently they
became good friends even though they held widdfgriig views on all subjects except art. From3,95
Power continued to collect Jorn paintings (52 taljancluding four of his ‘Luxury’ or drip pictueof
1961 which were particular ‘anti-art’ works andapgointed him. He hung one of theGhaosmos
(1961) in his London flat to see why he did notlikbut came to no conclusion, perhaps becausieaby
time he had already begun to look seriously at Acaerart.. Power’s interest in Jorn’s work extehde
over a number of different phases, from his ea@ieBrA influenced paintings to his drawings, codag
and his ‘modifications’, as well as his ceramicdahhwere highly regarded at that time.

The hyper-active Jorn was not the easiest of afiistleal with. He shunned publicity (unless he wa
involved in a new political cause) and rarely ateoh openings. Cochrane wrote numerous lettersto h
urging him to finish paintings scheduled for extidns only weeks away and sometimes Jorn delivered
the work and other times he did ndtHis own health suffered on these occasions asdis not helped
by his disinterest in financial matters — a trditiein Power used to recall with some amusement Jor
was undoubtedly a charismatic character and heladtén inspire people who held contrary views to
himself. One such was Pierre Wemaere (b.1913)iach painter and weaver with whom Jorn jointly
produced an extraordinary tapestitye Long Voyag€1947) which was 14 metres long and 1.8 metres

high. Jorn encouraged Wemaere to start paintiaghag the 1950s with some success, as Tooths

°8 Mundy 14
%9 Cochrane uncatalogued papers, Box 4, in the Tatévas.

48



mounted exhibitions of his work from 1958 until 9&hen Power bought one of his abstract works
Composition fond violgt1959).

Up to 1956 Power had only bought one piece of satégTurnbull’'sHead 3 but now he turned his
attention to a somewhat surprising artist for leisond choice — César Baldaccini (1921-1998). Heldvo
have probably seen his work at a group exhibiticthe@ Hanover Gallery that year, along with sculgsu
by Turnbull and Paolozzi. This was the first ti@ésar had been seen in England and it is possible t
discern the influence of Turnbull on Power’s chaif@ new artist to examine, as César was admied b
both his fellow exhibitors and Power’s knowledgesofilpture was still developing. César had not yet
started on his famous ‘crushed cars’ series thaexrhso much controversy, but he was using scrégd,me
which was cheap and plentiful, in his Bestiarye®in which he welded iron into grotesque, almost
science-fiction shapes. Power bought a piece fremBestiary serie§Jn animal(1956) as well as

Seated Figur¢1956) and then later in the ydaephant Insecf1955) again from the same series.

Another artist who was regularly shown by the Hardsallery was Max Ernst (1891-1976) and it is
likely that Power had met Roland Penrose by thie tand had been introduced to Surrealism by him.
Ernst was the only Surrealist painter bought by &aand as was his custom he acquired a number of
works to see if he could learn something from thémErnst’'s case, perhaps to look at his technafue
grattagefor a possible link to Dubuffet and other exampésiteresting methods of paint application.
Ernst was one of the most inventive artists offits half of the 28' century and Power bought work
from the 1920s such &orét sombre ebiseaux(1926) and-leurs (1928) as well as his more abstract,
post-war paintings to study the development otchestivity. Power also acquired two of the arist’
Obelisksas well as three of his most recent painti@gsnposition(1954),Hommagex Yves Tanguy
(1955) and_a lune bleug1956).

While still exploring the world ofmatierepainting, Power was introduced to the Dutch aBistm Bogart
(b. 1921) who was represented by Gimpel Fils atithe. Although Bogart had lived for a few months
in the same house in Paris as Karel Appel, he s@stependent a character to become involveden th
CoBrA movement and preferred to experiment witle¢hdimensional surfaces using encrusted paste on
which, at that time, he inscribed geometric matiish as crosses. Power’s first Bogart painting was
more restrained in colour but equally as aggresasvieis later work with brush strokes thrust at the
canvas. This waBbstract(1955) which was smaller (and lighter) than Bogastibsequent work in
which the paste in his paintings was sometimeswashras six inches thick and so heavy that steel
supports were required. Power lent the paintingntérts Council exhibition the same year and
continued buying Bogart witBomposition bruné1954),Prehistorique(1956) andsilence du nord
(1956).

49



Power regularly visited the ICA in Dover Street whbe often met William Turnbull to have a coffee
and talk about art. One of the group exhibitiorgaaised by the ICA in 1956 featured Appel, Wold an
the aristocratic, Italian artist, Giuseppe Capogir(5900-1972) whose calligraphic paintings based o
primitive signs were of passing interest to Pow€apogrossi repeated specific motifs in multiple
combinations in his pictures so that they becaregrised as his personal visual form of writing.
Although I would assume that they were perhapgtamrative and without any depth of meaning for
Power, he did buy two of Capogrosssarfaceseries painted in 1953 but sold them a few yedes.| He
continued to visit Paris with Peter Cochrane amdelne first saw the work of two artists whose fags
he did collect for a number of years. They weee@atalan painter Antoni Tapies (b.1923) and the
Canadian Jean-Paul Riopelle (1923-2002). Powaghtawp with Tapies at an early stage in the astist’
career when he was still experimenting withrhistierestyle of painting and before he began to construct
his larger pieces likBesk WithStraw. Power was still fascinated with the procesgainting and

Tapies, who was exploring the transformative gigsliof matter using detritus such as earth, sadd an
rags mixed with his paint in an attempt to transfenan’s view of the world, was someone whose work
was increasingly being understood by Power, ahibead in his personal notes when writing about the
importance of symbols for certain artists

‘Tapies — human to human, dark, strong, unharma@teorough cut-up texture but solid,
determinate, active (very). Obviously HUMAN on kgmound of NATURE. A good example of

non-figurative symbolism?’

Power’s first purchases weReinture vert{1954) andPeinture grisq1954) which were concerned with
marks scratched on the surface of the paint baihéyollowing year, withHPeinturegrise et rougg1957)
andPeinture noire et gris€l957), Tapies was incising and gouging lines detpan impasto surface
like a wall. Peter Cochrane thought that Tapies ore of the greatest painters of th& 26ntury and,
certainly, Tapies was highly regarded in both Eerapd America in the late 1950s. It is interesting
note that Tooths were one of the first British gaéls to show his work in a group exhibition called
‘Exploration of Form’ in 1958, two years after Pavikad bought his work in Paris. The other twosssti
in the show were Jorn and Turnbull, both friend®oWer’s - which could mean that he was beginning t
influence Cochrane, rather than the other way round

Jean-Paul Riopelle wagachistepainter and it is reasonable to deduce that Peawerhim as a
continuation of de Stael. Riopelle had an affecfmr landscape and his technique of using panetctiy

from the tube and then working with a palette knafdayer it into dense blocks of colour like a mics

%0 see Appendix 1
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gave the impression of an aerial image. He hadkw$ and Mathieu when he first came to France and,
like them, he avoided solid forms and points olufeo that his paintings have an all-over qualityciv

is accentuated by the profusion of colour. Powensed to like Riopelle’s apparent freedom of gestur
and appreciated that the artist was inspired byraand man’s relationship with it — something viahic
was also occupying Power’s thoughts at the timeaasbe seen in his personal notes mentioned above.
Riopelle once said ‘nature is still a mystery, yam never see it whol€"’and he tried all his life to show
the many forms of landscape, using colour as a smekexpression as well as a painter’s tool. Power
was obviously fascinated by colour during this ghakhis collecting and he then turned to anothista

who used colour to great effect.

This was the American painter, Sam Francis (19284}, %ut he used it in a completely different way t
Riopelle and indeed to the other artists whose virRmker had been collecting in Paris. The lumirmuts
thinly applied layers of paint which Francis usedhis pictures of bio-morphic forms were more clpse
linked to the technique of Paul Jenkins than Jegloubet. One can see in that perhaps, the eayhswf

a shift in emphasis from Europe towards AmericRamver’s collecting. Francis had been living ini®ar
from 1950 and for a number of years had abanddmedlea of colour in his work but resumed its use
only the year before Power walked into his studia956. As he would explain in later years, Power
knew instinctively that here was an artist usingr@nious colour and the surface of paint to exphess
ideas in a way that made Power think of concepisiwine was already writing about in his own notes -
‘cosmic phenomena and images external to our e&tience fiction is a type of this approach,
dangerous but exhilarating, so forward looking araking man do what he alone can i.e. think deéBly.’
Power obviously felt that Francis and he were timglalong the same lines and his enthusiasm must ha
showed, because he managed to persuade the ethetant artist to sell him two seminal paintingf
the easel’ as he used to recall to his family. seheereBlue and Black1956) andrange, Red and
Black (1956) and Power continued to explore Francigsigiit processes for the next four years buying
25 paintings in total, including such large picaiesWhite Painting(1951) and later works likked,
Yellow, Blue. New York-Par{§959-60).

Power appeared to respond just as strongly ttateework of Francis who had travelled widely et

late 1950s, particularly to Japan, whose cultufle@mced his painting. It is likely that he also
appreciated another aspect of Francis’'s work whiah identified by Lawrence Alloway and that was his
use of space. Writing in a catalogue for a gradpletion in 1956, Alloway noted ‘Space to Franiss

not a gap between things, but an active area fulevibrations of light and the pull of gravitse€orded

61 Quoted from theCatalogue Raisonnénwww.riopelle.ca(June 2008)
%2 See Appendix 1
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by the downward trickle of his pairft®’ Francis, having seen as a young man (but natvfed!) the work
of Mark Rothko and Clyfford Still in New York, appeiched painting without much of taagstof
American Abstract Expressionism and once havingddus own language, developed it progressively
within its limits. It seems to me that he was #eative bridge for Power to cross towards the new
American art which he embraced in depth over the f@sv years. Furthermore, Francis was much
admired in Britain in the late 1950s and criticetsas Herbert Read, Alloway and Heron wrote aba@ut h
work extensively, and it is likely that Power hadd some of these articles. Heron as an artist was
affected by the lyricism of Francis as he later tisgred ‘ | have often said that the only influemeally

that | admit to from the other side of the Atlantias that of Sam Francis %*’

Coincidentally, Cochrane had obtained a Rothkotpagnn the autumn of 1956 which reinforced his
view that the centre of contemporary art was stgffrom Paris to New York and Power assumedly
agreed, as he acquir@blden Compostitiof1949). | will be discussing the American artisisnore
detail later in this dissertation. He also boudlat year his only Claude Monet paintihgs Falaises
d’Etretat (1886), which was the same location as his Matssgisition and leads one to think that he
bought both pictures for sentimental reasons aftédaying there. There is also the possibility
(according to his daughter) that he bought the Marea present for his wife, Rene, who did notyfull
share his enthusiasm for contemporary art. Hasiagped buying the work of Irish artists three gear
before, Power next renewed his interest in tha aral purchased work by William Scott (1913-1989)
who had visited America in 1953 and was one offitisé British artists to meet many of the leading
Abstract Expressionists there. Scott was an estadali painter and had been shown in various gallerie
London as well as at the Martha Jackson Galleiyew York in a group exhibition with Barbara
Hepworth and Francis Bacon. Scott was movingrnwee abstract style by 1956, reducing the objects i
his still-life paintings to their flat, basic outks which hovered above the picture plane. Heldiatphis
colours into tones to create a homogenous yet camgattary background for those shapes, which still
retained some figurative elements in the firsteélegamples that Power acquiré&di)l Life (1954),Grey
Still Life (1955) andRed andOrange(1957).

Possibly one of the most important occasions favd?on 1956 was when he was approached by the Arts
Council to lend some paintings for their next tagrshow of contemporary art. This was the finsieti

that Power had been invited to participate in saurctlevent and a clear indication that he was beapmin
recognised officially as owning an innovative amteasive collection. After some discussion and

presumably when the organisers realised the eatehtange of the works he had acquired, it was

63 Catalogue oNew Trends in Paintindl.ondon, 1956) unpaginated.
%A Walker,Cultural Offensive, America’s Impact on British Aince 1945(London, 1998) 55.
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decided to ask Power if he was willing to lendthé pictures for the exhibition. He agreed tesdo
provided he could remain anonymous and there wae stebate in later years among his family and
friends as to the reason for his decision. Povwas maturally a modest man, disliking ostentatiowl, ia

my view not quite ready so early in his collectocageer to stand out as a major figure in the Loratbn
world and, consequently, the exhibition of 27 paigs was labelled as being from a ‘private collecti

The introduction for the small catalogue of thewhweas written by Lawrence Alloway who was an
important influence on Power’s collecting for thexh25 years and the two men must have discussed th
choice of paintings at some length. The exhibith@s to be called ‘New Trends in Painting’ and they
concentrated mainly on European artists livingamni’at the time with an emphasis on the aabiotine
artist and on the basic physical ingredients ofifi@g. They therefore selected five Dubuffets]udag
L'orateur (1955) andPaysage americaifl1952): five de Staels, includir@anal a Graveline$1954) and

Le football la nuit(1952): four Ernsts includingleurs (1928) andlrableau de printempd.954) and two
each by Appel, Bogart, Riopelle and Soulages. Ti®y chose two American artists, Francis and
Jenkins, who were currently working in Paris. Alby when writing about why the chosen artists
represented a new trend, mentioned thatt‘autre is a rejection of the rest of modern art. An acayle

of modern styles has been established and istignit? The exhibition toured three cities in England and
proved so popular that in the following year, thesACouncil arranged a showing in London where it

again drew large audiences.

Margaret Garlake has described the paintingsahekhibition as ‘concentrating on the recent
interactions between European and American paimtngcontaining names known only to a few artists

166

in Britain.”” When comparing the collections of Kenneth Clard Rower, she felt:

they were equally important as exemplars to dififegeenerations of artists and act as symbolic
markers of the period. One represented, on a greald, the collector as expert and arbiter of
taste, while Power’s approach was experimentalsidicratic and closely focussed on a single

strand in postwar aff.

The content of the exhibition became part of algomg argument at the time about the terminology of
abstract art andihe Timeseviewer summed up the problem when he wrotetki®aéxhibition was ‘the
first representative collection to be seen in toigntry devoted to what has variously been called

‘tachisme’, ‘'art brut’, ‘action painting’, and @n, in a mood of semantic desperation, ‘'art difffe

65 Catalogue ofNew Trends in Painting_ondon, 1956) unpaginated.

%6 m Garlake ,New Art New World, British Art in Postwar Socigyfew Haven. (1998) 16
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This whole problem of the language of contempoeaitywas a subject that Lawrence Alloway also felt
very strongly about as part of his campaign to biavn the differences between ‘high’ and ‘low’ art

which he later defined in his 1959 essay ‘The LBnant of Culture’.

Alloway and Power remained friends for many yead iafluenced each other greatly but it is difficul
assess when they first met. It could have beénerearly 1950s at the ICA where they had mutual
friends such as Turnbull, Paolozzi and Hamiltomey were certainly aware of each other by 1955 when
Alloway was writing regularly in ‘ARK’, the Royal @llege magazine, which Power was subsidising with
Murphy Radio advertising, and obviously they workegether on the 1956 exhibition of Power’s
paintings mentioned earlier. At that time, thegrgldl a common interest in the ideas of communiesatio
and cybernetics and Alloway at least was influerfmgearshall McLuhan'’s theories on the social and
cultural effects of mass media which Power, asleorand television manufacturer, would also have
understood. Their views, additionally, coincidedtbe subject of the artist and his materials &ed t

need for improvisation, which led them both to ampte the work of Dubuffet and Jorn. ‘The artist’s
relation to his materials is the dominant factdhe forms of the picture cannot be predicted aluéalle
action of the artist in making the work of art’ &Way wrote®® At this period in the 1950s, neither man
had visited the United States although Alloway wesEnglish correspondent of ‘Art News’, the
American magazine which many regarded as the hjouseal of Abstract Expressionism. Subsequently
another mutual friend, Stefan Munsing, the Cultéddirs Officer at the American Embassy, arranged
for Alloway to travel to the United States in 195Bere he met a number of the Abstract Express®nist
whose work Power had bought and shown to Allowayyimar before in London.

Alloway was an extremely energetic and influenfiigdire in the London art world throughout the 1950s
He was active in the ICA and was one of the foumdembers of the Independent Group where he
lectured and wrote about popular and mass culweady as 1953 but in the broader context of
American advertising and packaging rather tharathevhich subsequently drew upon their imagery.
Alloway was very pro-American and became the legditivocate of Abstract Expressionism in Britain
having been involved with the ICA’s ground-breaki@pposing Forces’ exhibition in 1953 which
featured Pollock’s huge paintif@@ne: Number 31, 1950He continually tried, however, to link avant-
garde movements in Britain and Europe with the m@nld of global communications and travel, and for
a while thought the British Constructivists werpassible route. In 1954 he published his firstkbdmne
Abstract Artistan which he promoted them as the cutting edgeontemporary art but later changed his

mind as he turned to the more radical CoBrA arssish as Asger Jorn before passionately embraoceng t

%9 |pid 121
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work of the new American painters which he savhatfamous Tate exhibition in 1956. Alloway wrote
prolifically for both British and American art amalichitectural magazines throughout his life, buiast
known for his writings on Pop Art in particular lheokAmerican Pop Arpublished to coincide with the
Whitney Museum exhibition in 1974.

Alloway’s restless energy meant that he was stiblved with many aspects of the British art scene
1956 and none more so than the Independent Groigh\whd ceased to meet formally but came together
to mount the ‘This is Tomorrow’ exhibition at thehfiechapel Galley — one of the most important art
events of the 1950s. Alloway was one of the orggsi, wrote the catalogue introduction, particigarte
one of the twelve displays and acted as presseofficgenerate such publicity that more than 19,000
visitors came to the exhibition. Although the cepicof the exhibition was to have a series of digpto
show the interdependence of architect, paintersaatptor, the exhibition is most famous for a ledgay
work by Richard Hamiltodust What is ithat Makes Today’s Homes so Different, so Appealinghat
small collage was truly revolutionary and achieaegbal that Alloway had set out in his introductory
essay in the catalogue, of making the public opeir eyes and see something new. To many peojle, th
exhibition and that work of Hamilton’s representikd birth of Pop Art although it was not until tharly
1960s that the term was used to describe the nevement.

Power was almost bound to have seen the exhibd®so many of his friends and acquaintances had
work on display there and the concepts behind tlbevsvould have appealed to his own questioning
mind. His friendship with Alloway remained stroagd they met often to discuss art and artists, but
interestingly their relationship changed with tlesgage of time. Alloway undoubtedly helped to shap
Power’s understanding of the new art being produgadicularly in America, but certainly by the eoid
the 1950s, Power was introducing Alloway to the kvairartists he would not have seen, even lending
him a large Sam Francis painting so that he cauwidyst in detail. Alloway moved to the United &8s
in 1961, to become a curator at the Guggenheim Mudeefore being appointed Professor of Art History
at the State University of New York. The two mgaim when Power came to America for the first time
(surprisingly) in 1964 and it is likely that somktlee works he bought on that visit and later, weamne

Alloway’s recommendation, in particular those of W and Lichtenstein.

Power was always an assiduous visitor to artistglies and one he called on in 1956 was that of Ala
Davie, a Scottish born painter who had travelletheoVenice Biennale eight years before and haa see
paintings by Jackson Pollock from the Peggy Guggenitollection. Some of the work in the show
included Pollock’s ‘pre-drip’ paintings with thesymbolic imagery and these influenced Davie’s own
painting for some years as he developed his irterése creation myths of non-Western art. He alas

one of the first British artists to experiment walements of chance and accident in his paintiag; h
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would make spontaneous marks on rich layers oft paiten with the canvas on the floor. Power
obviously responded to these techniques and itite gossible that he showed Davie the early Pklloc
Banners of Spring1946) which he had just bought, when they beclimeds. Davie was less committed
to Paris than many of his contemporaries, possibbause he had sold a painting to Peggy Guggenheim
and looked to America for inspiration. He had bekoawn regularly at Gimpel Fils but in 1956 he was
offered a solo exhibition at the Catherine Viviagadlery in New York which coincided with Power’s
increasing interest in American art and he dectdddnd Davie so that he could attend the openmdy a
stay for a few weeks. Davie was fortunate enoogheet his hero, Jackson Pollock, for the weekend o
Long Island just before he died but he also metdRaotherwell, Franz Kline and a number of other
painters. Davie was very grateful for Power’s gesity and even more so after he bought four of his
recent paintings the following year includigage of the Fish God No(Z956) which was presented to
the Tate by Power in 1973. Davy admired his patoothis independence of spirit and his open-

mindedness, ‘He had an eye. It's a gift, not stingtyou can learn. You have it or n6t.’

By the end of 1956, it can be argued, that Powedrdegun to form a clear idea of what he lookedror
painting and sculpture. He had acquired, sometimgseat depth, the work of a number of Britisld an
continental European artists but increasingly he tuening to America for inspirational and excitiag

as part of a new phase in his collecting. | wdldiscussing this aspect in the next chapter ofiresis.

0 Telephone conversation with Alan Davie. June 2008.
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Chapter 4

A further voyage to American and British abstraction and Pop Atrt.

1957 was another important year in Power’s coltgcpirogression because he made a positive decision
to examine American art. It is quite possible thatver’s increasing interest in American Abstract
Expressionism came about because of discussiohacheith friends like Lawrence Alloway and

William Turnbull who could see the importance akthew style of painting.

Once again, however, Power relied on Peter Coctaaddavid Gibbs of Tooths Gallery, who visited
the United States regularly, to actually look fdists whose work would be likely to interest him.
Cochrane no doubt discussed with Power the linkéen artists he had already acquired such as Branci
Jenkins, Kinley and Scott and the American painters/ould have seen the year before in the Abstract
Expressionist room in the Tate exhibition. Likeshpeople Power would have been intrigued by the
sheer size of some of the work, and the paintifigdyford Still and Pollock would have struck aard

in his mind because he had already started thinkii@®54 about some of the themes the American
artists were exploring, as his personal notes shdWan is insignificant in relation to the cosmasd in
relation to the natural phenomena of cosmic anetpsenic forces (but these) are significanttan.”” It
is interesting to note that one of the first Abstiaxpressionist painters Power had bought waskeoth
whose work has been described as ‘hovering tiedeo$e, atmospheric color or darkness - from a
landscape of mystic cosmological characfér.’

The New York School of artists in the 1940s andyeE®50s were intellectually aware of many aspects

of American cultural life including some of its nemconcepts.

A defining feature of the school was its attempassimilate into visual interpretation relatively
new knowledge about human nature, mind, and theahwuondition — knowledge gleaned from

psychology, anthropology and philosophy.

It was almost a necessity for those painters takbrew ground and it seems to me that PollocK, Stil

Rothko and, later, Newman were each searchingein dlvn way for a universal symbol or language of

1 See Appendix 1

2R RosenblumiModern Painting and the Northern Romantic Traditi&niedrich to Rothkp
(London, 1975) 212.

Y Leja, Reframing Abstract Expressionis(hew Haven, 1993) 2
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painting which would explain the truth of life ihd post-Hiroshima world. They wanted to start fribw
beginning and rethink form, colour and contentégeldop a new creative route and, again, Power was

thinking along the same lines when he wrote inpeisonal notes:

To make symbols as directly perceptive and comnativie (the least amount of viewer
interpretation) as possible is the aim. So, reduneremove if possible all connections and
complications not being the symbol or directly cected with the symbol. Rothko - human, lack
of conflict with nature - harmonious, strong, cakepreading (knowledgéj.

Power must have been agreeably surprised whenahpasatings which visually encapsulated some of
his own thoughts and he would not have been coeddirat they were American. In my view, because
Power was self-taught, he was less hidebound tyopaise (then) current theories about art, and he
responded to any person or movement which was ptiegito move in a new direction. At a time when
many knowledgeable people were rejecting Americhstract Expressionism or at least sitting on the
fence, Power was already acquiring important warlkastrue pioneering spirit. All of the five atgs
whose work Power purchased in 1957 were conceritbdive actual painting process and their flat
canvases (with the exception of Pollock) were deéwbdithe forms and textures of the outside world
which might have competed with the reality of tickual paint. This concern with process was a commo
theme amongst many of the artists Power had prslji@upported in Europe and so it was an aspect
which he understood and appreciated with the Araesc He also enjoyed the periods of quiet refyecti
when he just looked at the paintings and triedtanfhis own opinion about them, which could takeso
time for as Alfred Barr commented - ‘These paintassa matter of principle, do nothing deliberately
their work to make communication eady.Power always believed that getting to know ay&should

be a challenge.

As | have already mentioned, in 1956 Power had boRgthko’sGolden Compositio1949) which was
one of the Multiform series with faint images retd, in this case with whitish outlines to give atha

halo effect. In 1957, he was then offered a nunobether paintings by the artist from which heestdd
two —Yellow and Orangé¢1949) andOrange and Re(1956) Both these works were excellent examples
of Rothko’s signature style with three or four eewles of soft-edged colour, aligned verticallytlsey

floated in a void. The colours were not static beer, but seemed to move and flow — indeed Rothko

" See Appendix 1
& Catalogue folThe New American PaintingLondon, 1959) 11
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called them his ‘performers’ although by the tin@uer acquired the two paintings, the artist hagsta
explaining his work, which would have suited Poasthe liked to make up his own mind. Both men
were concerned with reducing any extraneous olestdx@tween the painter, the idea, and the viewer or
as Power would sometimes say to his friends imsiéieterms — interfering with the ‘transmissioh o
energy’. It would be interesting to speculate drathe artist and the collector talked about wiery

met years later in 1964 in New York. Power alwaglsthat Rothko answered one of his stated
requirements in a painting, which is that it shoelmhanate a “sense” of its meaning in the simplest
possible terms. A strong sense rather than pattdetail.”® Subsequently, Power bought two more
Rothko pictures +tight Over Dee1956) andottle Green and Deep Re(l958).

The other painting which Power purchased earlyybat was Pollock’8anners of Spring1946) one of
a series of mural-like works which he had begun years before when Peggy Guggenheim had
commissioned him to paint a huge 20 foot murahiarapartment in New YorkBanners of Springs
one of the last semi-figurative pictures Pollockquced before he started his drip paintings in 184y
is more lyrical and lighter in colour than muchhid work. He used a repeat pattern in a sequence o
marks and forms with some degree of order to sth@banners, with black lines to define the stikk-li
human forms waving them. Pollock and some oth@grajeneration American artists such as Rothko
and Still were influenced in their early careerdliog imagery of North American native culture anerée
are possibly symbolic features in the pattern ¢féthis work. One art historian, Barbara Roszsau
this painting as an example of the artistic intpetelence between Pollock and his wife Lee Krasirer.
the catalogue essay for a 1981 exhibition she paiat that the recently-married couple had moveal to
farm in Springs, East Hampton (which may offer kieraative meaning for the title) and that the fura
environment temporarily at least, changed the \may tvorked:
At the moment when Miss Krasner finally seems takrfree of geometric abstractions and
allows the unfettered power of her imagination wosb forth with dark, primeval force in "Blue
Painting," Pollock is shown to be creating his tgiscal works to date, moving away from
subjects like dismembered bodies, flames and demoorreate such light-filled canvases as
"Banners of Spring’®

Many myths have been created about Pollock butdsemuch more sophisticated intellectually than his

physical appearance and hard drinking lifestylegested. He had studied the work of Kandinsky and

®see Appendix 1
" Catalogue essagrasner-Pollock, a Working Relationshi@Guildhall, New York, 1981)
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Picasso in particular and used elements of thetsiiei of their paintings in his own work up to 191 |
have no evidence that Power saw the Banners pictuhat way. (see Lewisoff) According to Alan
Power, it is likely that David Gibbs, who by thisie was acting in a freelance capacity, had beiefeor
that Power wanted a ‘pre-drip’ painting to lookoafore he ventured into Pollock’s latest work, &ad

the opportunity to buy the picture on Power’s behble also bought a second earlier waik (1948)

for his client. Power later acquired two of Pokcdrip paintingsdJnformed Figurg1953)* and

Untitled (1948). The latter picture hung in Power’s Londlan until his death in 1993. (* Figure 5) Both
Gibbs and Cochrane continued to search out matteeahost highly regarded American Abstract
Expressionists in the spring of 1957 and Power Hugjuired one painting each by Kline, De Kooning
and Still so that he could follow his usual custoistudying a new artist’s work quietly at leisure

The first of these was Franz Kline (1910-1962) Biogver must have responded to the artist's bold
calligraphic images in black and white which heldquossibly connect to the paintings of Soulages
whose work he had previously bought. Kline haddivn England in the 1930s and on his return to the
States had struggled to find his own personal segath and it was his friend Willem De Kooningavh
showed him a way to develop a new style. In 1&48Jemonstrated how Kline could project and greatly
enlarge a small painting of his favourite armcloairto a huge canvas by means of a special optical
device. Kline noticed that his brush strokes hecbime completely abstract and more gestural, argd th
the most important phase of his work was estaldisidine’s method of painting was not, however, as
spontaneous as would appear because he made gasdifinary studies so that his powerful gestures
using housepainter’s brushes, often quite spanrigeir application, could have maximum impact.eTh
relationship between Kline’s black brushstrokes whde space may have reminded Power of the work
of Sam Francis, one of his favourite paintersthimcatalogue for the 1959 Tate exhibition, ongeasri
points out that ‘the whites in Kline's paintingsarot negative or positive spaces but mean the same
thing as the blacks? Power always seems to have been fascinated hyxtagposition of colours
including black and white and it is likely that Hisst Kline picture,Sassoor{1955) would have
immediately appealed to Power in this contextthinfollowing year, he continued exploring the siisi
ideas with the purchase Bhinting (1952) andHewn Formg1956).

Willem De Kooning (1904-1997) was a trained Euapartist who had arrived in America as a young
man and experienced many hardships before he achweer recognition in the middle 1950s. One of
the factors which contributed to his success wasélebrated Woman series of paintings begun i 195

and the example in Power’s collectiddoman(1955) was a sketch and one of the last De Kooning

8 Lewison Interpreting Pollock(London, 1999) pp 22-30
9T B Hess in Art NewsVol. 55, March 1956, 64.
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painted before moving further into abstractionth@ligh he returned to the subject of women agaihan
1960s. At atime when many of the critics andsgstwho championed abstraction had declared tkat th
human figure was obsolete, De Kooning continueggkiat his disturbing, often ferocious ‘portrait$’ o
the female figure but with the painterly, gestumalshwork of Action Painting, as the art critic Blar
Rosenberg called it. His idea of deconstructirsyshibject and then rebuilding it in a mid™gentury

form was obvious from the layers of paint whichapplied and then scraped away and then restored,
often gave his paintings an unfinished charactdfrthey were always ‘in process’.

This point was taken up by Norbert Lynton when hete/‘De Kooning'’s painting is first and foremost a
matter of process: an encounter, on the canvals,arivithout preparation, of marks that suggesnfr

of forms that suggest spaces that at once coneenpfiguration.®® Power often looked for this aspect in
paintings although the picture he actually bougigsdlook finished, if rather sketch-like, as iaiseady
showing a tendency towards abstraction. As Allowagte when describing it ‘De Kooning treats the
convention-bound theme of the single female figiieasso, Matisse) but hits on fresh configurations
which the presence of flesh and blood emerges gfrbis characteristic slashing brushstroRés&bove
all, De Kooning was a master in his handling ofdhrand paint and it was almost as if he needed
figure, even in the background, to act as a baseloch he could work. From my own conversations
with Power in later years, | gained the impressiat while he admired De Kooning, he did not
particularly find that the picture he owned ‘spok@him and to the best of my knowledge he did not

extend his collecting of the artist any further.

The fourth artist whose work was acquired by Powdr957 was Clyfford Still (1904-1980) who was
regarded, with Newman, as one of the leading preptsnof Colour Field painting. Still always seemed
to have a visionary quality about him and he attexhin his work to transcend the act of painting in
something greater, beyond the edge of the canwasyds what some labelled as Abstract SubfimBy

all accounts he could be dogmatic about many aspédttis painting and frequently laid down firmes|
about how they were to be displayed to such ameitat he declined all public exhibitions from 295
59 and increasingly worked in isolation. He swgtefrom what he called ‘moribund oppressions’ which
he could only overcome when he was painting andyméhis huge, monumental pictures with their
monochrome yellows and blacks torn by jagged flagtievhite and red reflect this. His work, however

meant something to Power possibly because he Himaslattempting to analyse his own thoughts about

80N Lynton, The Story of Modern AfOxford, 1980) 234
81 Catalogue foSome Paintings from the E J Power Collectibhondon, 1958) unpaginated.
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Man'’s relationship with Man and Man with Nature.h&n he saw (and bought) Stilko. 21(1948) he

perhaps felt that the artist was coming close $ooln standpoint - as he wrote in his 1957 notes:

The resultant pictures may give the feeling of &@®©ut’ rather than ‘Break Through’. MAN
breaking out from or down his environment of hateaxch other through acceptance and
development of nature’s abundant resources. Afgmte Still comes nearest to this — disturbing
colours and line plus some harmonious but ‘flodtinglours. If ‘me’ could really get hold of the
latter, things would be a lot neater!! That's faeling | want. Hopeful but difficuft®

A year later, Power bought a second Still paintitegl (1951) which was more than 7 feet tall and which
he hung in his normal-sized house in Welwyn Gadigy to the initial consternation of his family. eH
sometimes talked about his new American purchaskstchildren, who were in their twenties by this
time, but he never tried to persuade them that sheyldlike them, which enabled them to form their

own opinions of contemporary art in their own time.

Although he had found his first foray into Americahstract Expressionism of great interest, Powartwe
regularly to Europe and continued his wide-rangialiecting of European as well as British artisitse
was genuinely passionate about the work of Dubuaifiet through Tooths bought 24 pictures, even more
than in the previous year. These included soma@dmwhen Dubuffet visited North Africa such as
Bedouin, chameau et palmigs947) and_es jardinsde I'oasis(1949) but also Power’s first purchase of
the famou<Corps de dameseries] a belle aux seins lourd4950) as well aBonsieur Plume plis au
pantaloon(Portrait d’'Henri Michaux(1947)* which is now in the Tate collection. * (eire 3) Power
also continued his policy of buying a key paintfrmgm each of Dubuffet’s series. (see Appendix 3)
Power was still actively following Jorn’s progremsd they met again that year to talk about thetegti
latest work — carefully avoiding, | would think,yadiscussion about politics, capitalism and manthef
other subjects on which they would disagree. Twatalole Jorn paintings which were added to Power’s

collection at that time wer€onversation equivogu@956) and the recently finishéd Pluie (1957).

Power also returned to de Stael wHlleurs aFontenoy(1954), one of the last of the artist’s paintings,
and he was still enthusiastic about Tapies, bufong of his latest paintings including the very pul
Peinture Grise et Rougd957) in which Tapies had violently lacerated tthiek surface of clay and
marble dust with horizontal lines. Like Power, Tegthought that learning to look was essential to

8 see Appendix 1
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understanding and he wrote ‘Let us learn to lok& the concert-goer listens. Music is a compasitib
sonorous forms in time. Painting is a compositibrisual forms in spacé?® In that same year, Tapies
had organised an important exhibition of Europaah/American abstract art in his native Barcelont wi
an eclectic mix of artists whose work Power hadady acquired or was about to, such as Appel,
Dubuffet, and Wols as well as Pollock and De Kognihis quite possible that Power combined a
business trip to Spain with a visit to the exhdmtias Murphy Radio was expanding rapidly in theQk95
By coincidence, Power bought two small watercoldyr$Vols in 1957, one of whidhongsBatons
Verticaux(1943) was an interesting miniature in Techistestyle with the batons looking like runner
beans hanging from a rod. Wols produced many mgshin which he altered the natural structure of
plants to show them in an expressionistic way d@adviork was much admired in Paris in the 1940s by
artists like Michaux and de Stael. Power was Istilfing pictures mainly through the Tooths and Gaémp
fils galleries both of which had interesting exhims that year. Tooths put on ‘Exploration ofrRali

with an introduction by Alloway, showing work by ifabased artists such as Appel, Dubuffet and
Riopelle as well as Jenkins and Francis, the twedeans still living there. Power had paintingsatly
these artists already in his collection but he wddve been intrigued by the ‘Autour du Cubisme’
exhibition at Gimpels which gave him the opportynd look at pictures by older European and Russian
painters he may not have seen before. These eatlivadb husband-and-wife pairs, Robert and Sonia
Delaunay and Mikhail Larionov and Natalia Goncharavaddition to Amedée Ozenfant, Gino Severini
and Francis Picabia. Power obviously found tharknextremely interesting because within the nesd f
years he bought examples of all their paintinggarticular Picabia.

1958 was the year when the self-effacing Ted Pdwally agreed that he should become known as a
major collector of contemporary art, with the opegnof the ICA exhibition ‘Some Paintings from the E
Power Collection’ on the 13of March. It is likely that a number of peopleseted gentle pressure on
Power to do this, not least Penrose and Allowayelkas his friends Turnbull and Cochrane. Theywmu
have felt that it was important to show the pubiiat here was a group of the most contemporary
paintings of the moment and they were all in_thegbe collection of a British person, not in an American

or French museum.

84 Catalogue foAntoni Tapies(Waddington Galleries, London. 2006) 6
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Alloway wrote the catalogue essay and in the fiesagraph, he went straight to the point:

When asked what the paintings in this exhibitiqpresented to him the collector answered: By
gesture or symbol they record man’s reaction t@wddieeming with events. The impact of these

events are all the stronger for being sensed ordtier than recorded visuaffy.

Alloway wanted to explain that Action Painting, t@my to what many people thought after seeing
examples in London five years before, was cleanyagor style which had changed the face of wortd ar

He went on to state that:

We can see that the action painters can do as miticlheir paint as other painters can do who
retain the conventions. In fact, action paintingalves the transformation of matter by ordering it

to a human purpose, as does any other &yle.

The exhibition consisted of paintings by De KooniBgbuffet, Tapies, Pollock, Kline and Rothko, &l
which | have already mentioned, with the exceptbRollock’s supertbnformed Figurg1953) the first
of the artist’s drip paintings which Power had doegh Alloway wrote at some length in the catalegu
about this particular picture as he thought it wagpical example of the way Pollock experimenteith w
ways of ‘controlling’ pictures which had been prodd by free-flowing gestures. The background is of
spilled and thrown paint on top of which the artias superimposed fresh layers of bright colours to
create an interplay between them. Pollock featprechinently in London that year as the Whitechapel
Gallery mounted a comprehensive exhibition of hiskwvhich received much publicity including a
review broadcast on BBC radio by the eminent aticdDavid Sylvester, who had rather changed his
views on Pollock. When Sylvester first saw thésigt drip paintings at the 1950 Venice Biennale félt
they represented the seamier side of America btiv@nadio he mentioned that he had not had to wait
for the Whitechapel show to ‘realise what a beauphinter Pollock was, though | didn’t previously
realise quite what a master of the medium he Was.’

Power cooperated again with Tooths early in 1958mithe gallery organised a large exhibition of
Dubuffet’'s work and he allowed 19 of his own paigs to be shown anonymously. Georges Limbour
once again wrote a perceptive essay in the catalaguhe exhibition included examples from many of

Dubuffet’s series of paintings and he wanted toasti@t the artist was able to achieve constantwahe

85 Catalogue foSome Paintings from the E J Power Collectibandon, 1958) unpaginated.
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of his creativity by having a basis of science amethod. Meanwhile Power and Cochrane were still
searching out other Dubuffet paintings and founar2®e of interest includintj tient la flute et le
couteau(1947) from theSaharaseries and&lement de sol au petit diap(2957) from thel'exturologies
series. In that year Power also added to his sa@gollection when he acquired his first work by
Alberto Giacometti (1901-1966%Frande téte tranchant@ate unknown). Giacometti, the Swiss-born
sculptor, was living in Paris and had been giveet@spective exhibition by the Arts Council in 595
when Power would have seen his extraordinary saxdpt In 1959 he bought a second Giacometti piece
Grande téte de Dieg(l954), a striking portrait of the artist’s brothehich stood in Power’s flat for

many years.

On one of Power’s visits to Paris with Cochranera&t 1958, the two friends called at the Galerie
Maeght and saw an exhibition of the work of Ellsthdfelly (b. 1923), a young American painter who
had previously lived in France. One of the fewdpaan artists who had influenced his work was Hans
Arp and in 1950 Kelly produced two works which d¢enregarded as pointers to his later paintings —
White RelieindChildrens’ Leftovers Arranged by Chancéhe first of these reflected Arp’s idea of
showing the accidental aspects of objects whegesttadow of a thing is as real as the thing itaedf

can be presented as such even without its c§tisethe second piece, which Kelly produced while he
was teaching art at the American School in Padgjded some of the shapes in primary colours for
which he became famous later in his career. Thee adlehance and accident in painting had always
intrigued Power and when he saw a whole room filally’s bright, powerful pictures, he realisecath
here was a painter who had developed his own vdagbof forms which were more than flat shapes on
the canvas. In Kelly’'s early paintings (before si@ped pictures) he created tension between #pesh
one to the other and between the shapes and tleeoétlte canvas often giving the feeling of pressur

outwards.

From all accounts, Power was genuinely excited by work and, interestingly, he telephoned his
friend Alloway almost immediately to tell him abatt In my New York interview with the artist, Kgl
recalled that Alloway had never seen his work ‘aod’ed phoned him and said you must see this and
Lawrence said he didn't have any money and TedI8bjmhy your way over® In the end both Alloway
and his wife, the artist Sylvia Sleigh, came toi$tr see the exhibition that kick-started Kellgareer,

for Power decided to buy eight of his paintings #relshow was a sell-out ‘which was a surprise ¢o m

BEG GoosenEllsworth Kelly (New York. 1973) 29
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until 1 found out what price my dealer sold them s Kelly ruefully pointed out in my interview

him. Ever the business man, Power had waitedetéatt day of the show and bought the paintings at
substantial discount. Kelly never begrudged hiis #imd readily acknowledged how important Power’s
initial purchase of so many pictures was for hisife success. (Indeed, in 1995 he gave the Tateofo
his Mallarmé suite of prints in Power’s honour.neof the Paris paintings wBsoadway(1958)* which
Power later presented to the Tate 8ahhattan(1958) which hung for many years in Power’s London
flat. * (Figure 4)

When | asked Kelly what he thought attracted Pawdris early work, he explained that Power seemed

to understand intuitively what he was trying to do.

| wanted to capture something that's mysterioushiservations and | said if you look hard
enough, everything becomes abstract if you bred&tn. And | was searching for something to
compose a different way. | wanted chance elemiatshis, this, this and this and it could be

different shapes and they are there by chance stagited seeing things that wiy.

Indeed, Kelly frequently took photographs of obgeict nature or man-made structures to show that
everything can become abstract and examples suBbaah Caban#1950) andCurve Seen From a
Highway (1970) clearly illustrate this id€a.

On his return to London, Power was still enthugsaabout this new work and he acquired three mére o
Kelly’s paintings over the next few years one ofichh titted EK 214 Slip(1959), had to be exchanged by
Kelly as it had been damaged while on loan to anguexhibition, much to Power’'s annoyance. He
remained a supporter of Kelly through to the 19®dying such work aBlue Pale Grey1960) and
Brooklyn Bridge(1958) by which time the term ‘hard-edged’ wasgaised to describe his style of
painting, although I can find no record of Poweyihg his shaped canvases. Kelly met Power from time
to time when he came to England and it would aptiedrthey enjoyed each other’'s company not least
because Power did not ask dozens of questions aimait. Kelly had had a speech impediment as a
child and preferred not to discuss his work endjess he mentioned to me. He liked people whddtou
‘grab’ his ideas themselves and Power was onasioginion.

Power was still fascinated by colour and continteedcquire the work of his friend Sam Francis 589
with three colourful pictures which are regardedase of the best of his small paintings, in patéc
Black, Orange and Rgd 958).

90 ..
Ibid
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Probably the American painter with whom Power Healdlosest affinity was Barnett Newman (1905-
1970). Although Power first saw his work in 198%y only met in 1964 when Power came to New
York on an extended visit but they had corresporid®d time to time. The Power archive, for example
has a letter dated July 1962 in which Newman askBdwer’'s advice and help ‘in a personal matter of
great concern. You may have seen the outrageoearddnyan Robertson has committed against my
wife and myself in the Listener, May 10. A lottbfngs have happened in my life but nothing this.r&
This was part of an ongoing row about Newman (aadvife, Annalee) supposedly criticising some of
the younger American artists, which Newman said ezaspletely untrue — even writing to the Director
General of the BBC to complain. A hand-writtenenfstom Power on the envelope shows that he acted
with his usual decisiveness ‘Agreed with Stefan Bing for him to ring Barney and get him to see
Robertson (who is in N.Y.) and settle the mattahaut more ‘rotten egg’ throwing which will do
nobody any good” Presumably this happened although | can find ideece that Power’s diplomatic

efforts resulted in a published letter of apology.

In my opinion, Newman was more sensitive than mbsut any slur on his character partly because his
paintings in the early 1950s had been given a mption by the New York critics and, more
importantly, by his fellow artists. He had prevsbuwritten many articles about the contemporaty ar
world in America and some thought he was a meiblder who had decided to try his hand at painting.
Newman had struggled for many years with healthfarahcial problems and had not painted at all in
1956 and 1957 because of what he regarded agéisioa by the artistic community. Furthermore,
much of Newman’s work was strongly influenced by héwish faith and some of his huge, colour-
saturated paintings bisected by vertical lines £ips) were concerned with the Jewish idea of meat
and the concept of infinity leading to the sublinihese metaphysical themes were not always
appreciated by everyone and that too, contribuddds years in the artistic wilderness. Howeves, h
inclusion in the 1958 MoMA exhibition ‘The New Amean Painting’ in New York and the support of a
young American collector called Ben Heller turnésifortunes around. As the first British buyer to
acquire his work, Power helped the process aldtmver had seen the four Newman paintings in the
influential MOMA touring exhibition at the Tate ameémarked years later about the effect they had on
him, particularlyConcord(1949) with its two zips of masking tape alldraham(1951-2) a black on

black picture which Newman painted following thetteof his father and which is regarded as an early

92 E J Power archive.
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masterpiece. Both paintings must have stayed wePs memory because his first Newman purchase
was the largely blaciBy Two’s(1949) which combined elements from each. WheaoudisingAbraham
andBy Two’s Thomas Hess uses the phrase ‘secret symmetifyeisense of a visual metaphor which
Newman employed to divide the paintings verticallgpecific, quantifiable relationships.

It suggests a ‘felt’ situation — an intuition byethrtist that such a placement would be ‘rightiis
general format. A move in a similar direction wadided inBy Two’s where parallel zips

disguise the fact that the left-hand element bsstrat long, vertical format. The energy of instant
division — the gesture of ‘Let there be... — is heigied?*

Power was still using David Gibbs to find Americam for him and the second Newman that Gibbs
located wagve (1950)* which, withAdam(1950), make a pair of related works obviouslyaaned

with both Jewish and Christian symbols of creatather than death. * ( Figure 7)

They were the first of Newman’s paintings to inamaie a vertical element along the side of the aanv

in the case oEve a burgundy stripe on a bright, cadmium orangsd fof colour. Both pictures are now
in the Tate collection. Having moved from blaclkotange in Newman'’s paintings, Power then turned to
white and in 1961, boughvthite Fire 1(1954)* the first in a series of four pictureswhich the artist is
again concerned with the Jewish idea of creatidrabulescribed in the Torah. *(Figure 17) Rather
surprisingly, there is no pure white in this paigtias Newman took great pains to create uniqueirg)lo
sometimes mixing hues on his palette or by layettiregn on the canvas. One catalogue entry for the
painting notes ‘a pale luminous aqua and turquddrinates, punctuated by two zips: a wide, palgéei
band on the left and a softly bleeding blue stdpehe right.> Three years later Power acquired another
in the series when he visited Newman’s New Yorklistin 1964 and persuaded the artist to let him buy
the newly completetivhite Fire 111before anyone else had seen it. The two photbgrapFigure 17
show the collector and the artist standing in frfithis painting in Power’s flat in London latéwat year

when Newman and his wife made their first visiEtagland.

The circumstances of that excursion to Britain werasual in that Power’s son, Alan, had become
friendly with Newman on his business trips for Moy@Radio to America. In 1964, he had boughiel
(1955) one of the most famous paintings in the Nawoguvreand the culminating picture in his pale

aqua series. The picture measured 9 x 18 feeAmIPower persuaded Newman to come himself to

%1g HessBarnett Newman(New York. 1971) 59
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supervise the installation in his flat in LondiThe Tate Modern catalogue of 2002 describes the
painting in the following terms — ‘In Uriel, the lgaturquoise is gloriously vast yet not divorceanfrthe
concentration of compositional and painterly atyivat the right’.During that visit, Power arranged a
party for the Newmans to meet some of the artrgtisers and dealers in London - two of whom, Allen
Jones and William Turnbull remember the occasiolh wen another day, Alan Power drove Newman to
see Ely cathedral and having previously read thst'aressay ‘The Sublime is Now’ ifiger's Eye was
amused to hear the artist exclaim ‘Now that relisublime!” Both the Powers remained friends with
Newman, regularly corresponding and meeting whangessible until the artist’s death in 1970.
Although Ted Power owned only four Newman paintjrayee of themyWhite Fire 111 hung in his flat

for nearly 30 years and was a favourite of his fgsiand an iconic picture in his collection foshi
friends. Newman'’s drive for originality remaineddiminished and Power often spoke of his admiration
for his friend in this regard. Neither man lost hest for life in older age and they continuelldep an
open mind for new ideas which may account for #eson why Newman became so heated when

Robertson accused him of the very opposite.

Power’s involvement with ‘The New American Paintieghibition at the Tate in 1959 went beyond the
usual attendance at the opening, as Sir John Rsitherprevailed on him to lend one of his Sam Fganc
paintings Blue and BlacKk1954), to the show — the sole British collectobé so asked. In addition,
Power, in his usual discreet way, anonymously naasi@bstantial contribution towards the cost of the
illustrated catalogue of the shdWin the opinion of Leslie Waddington (Power’s dealed close friend
in the later stages of his collecting) the two Texthibitions of American art in 1956 and 1959 sgign
influenced Power’s thinking about art and he was ainthe first British collectors to understandttha
New York rather than Paris was leading the way taagéhe painting styles of the 1960s and beyond.
The other American artist which Power collected {lear was a West Coast painter called Fred Thomas
Martin (b. 1927) who had studied at the Califor8&hool of Fine Arts with Rothko and Still. Through
Tooths, Power acquired four works in which thesantised distemper on paper with titles suchaslon

and Environqundated) and five drawings about which | havenfiormation.

Power, however, did not neglect Europe entirely @attehded the Tooth’s 1959 ‘Actualities’ exhibition
where he saw the work of the French artist Geokgthieu (b. 1921) and in complete contrast, that of
the Belgian, Henri Michaux (1899-1984). Mathienemf the founders of the Lyrical Abstraction

% Track 6 on the DVD of my interviews.
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movement in the 1940s, had just started his ca®arcelebrity painter, covering huge canvaseaiint p
which he hurled spontaneously in public performariasting 15 to 20 minutes. | have no record of
Power ever attending any of these but he perhapsame similarity in Mathieu’s colours with some
early works of Sam Francis. For whatever reasoneP bought eight pictures by Mathieu including
Honorius d’autun(1956) and a watercolour collaB®uge et blanc sur no{d959) which were more
restrained than Mathieu’s subsequent public pagstirHe also acquired four large examples of
Michaux’s ink on paper pieces which reflected Pdsveontinuing interest in calligraphic imagery.
Whether they were produced during one of the artisescaline-induced trances, it is impossiblego b
certain but undoubtedly a work suchkawcre et chine B10d1959) is a good example of Michaux’s
intention of representing an ‘objectless world’'n @ne of his regular visits to Paris with Cochrdpewer
saw the work of the artist, Mattia Moreni (1920-29%ho was one of the ‘Group of Eight’ Italian
painters active in the 1950s. Moreni’s fierce dapns of decay and man’s despair had been selémted
the Venice Biennale in 1956 and Power’s choice’dbmo Dietro la Staccionatél954) was a typical

example.

Probably one of the most interesting painters Palan examined in detail was the Dadaist Francis
Picabia (1879-1953) an artist whose enormous rahg®rk makes him almost impossible to categorise.
This represented a major shift in Power’s collegpattern because he had shown little enthusiasm fo
Dada in the past. In my view, Power approachedldtats paintings with some of his own Irish humour
to the fore, as the first four watercolours he bdwgere all examples of the artist’'s diagrammatic
drawings of nonsense machines which would nevek woreality — in the true Dada tradition. As an
engineer, Power would have been amused by suctsvasRompe(1919) andMagneto anglais€1922)
which were parodying human behaviour and turnimges$tablished idea of art on its head. He went on,
however, to acquire one of Picabia’s haunting p@igPunition de coréundated) and a colourful,
tachistestyle landscapPaysagg1912) as well as five other paintings by thesartit is worth noting

that (as usual) Power was ahead of the field impmeciation of Picabia, with most of his purclsase
being made before the big exhibition of the asistork at the Mathiesen Gallery that y&His final
Picabia acquisition, sometime around 1963, hebeau charcutie(1924-6 and 1929-35)* a famous
painting now in the Tate which the artist reworkeda number of occasions. * (Figure 8). In itafin
version, Picabia overlapped the original imagéehefrhan with an outline of a glamorous woman, in the

style of his ‘Transparency’ series, an action whigiliam Camfield thought ‘bears witness to thastis
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constant and sometimes dumbfounding self-liber&tiom the past®’

Although the European artists which interested Row&959 were very different from the American
painters he had started to collect, they did itatst Power’s fundamental belief that one must keep
open mind and look at all types of challengingoafiore being fortunate enough (if ever) to comartp
conclusion. He explained his view on this subjegublic for the first time when he wrote the faad
(again anonymously) to an exhibition of his paignwhich was organised by The Norfolk
Contemporary Art Society and shown in Norwich & @astle Museum in the autumn of that year:

Although it is possible to have some sympathy whibse who ‘know what they like’, and will
not stray from it, | think it must be accepted ttiair judgement is generally both preconceived
and superficial. How much better it is to keepppen mind so that one may extend the field of

one’s appreciation and finally like what one kndWs.

Power’s approach in writing this introduction te tbxhibition was to use straightforward language to
show why he was so enthusiastic about contemparanyit is obvious from the phrases he used that h
was not from an academic background but was instgad/ate collector who had his own criteria for
choosing one artist or one painting over anotlhég.appeals to the viewer ‘to allow the picturertealve
him, to allow it to act on him’. He urges the wsito make up his own mind from his own intelledtu
reasoning rather than rely solely on the opinidnstioers.

The 17 paintings in the exhibition were by the samtists whose work Power had lent anonymously to
the Arts Council touring exhibition in 1956 (App&ogart, Dubuffet, Francis, Jenkins, Jorn, Riopele
Stael, and Tapies) in addition to a newly acquistdking watercolouGreen Over Red 111957) by the
New York painter Norman Bluhm (1921-1999). Bluhrasayet another American artist who had lived in
Paris at the same time as Francis and Jenkinssaiteéng in the Air Force as a bomber pilot in the
Second World War. When he returned to the UnitadeS in 1956, Bluhm developed a style which
expressed his innate colour sense but retaineeléngent of spirituality which was important to him.
Almost inevitably, Bluhm’s paintings became mucbdgr in the 1960s as he worked in New York and
was influenced by the first generation of Abstiaxpressionists but he never lost his personal getier

style and Power’s colourful purchase showed hiky ggomise.
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The new decade of the 1960s saw Power continuiagdaire paintings by those artists whose work stil
intrigued him. He bought seven Dubuffets includihgee from thdeléments botaniqugeries and ten
Sam Francis paintings, specifically some of thiststlatest work such &reen Yellow Blue R6d960)
when he started to use plastic paint on paper.ePstil retained his interest in colour as helersgxd the
new art in America and this led inevitably to therlwof Joseph Albers (1888-1976) who went on to
write his famous treatise ‘Interaction of Colorsti published in 1963. Power bought five of Allser’
famous ‘Homage to the Square’ series includ®igrdando(1958),Red Ritardand@1962),Floating
(1958) and in 196%0lemn(1967). These paintings illustrate Power’s owautihts on the whole subject

of colour which he had written about some yearsigein 1953

Colour and line compete and balamsgween the two is important. Colour is faym. Therefore
if high tone colour is required a strong line (bot detailed or highly modelled) is necessary to

carry and delineate it. Without this it will becermessy and lack force and pdifit.

Tooths in London that year held a show of moderan®&h art and Power saw the work of Modest
Cuixart (1925-2007) and Antonio Saura (1930-19p8)bably for the first time. Both these artistyave
profoundly affected by the Spanish Civil War angdhsequently, Franco’s authoritarian rule which
extended even into the visual arts. Cuixart'sralespaintings were dark and sombre and he usedryti
sand to give texture to the canvas - in some wag#garly to Tapies (his cousin) with whom he had
organised a literary and artistic group called ‘@&&et’ broadly based on Dada and Surrealism. Powe
boughtNemorosq1958) and_ake Storia(1959). Still pursuing a rather grim strand a& time, Power
then turned to Saura, who worked almost entirelflaick and white, and acquired two of his more
savage paintings including one calkedrtrait of B. Bardot(1959) which it is unlikely the famous film
actress would have been pleased to see.

Another and much more wide-ranging exhibition yedr was ‘Situation’ which was organised by
Power’s friend Alloway and a group of the youngeitiBh artists who Alloway felt shared some of the
ideas of the ‘New American Painting’ exhibition thead confirmed, in his opinion, the shift from Bao
New York. This was the last exhibition organised.ondon by Alloway before he left for America and
in typical fashion, he laid down strict rules abthé kind of art which was to be shown. No paigtivas
to be less than 30 square feet in overall areg,eee all to be non-figurative and (hopefully) regpent a
synthesis between European and American modelsstfagtion. In this process, Alloway

101 5ee Appendix 1

72



controversially excluded all the St Ives Schogpainters which may account for the fact that Power
never bought any of the St Ives artists with theepxion of Patrick Heron. The ‘Situation’ exhibiti

was, however, where Power was first drawn to thekwbthe British painters Bernard Cohen, Peter
Stroud and John Plumb and he bought Cohaity Mutation GreerN0.11(1960), Stroud’'sSix Thin
Reds(1960) and saw some of Plumb’s large pictureshicwthe artist used PVC, vinyl and his
trademark plastic tapes to create an industriagddsked element. As an engineer, Power likeslike

of readymade materials in Plumb’s work and subseityipurchased one from the painter’s battle series
Edgehill(1962). He later donated all three paintingsh®Tate in 1962 along with work by Stroud in an

attempt to bolster its holdings of avant-gardei&hmitrt.

One of the other leading artists at the ‘Situatisimbw was Power’s close friend, William Turnbulhov
was showing his large abstract paintings rather tha sculpture. Turnbull travelled regularly tew
York and had seen the work of Rothko and Newmanfalhdsubscribed to the new concept of viewing
large pictures ‘up close’ to appreciate the refegiop between space and saturated colour whiclonas
of the tenets of the ‘Situation’ group. TurnbulldaBower shared a similar view of the relationship
between large blocks of colour and their juxtaposiafter seeing the new American art and this was
reflected in a number of diptychs which the apiginted at the time. Turnbull himself wrote ‘thnat
was concerned with the canvas as a continuous fididre the edge created by the meeting of coloured
areas is more the tension in a field than the bandf a shape'® This is clearly illustrated by his
paintingNo 1(1962) which Power later acquired (and also presketo the Tate) as well &mtitled
(1960) andL3/60(1960). Turnbull by this date was an influentecher as well as a painter and
sculptor, and one of his pupils had been John Phhmdom Turnbull guided towards abstraction,
suggesting ‘that Plumb divide and modulate the kdaaf colour with thin black lines, forerunners of
those in the 1957 painting®>

1961 was a year when Power scaled down his purstudiset (by his standards) possibly because he and
his wife were preparing to move to their flat inddwon and at the same time, he was beginning his
negotiations to sell Murphy Radio to the Rank Org@ation. His enthusiasm for American painting was
undiminished however and it was undoubtedly recgdrby the large and well-attended Rothko
exhibition at the Whitechapel Gallery that yearithMlloway at his side, Power decided to lookls t

work of three older, ‘hard edge’, American painter&d Reinhardt (1913-1967), Leon Smith (1906-
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1996) and Alexander Liberman (1912-1999). Reinhaas already famous for the minimalist paintings
he had started in 1955, which many regarded as @rarof the absolute purity of abstract art. Tgpic
Power bought two works to make a compariseg Painting1952) andlack Painting(1955) both
brooding monochrome pictures with only the faintagline of shapes appearing - and then only tjnou
the closest inspection. Reinhardt was an inflaémiriter on art as well as a painter and his essay
affected a number of 1960s artists. He once sahis usual precise way, ‘Art is Art. Everythietse is
Everything else’ as he continually strived to ehate all distractions from his extreme, formless
picturest® Power saw Leon Smith’s colourful, curvaceous fiags at the 1961 Tooth’s show of
American artists and was obviously struck by theg it Smith made the colour and form of some sf hi
pictures indivisible by means of a sharp, hard edgmith was part Cherokee and never joined any
group, but he was affected by the work of both M@and Brancusi in his quest to achieve what he
regarded as absolute purity. Power acquired a nuoflies pictures includin@hilacco(1957) and
Orange, Red, Black on Whi{£960).

The other artist Power noticed at the Tooth’s eitioib was Alexander Liberman who was an unusual
painter in that he had a separate career as aj@irand became editorial director of Condé Nast
publications. Liberman became better known asubpgwr but Power bought a small painting calfeed
End (1959) which showed the artist’s interest in gevimshapes and intense colour. All three painters
had been shown at the Betty Parson’s Gallery in Mevk and it is likely that Cochrane had seen them

there on one of his visits and had told Power abimeihew hard-edge movement.

One of the younger British artists that Power haticed at the ‘Situation’ show the previous yeaswa
Gwyther Irwin (1931-2008) who also went on to bewh at the Whitechapel Gallery. Irwin had a
recognisable style of simple repeated motifs acttospicture surface with subtle refinements obao|
and Power’s purchas@$ie Green Scen@960) andJntitled (1960) were typical examples. Power also
liked the work of another ‘Situationist’ Henry Mup¢b. 1919) particularly hiBlue Disc(1960) which
showed Mundy’s unusual juxtapositioning of shapes @lours. In contrast to his interest in such
younger artists, Power obviously thought that hmushcontinue his own research into the broadédl fie
of abstract colour and he therefore returned taahnearlier period to look at the work of threenpaiis
who were part of the Orphist movement which begaaris just before the First World War. One @f th
founders of Orphism was Robert Delaunay (1885-194E and his Russian-born wife Sonia (1885-
1979) were both focussing, each in their own waythe visual effects of interlocking patches ofotol
brought together simultaneously to create an igtentsrancy. Clearly impressed, Power bought Robert
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Delaunay’sNature morte portugaisgl915-16) and, more typically, Sonid¥douvement fina{1914) and
Danseuse espagno{@917). The other Orphist painter whose work Raaegjuired was Frantisek Kupka
(1871-1957) with a small watercoloAutour d’'un point(1911) clearly showing the Orphist idea of
overlapping planes of contrasting colour, as welh@ouachg&levation en noiet blanc(1920).

By 1961, Power was becoming increasingly confidieiis search for artists with a different or new
approach to their work and one such was R B Kit@B@-2007) a controversial artist who was a
champion of figurative art at a time when it was oiufashion in London. Although he was American,
he had trained at the Royal College of Art at #i@e time as David Hockney, Allen Jones, Derek
Boshier and Peter Phillips but he had always degdmimself from both abstraction and Pop Art. Bow
was obviously intrigued by Kitaj from the outsethase he bought one of the artist’'s Royal College
paintingsOh Lemue(1960) possibly at his degree show. In my vieawer liked Kitaj’'s breadth of
view, an opinion shared by John Russell — ‘Kitage&his imagery from all over. Sometimes it comes
ready made, sometimes he paints it up in a vaokystorical styles... a compendium of ideas and
devices and throwbacks and associatioffs This concept is exemplified Byhe Murder of Rosa
Luxemburg(1960)* which was Power’s next acquisition andasv in the Tate. * (Figure 9) Kitaj was a
serious, intellectual painter who genuinely regdridienself as an heir to the tradition of figuratas and
although later in life, he felt he was misunderstand subjected to anti-Semitic attacks, Power ydwa
gave him credit for breaking new ground in hisearbrk and was happy to support him. He purchased
a number of Kitaj pictures out of the studio inchgiThe Bells oHell; Priest, Deckchair, Distraught
Female; Certain Forms of Associatial| painted in 1961, as well as the heartRdflections on
Violence(1962).

As has already been mentioned, Power consisteefiytkimself up to date with the latest exhibitiansi
one he would have certainly visited was ‘The Yo@umntemporaries’ at the RBA Galleries. It featured
the work of recently-graduated British Pop artigk® were advised by Alloway to re-hang the entire
show after the opening. It is interesting to nbi& &8 Hockney picture was bought from the exhihity

the Kasmin Gallery for £40, but Power had obviously made up his own mind about Pop Art and
waited until the following year before adding t@ lewn collection. It is safe to say, however, atver
must have been aware of British Pop Art for somayéecause of his friendship with Lawrence
Alloway and Richard Hamilton, two of the the masluential figures connected with the movement. By
1962, Power and his wife Rene were living in thetieeof London and he began to hang a number of
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paintings in their newly refurbished flat. *(Figuté) Now that he had sold Murphy Radio and was free
of the pressures of business, Power could devote timoe to exploring some of the new trends inlaut,
before he did that, he once again looked back teaalner period.

He had seen an exhibition at Gimpel fils a few ggaeviously which featured the work of a number of
European artists from the early"™€entury and he now had the chance to examine ithemore detail.
They were the Russian husband and wife, Mikhaiidraov (1881-1964) and Natalia Goncharova (1881-
1962) as well as Amedée Ozenfant (1886-1966) tie and writer who, with Le Corbusier and Léger,
founded Purism. Larionov and Goncharova initigtexlshort-lived ‘Rayonist’ art movement in 1912
which was influenced by the (then) new fields obfmlyraphy and cinema and had been partly inspiyed b
Italian ‘Futurism’. Power had always been integdsh photography and would spend hours
experimenting with coloured lenses and filters ey in the late 1940s and 1950s when he was
helping to develop colour television. Rayonismmsphasis on colour and line was a subject he had
written about in his own not¥§ and it is possible that he hoped to find someewé in their work that
might connect with his own views, but when one kakthe paintings which he in fact bought it is
difficult to see a link. All four pictures were 8bwers and trees and two of them were paintedreef
1912. Larionov'Ssarden at Tiraspo(1907) and Goncharovadowers(1910) did show signs of what
was to follow but it is only in Goncharova’'s twmall watercoloursSpringtimeandFlowers both of
1912, that one can detect elements of Futurism gveach natural subjects.

On the other hand, one can see what could hawsett Power to Purism which stressed mathematical
order, a logical line of thought with precise unsad forms and images of machine-made objects from
everyday life. This is obviously in complete castrto Power’s interest in the CoBrA painters iy o
demonstrates that a collector as wide-ranging agPcan acquire work from different artists for
different reasons. The first Ozenfant picture thaver purchased had been painted in 1926 in the Par
studio which the artist shared with Fernand Léger\aas a classic architectonic warkle fortifée,

while the second painting was a mysterious, lacgevas calletla source, femme au br¢t927). The
final artist whose work Power examined was Augtisebin (1882-1960) who had started abstract
painting as early as 1917, but by the 1920s wasngaiculptural forms in painted wood as well as
colourful paintings which can be linked to thosédafenfant. Power boughe Moulin Roug€1926)
which again clearly shows his on-going intereghim use of colour.

According to Peter Blake, Power kept all these trags in a small room in his flat in London alongiw
works by Giacomo Balla, Gino Severini and Umbertm@&oni from the Italian Futurist movement
although I can find no record of which Futuristrgaigs Power acquired. When | interviewed him kBla
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gave the impression that Power kept them hiddeauseche was ‘rather ashamed’ of owning them which
seems to me unlikely knowing his character as | dindleed, a further, indirect link with Futurism
occurred at that time when Jann Howarth, Blake& fife, gave Power one of her sequined quilthe
style of Severini. (I must apologise for the fa@t the taped recording of my interview with P&take

is not on the attached DVD because of equipmehir&i

By 1962, Power had been appreciating the work térf&ake (b. 1932) for some years since he fast s

it at the ‘Five Young Painters’ exhibition at ti@A in 1958 but, as he often did, he waited untishes

how the artist was developing before collecting ahljis pictures. Power’s interest in British Popi A
represented a major shift in his collecting anmbitld be argued that it was the influence of Allgwa
which helped to bring it about. It is also likehat Power had seen examples of Pop Art during his
frequent tours of studios and galleries in Londod @as intrigued by the young, lively, Britiskyle of

the new movement in all its manifestations. InkBla case, this was patently obvious as the adrsjed
through different forms, and almost different syste of handling paint, photographs, badges and pop
music ephemera in his quest to ask serious artjggstions. The first work Power acquired Wagssday
(1961) an enamel and wood collage, now in the Weltéch incorporated press photographs of the film
actress Tuesday Weld. Interestingly, Power boagttie same time, one of Blake’s more nostalgic
paintingsPostcard(1962). The third Blake picture which Power pussrin the following year was
Drum Majorette(1957) a typical, striking work full of the artistrademark badges and medals. The two
men remained friends for many years and towardertldeof Power’s life, when they were both at Sunday
lunch in the home of Leslie Waddington in Chelddake took a polaroid photograph of Power
explaining a point in his usual forceful yet humasavay. This formed the basis of a portrait thakB

later gave to his friend and which the family alwagll ‘Do You See Theréef’

Power continued to develop his interest in Britf&ip Art and turned to the work of Peter Phillips (b
1939) and Allen Jones (b. 1937) who had been fedftmdents at the Royal College of Art. Phillipslha
been trained as a younger man in the practicdssHilsilver-smithing, graphic design and technical
drawing and his early paintings reflected this. wes fascinated by the imagery of advertising &ed t
iconography of American culture and he used higvoh@ skills to produce paintings based on machine-
made objects such as pinball tables and board gamesich he stuck labels and transfers as a mentag
As one writer explained ‘Yet another solution inxed the use of printed transfers, as in
Motorpsycho/Club Tige(1962), in which such an image of a tiger in deois applied over an enlarged
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copy of it painted by hand® Power was obviously intrigued by this conceptanse he bought
Motorpsycho/Gqust after it was painted, as well Bigbal, 1x4(1962) andStar Card Tablg€1962) with
its striking image of a blond film star. Phillipked to distort the accepted rules of presentadiot often
used inset panels to alter the spatial elemertigsiwork.

He once described his 1960s attitude to paintingnasstricted:

My awareness of machines, advertising and mass cmncation is not probably in the same
sense as an older generation that's been witheaetfactors. I've been conditioned by them and

grew up with it all and use it without a secondugyiet .. *%°

For Phillips, meeting Power - someone 40 yearsdmsor and a former leader in mass communications -
must have been an enlightening experience, but robtine artists | interviewed remarked on Power’s

ability to bridge the generation gap with ease.

Phillips had been regarded as a troublemaker biutbes at the Royal College for refusing to paima

set subjects, but at least he was allowed to fihisttourse. This was not the case with Allen Someo
had been expelled in 1960 but within a year hadestdo paint one of the most important pictures in
British Pop Art,The Battle oHastings(1961-2)* which Power bought from the studio asitiow in the
Tate. *( Figure 11) In this complex painting, Jsitieoke the accepted rules on the treatment oesqpaad
movement as well as both figuration and abstraamhit was this ground-breaking aspect which,
according to the artist, most interested Poweneddimself acknowledged the influence of othestart
such as Kandinsky, Klee and even Dubuffet, onghiating as he no doubt explained to Power at the
time. ‘Ted liked the process painting and looking at the painted surfaces ddllected as part of his life
and not just for decorating his flat and he wasahlg man in London who collected on an American
scale.**® Jones continued his interest in movement thatwéan he started to produce shaped canvases
for a series on the red London buses and Poweiradghree of them as well as a more linear pagntin
Her Heart Is In The Right Plaqg.962) which could owe something to Jones’ friand fellow artist,

Peter Phillips. By 1962, Power was becoming wedwn in contemporary art circles in London both for
his collecting and for his hospitality in his flahich, for many of the younger artists, was theyqrlvate

residence where they could see internationallygeised paintings of the highest standard. In Jones
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opinion, Power had a profound effect on Britishnpexis of the period. ‘If he bought a picture, itsva
almost a validation of the artist — it was somegispecial if you sold one to him. He always caesitdy

went for work of high quality™*

Power did not neglect American Pop Art in 1962 aad the work of Jim Dine (b.1935) who at that time
was a Performance Artist as well as a painter wlle pre-occupied with making art from everyday
objects and his work had been shown in a recenbigxim of American Pop Art called ‘New Painting of
Common Objects’ at the Pasadena Art Museum. Harbagseries of paintings on the basic artefacts of
his work, the palettes, brushes and paint boxesbd everyday but changed in scale, and Power bough
Colourfull Palette(1961) which was six feet high, as a typical exmim complete contrast, the other
American artist whose work interested Power wag@gmbly (b. 1928) who had lived in Italy since
1959 and had developed there his calligraphic styehich each mark had its own history, persooal t
him. Many of his paintings at that time had cleakreferences and the three pieces acquired bgiRow
Sketch For lo, 11959),Delian Ode V1X1961) andNotes From Sperlonga, X1959) were all from that
series with graffiti-style words mixed in with Twdnty’s trademark scribbles and deletions. Powentevro
often about the importance of line and in 1957 gpaie question ‘Can a line be emotive from a Human
point of view? Can it be sad or gay or violenttmettening or calm? | doubt #* It would be

interesting to know if, five years later, Powelt thlat Twombly was answering any of those points or

he felt that the artist's marks were too subjectind deeply personal.

Power must have needed some light relief from susstions because he bought three small sculptures
from Barrie Bates (b. 1935) a New Zealand artisb Wwhd just left the Royal College of Art. Bates
changed his name to Billy Apple to reflect the gabpf his work (which were painted casts of frag)a

way of self- promotion that seemed to have achiesgede degree of success when Power purchased such
pieces a®ortrait of a Raspberry Blowing Orange Blonfl©62). By the end of that year, the diversity

of Power’s collecting had become apparent as mfidence grew and his independence of mind allowed

him to explore new areas of activity in the contenapy art world.

Although the quantity of Power’s purchases dimiagin 1963, the art he did buy was of the highest

quality. As Howard Hodgkin remarked ‘Ted alwaypkhis eye on the ball to an extraordinary degree.
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He was his own Geiger counter and it is not trae kie was dealer led — at least not when | knew Hitn
Power had always admired Brancusi’s sculptureshaadasked Cochrane in England and Gibbs in
America to look out for an exceptional piece andragually, either Power or they found one at the
Marlborough Gallery in London. This w&ssh (1926)* one of three bronzes set on a circularanir
supported on a carved oak pedestal and now indte T(Figure 6) Brancusi had said in 1919 ‘We do
not see real life except by reflectiori”” He designed the fish shape to rotate on the nsodhat from
some angles, it virtually disappears. Power off@oke in admiration about the asymmetry of his
Brancusi with its different materials and textua@sl the fact that the base was an integral pdheof
whole sculpture. Perhaps this aspect remindecdohittme importance he himself attached to the
integrated design of the radio and television Betmanufactured so successfully. Brancusish took

pride of place in Power’s London flat for the reshis life.

One English artist with whom Power had been frigridi many years was Richard Hamilton (b. 1922)
whose work he had seen from the time of the fanibhis is Tomorrow’ show. It is worth pointing out
that the 1956 exhibition was primarily about desigisubject which Power and Hamilton agreed was
important. Hamilton had been a design consultathe 1950s and would certainly have met Dick
Russell, the Murphy Radio designer who had brougktilliam Turnbull and Lawrence Alloway to
discuss ideas, on Power’s suggestion. Althougltvibenen met regularly, Power had never acquired
any of Hamilton’s work, in part because he hadmatle up his own mind about what it meant to him as
a collector. In the catalogue of the 1996 Tatalattbn of Power’s collection, Jennifer Mundy citas
letter of Hamilton’s which explains something oéithrelationship and why Power came so late to his
work.**® Once he had come to a decision, however, Povessechn iconic Hamilton paintinglommage

a Chrysler Corp(1957)* which shows many of the elements of Poptihat Hamiton had defined so
accurately in his well-known letter written to tBenithsons in the same year. * (Figure 10)

It is not clear whether Power also identified witmilton’s concept of a parallel between car desiig
the female form but he certainly could not haveseimoa better example of British Pop Art. Powertwen
on to purchase other Hamilton paintings suchhadorne’s Hous€1949),Whitley Bay(1965) andsrove
of Academu$1979) as well as numerous prints of subjectsMieMarilyn, Bathers, Time Magazine,
ToasterandCasablanca.Hamilton recalls Power, ever the businessman, tregm with him on the

lines of ‘I'll buy one of each of those if | canveathat one!” The artist went on to make clear, éosv,
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his thoughts on Power’s standing as a collectdrhefe was nobody like Ted at all. There was nangr
doubt in my mind that British art would not be #ame without that sole figur&

Hamilton had always had a deeply-felt admirationtifi@ work of Marcel Duchamp and in 1965-6 he
reconstructed (with Duchamp’s approval) the famantaork The Bride Stripped Bare by Her Bachelors,
Even. In the process, Hamilton made experimental capiggass of some of the elements, including the
four circles on the right hand side of the Bach&lBromain. He either gave or sold this piece ta&o
who, for some reason, kept it alongside OldenbuBgatsin his London flat - much to the amusement of
visitors.

One of the main exhibitions at the Tate in 1963 {Rawate Views: Works from the Collections of
Twenty Friends of the Tate Gallery’ and interedijyrigower chose older European artists rather than t
American painters he had recently begun to buyleHepaintings by Delaunay, Goncharova, Picabia,
Severini and one by Piet Mondrian, some of whiclh&e acquired in the late 1950s from a dealerdalle
Jimmy McMullen who ran Gallery 1 in north LondoRower’s son Alan recalls that the gallery was on
Power’s route home from business meetings in thea®id he loved to stop and browse through

McMullen’s back-room stock for bargains.

1964 was an important year for Power as he madgrtiend only visit to the United States afteimige
urged to do so for some time by his son Alan Pamer by his friend Lawrence Alloway who was by
then living in New York with his wife, the artisy®&ia Sleigh. Alloway took Power round many of the
studios of the American painters whose work hedeah previously in London or Paris, but as usual
Power was keen to actually talk to the artists tnene and he did that whenever possible duringiiis
week stay. His first purchase was a work by Rahtenstein (1923-1997) call@@x(1962)* a classic
example of the artist’s comic strip imagery. *(Figu.2)

Alloway had written a number of articles about ltetstein and other American Pop artists and notdoub
helped Power to choose one of the best paintirgs fhat movement. Lichtenstein always stressed that
his style of painting only used the mass media #sagp a starting point and one writer also empéasis
that idea — ‘it becomes a very exaggerated, a e@mpelling symbol that has almost nothing to ddwit
the original.**” Power may well have seen earlier examples ofteitdtein’s work at the Sonnabend
Gallery in Paris on one of his visits the previgear but he obviously waited to meet the artisoleef
making a purchase. Power, however, returned to&mend the following year to acquitéall Explosion

11 (1965) one of the artist’s wall-mounted sculpturdsch made an even stronger ironic point about the
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violence of war. Two other Lichtenstein paintiraggjuired later by Power we@hhh. Alright(1964)
andBrushstrokg1966).
That work is now in the Tate, as is another scuéphy a leading figure in American Pop Art — Claes
Oldenburg (b. 1929) the Swedish born artist wholhadl in America since the early 1950s. This is
Counter and Plates witRotato and Han{1961) one of a series known collectively as “Btere’ which
were inspired by every-day objects that were albbdlan shops near Oldenburg’s studio in Manhattan.
The work becomes a parody of the real object bti s@nsuous undertones even though it is delibgrate
rough in its execution. Years later, Oldenburglaxed his thinking behind these sculptures:
The Store is born in contorted drawings of the fienfigure and in female underwear and legs,
dreams of the proletarian venus, stifled yearnimigeh transmute into objects, brilliant colours

and grossly sensuous surfac¥s.

Whether Power went along with such an explanatias,impossible to say, but he did appreciate
Oldenburg’s efforts to demystify art which subsetlyeled to the artist’'s famous, huge, ‘soft’ sduiges
of rigid, commonplace objects in a collapsed st&ewer continued to buy Oldenburg’s work including
Boots(1963),Strawberry Pie fromJavatime’ (1963) andKnakkebrod1966) all made from different
materials such as plastic, plaster or cast ironuam enamel paint. He also bought a numbereof th
artist’s colourful prints.

Another American sculptor whose work interested &owas H C Westerman (1922-1981) who lived in
Chicago and took a more craft-based approach tadnik, having been trained as a carpenter. Henoft
amusing pieces were frequently made of wood arlikée to make a visual pun with the finished work
and this is exemplified in the large pair of scutps which Power acquire8wingin’ Red King and
Silver Queer{1960). Marco Livingstone has described Westetsnappeal as:

not to the here-and-now but to a world that eXistslamentally in the imagination. The
mechanistic forms and brightly painted metallicfaces of hisSwingin’ Red King and Silver

Queenanticipate by two years the first robotic figuo€Eduardo Paolozzi**

Both these two huge sculptures were kept in adarin Power’s flat in London and could startle the
unwary visitor before Westerman’s humour becameaapyp. Another American artist who worked in

large scale was James Rosenquist (b.1933) whorigidadly been a bill board painter and liked torba
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his three-dimensional pictures ‘jump out at themgg. One of his most famous paintingsl11was 80
feet long but Power contented himself with a norsizaéd work,The Space That Won't FgiL962)

which was on show at the Leo Castelli Gallery imi\¥ork where he was taken by Alloway.

Having been attracted a decade earlier to the wbBaul Jenkins (the first American painter Poweasre
bought) with his technique of manipulating his cases to produce liquid skeins of colour, it washpps
natural for Power to look at the paintings of Mseriouis (1912-1962). Louis and Kenneth Noland had
visited the studio of Helen Frankenthaler in thed®9and were intrigued by her skill at pouringrsanf
colour on to canvas and Louis went on to develsprélar technique using a thinned down commercial
paint called Magna to produce a whole series ofgubpaintings calleeils, Unfurleds, Flowersand
Stripes. On his New York visit, Power bought two of thegaUnfurled paintings in which Louis had
poured diagonal rivulets of intense colour so thay flowed on both sides of raw canvas. Power fel
that Louis, like Albers, used colour in a psychatagisense with no imagery, and in his own notes, h

had suggested ways in which this could be done:

Reduce and remove if possible all connections antptications not being the symbol or directly
connected to the symbol. ‘Directly connected’ feample, may be the necessary colmur

convey the emotion (the thing) as distinct fromlthe of the symbot*

Power later bougitlumber 38rom Louis’ Stripesseries which hag in his flat in London for many years, so

maintained a dialogue with the artist’s ideas eweng he looked at the painting - as was his custom

It would have been impossible to visit New Yorkisworld in 1964 and ignore Andy Warhol (1928-
1987) and Power certainly wanted to make up his mivid about one of the most influential artists of
the 20" century. Once again, Alloway would have beerieritial in suggesting that Power should have
a fresh look at Warhol’s work in the atmospher@&lefv York. | have no evidence of the two ever
meeting, but undoubtedly Power visited Warhol'¥&ilStudio where he bought one of the original
Death and Disaster series. This \Base Electric Chair(1963) which was a large work with the symbol
of execution paired with a minimalist canvas in sene blue colour. It is quite likely that Power
understood and agreed with Warhol's use of silkegmprinting to produce work in greater quantitogs
more of the public to see - and it is also possibat Power had an ironic regard for the artistisiness
acumen. On the other hand, Power, who always adntine painterly qualities of the artists he caédc
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might have been intrigued by Warhol as a desigh@nages with no trace of the artist’s hand. sbs,
Alan, recalls in one of my conversations with hthmt his father was particularly struck by the valece

of Warhol’s work in the context of New York. Powied the sombre strength and directness gathered
from newspaper photographs in some of his workhasdise of advertising-style colours. For whatev
reason, Power went on to acquire a number of WarFavhous images over the next few years such as
Troy (1962),Merce(1963),Flowers(1963),Soup Can(1964) andrurquoise Marilyn(1962).* (Figure

13)

While in New York, Power visited many of the magotists’ studios and attended gallery openingseas h
was well known by this stage as an important Britsellector. He and his wife, Rene, also met again
Barnett and Annalee Newman who entertained them mmmber of occasions and introduced them to
many of the leading figures in the American artaf the period. Power, as usual however, pursued
his own path and was shown the highly-finishednitas steel or chrome, sculptures of human fighyes
Ernest Trova (b. 1927) which became famous ag#tleng Man series. Many commentators thought the
small figures represented human beings challengedtéchnological society which would have
interested Power with his own background in sueldé and he travelled to St Louis to meet Trova who
was a self-taught artist, presumably to discussrtatter in more detail. The two men must have doun
much of common interest because Power purchidse84andNo. 560f theFalling Man series in

addition to a large Trova painting on the same #em

Back in London, Power lent ten of his Picabia pagg to an ICA exhibition and it is interestingrtote
that they included some of the artist’s earliestknsuch afBord de la creus€1906) as well as one his
last paintingsl.e vert avec le rouge et le nqit949). Power made a point of visiting Londoneyas he
admired on a regular basis, and one of these veaRakwan Gallery where he saw the work of the Britis
hard-edge artist Jeremy Moon (1934-1973). Moonfassinated by dance and often incorporated a
sense of movement and balance in his colourfuéfally painted canvases which were sometimes
shaped and often shown as a linked sequence gatleey. One of his supporters was Peter Fulleriain
is quite possible that he suggested to Power tloainMvas a painter worthy of further investigatiowl a
Power bought a number of the artist’s works inatgdiappropriatelyl.a Danse No11964) andNaxos

No 5(1964).

The detailed Power archives stop at this pointlamidl therefore be endeavouring to cover the st
Power’s collecting career in more general termyg.tiH& 1960s Power’s collection had become better
known among the younger artists in London and nwsited his flat to see it and enjoy Power’s

hospitality. Thomas Crow, although writing yeaatel, noted this (albeit with some errors of dtail
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The most important encounters with the new paint@aige not in any museum but in the Hanover
Square flat of the electronics manufacturer Eodvé?, an independently minded Yorkshireman
who was then the only significant British collecadNew York art. In that setting, the most
striking impression made on young artists was #oe that a single painting could occupy the
entire wall from floor to ceiling. For them, thieeer physical impact of the canvases invited

comparisons with the cinema scrééh.

As | have already shown, Power bought works ofrarh different sources but his main art advisonfro
1952 was Peter Cochrane of Tooths Gallery andatingsigement continued until the early 1970s when
Tooths amalgamated with Waddington Galleries. ieaaladdington, the son of Victor Waddington who
had first introduced Power to Irish painters likeld Yeats, then became one of Power’s closestdsien
and advisors and the two men met frequently utivét’s death in 1993. Waddington had a deeply-felt
respect both for Power’s knowledge of contempoaatryand for his business acumen and often consulted
the older man on matters concerning his gallerfterAis wife died in 1978, Power would regularly

enjoy the hospitality of the Waddington householtgn in the company of William and Kim Turnbuill,
when lively discussions would take place acrossiidest range of subjects. Power bought exclugivel
through Waddingtons for the last 20 years of liesdnd indeed on some occasions introduced nesisarti

to the gallery.

Three of the young artists in the 1960s whose cafeewer helped and continued to support for many
years were Howard Hodgkin, Patrick Caulfield andnJbloyland, and Power was also an enthusiastic
purchaser of the sculpture of Barry Flanagan amd Kim. As | have already mentioned, Hodgkin and

Power were Trustees of the Tate at the same tiome 968 to 1975 and Hodgkin remembers those days:

He and | saw eye to eye for many years as Trustdegyot on extremely well with the others and
he had an enormous effect on them and on me. Atetagyo back to his flat after Trustee
meetings and open a bottle of Scotch and justtaliostly about art. | still think of them

today??

Hodgkin’s paintingTalking About Ar{1975) was never owned by Power but it is readenabassume
that the inspiration for it owed something to thbgely discussions. Power had bought a Hodgkin

12} EromLondon Calling — London'’s art scene in the 19504 4860s Art Forum summer 1993.
122 7rack 11 on the DVD of my interviews.
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painting as early as 1963 when Tooths had a sditbion of his work. This wa&ardening(1963)
which can be regarded as a transitional pictune fifee artist's semi-figurative style to his highly
personal abstraction where he uses dots and simtddiscof colour to represent conversation and
ambience. Hodgkins's paintings are often full efadiographical imagery and he frequently extehes t
painting to include the frame and thus give a sehsentinuation. In the early 1970s he accepten f
commissions from Power (the first time the colleawer did this) which illustrate his own personal
memories of his friend and at the same time sh@méw abstract style in its mature form. The fivas
Family Portrait (1972) followed bynterior 9AG (the postal address of Power’s flaf); and Mrs E.J.P
(1972-3)* and finallyinterior Grosvenor Squarél971-74). * (Figure 15) The painting of Powedadns
wife is now in the Tate and it is worth noting #méist's own comments about the picture as it shibve's

diversity of Power’s collection at that time:

It was an interior containing two sculptures by Wéeman, a Brancusi, a Pollock, a panelled
wooden ceiling etc, as well as the owners; the slifgping away to the right and the husband

talking in green in the foregrourtt®

Another commentator, John McEwen, writing in andhitechapel Gallery catalogue also mentions the
painting:
Mr and Mrs E. J. P., for instance, have gathergdtteer probably the most distinguished art
collection to have been privately assembled in &mgjlsince the Second World War. The haze of
green, which describes the enveloping conversatidir E. J. P. makes reference also to a

sculpture by Brancusf*

Power acquired other Hodgkin paintings includvigand Mrs Mick Moon(1968-70) and one of the
artist's many works set in IndiBombay Suns€i973). Hodgkin still has the highest regardRomwer as
a collector. He feels that Power was always aloé&is time and both shrewd and courageous in his

choice of artist. ‘Once he had made up his mindltvays bought the best and wanted it to be sé&n.’

Patrick Caulfield (1936-2005) was introduced to Botwy his son, Alan, who had seen the artist’syearl
work at the Whitechapel Gallery’s ‘New Generatierhibition in 1964. The following year, Caulfield

was part of mixed show at the Robert Fraser Ga(l@ith Blake, Hamilton and Paolozzi) and Power

123 Catalogue raisonntdoward Hodgkin PaintinggLondon, 1995) 162
124, .

Ibid 162.
125 Track 11 on the DVD of my interviews.
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bought two paintings from that exhibition but | leavo information about the titles. It is likelyath

Power was drawn to Caulfield’s deceptively simpdéntings of everyday objects, with their trademark
black key-lines and primary colours, precisely lseahe knew that they were much more complex than
at first sight. Although Caulfield did not think bfmself as a Pop artist, he did sometimes follog/Rop
aesthetic of finding beauty and value in the mastaband mundane objects. This was the case in the
next painting which Power purchas&fiew of the Rooftopd 965) where Caulfield almost plays a game
with the viewer to suggest a form of escapism flamality - over the rooftops and away. Caulfiedd
studied art history as well as painting and ofteedureferences to traditional European art in lngkyan
idea which he later developed as a painting wighpainting. This can also be disconcerting to the
viewer when the detailed, almost photographic imafgbe smaller picture is at odds with the lardiat,
painting into which it has been incorporated. Pool®/iously responded to this contrast in style$ an
bought a classic example of Caulfield’s later wiorknterior with a Picture(1985-6)* which is now in

the Tate. * (Figure 14) Here Caulfield makes aified, beautifully drawn, copy of a i&entury

German painting calleMeal by Candlelighby von Wedig and ‘floats’ it in a spotlight insidemodern
pub room with a dado and flock wallpaper. The iofyable juxtaposition of the two elements creates th
debate between illusion and reality which Caulfielas often trying to achieve. (It is interestingibte
that Power was still buying new art in his eighdies

Because he was such a slow and meticulous pa®delfield became an accomplished print maker so
that his work could be seen by a wider audience hag bright colours with black outlines were idéal
the task. Many of his prints were published by Wiadtons who became Caulfield’s dealer in 1969 and
Power bought a number of print series over the tveatdecades. He took great pleasure in seeing an
artist develop and Caulfield remained a friend whlbed regularly at Power’s flat to discuss his kvand

keep the older man abreast of the latest trendg.in

John Hoyland (b. 1934) was a close friend of Celdfs and it is likely that Power was introducechim
by Lawrence Alloway at the ‘Situation’ shows in 1961 or they could have met in New York in 1964
when they were both visiting America for the fitishe. Hoyland was much influenced by the work of
Hoffman, Noland and Olitski which initiated hisdibng passion for colour. In his early painting,
Hoyland was concerned with the idea of perceptimhlze often used linear compositions to create the
illusion of a distorted image on a receding backgch An example of this is Power’s acquisitipril
1961(1961) ‘in which the lines at the mid-point of tb@nvas appear to advance and the space of the
picture seems conveX:® This painting was bought by Power in 1977 (andow in the Tate) and Power

126 Mundy 50
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continued to support Hoyland when he began paintioge free-flowing pictures using acrylic paint in
sinuous swirls but still retaining his rivers ofl@or. The two men remained friends for many yeard
Hoyland recalled the pleasure he felt to see orflesodwn pictures hanging beside a De Stael (‘mmp’he
in Power’s flat. Hoyland admires Power ‘for bemgnhodest man for someone who didn’t need to be
modest. He took risks with his choices but he waay sharp, like a Yorkshireman — hear all, seesaly

nOWt!’127

A young sculptor who was also supported by Powanfthe start of his career was Barry Flanagan
(b.1941) whose work in the 1960s mainly consistemporary forms made from sand, rope and
textiles. These soft sculptures, which some thouggine related to Arte Povera in concept, discarder
many viewers because they challenged accepted afi@dsat constituted sculpture. This would have
appealed to Power and he acquiFedir Hessians, 2 Natural, 1 Purple, 1 Yellow Brof@@70) which

was a free-standing piece filled with sand andtptasin the 1970s, Flanagan experimented with
sculptures made from stone and marble on whicim¢ised spirals and marks, and again Power followed
this new interest, buyingantric Figures(1973) andCornish Bub(1979). In that same year, Flanagan
cast the first sculpture in a series for which he become most famous — his bronze hares. In my
interview with him, he recalls driving along a cayrlane with high banks and seeing a hare with mud
on its paws running alongside at head hetghtFlanagan appreciated the naturalness of the menveas
well as the symbolic importance of the hare in mamyures, and he developed the idea of showing the
hare in a range of human situations in a quizzlaaiorous way, almost as an alternative to more
serious, intellectual sculpture. Power bought ainte earliest examplésaping Harein 1970 in which
the hare is set on top of a pyramid of gold-coldureetal bars to emphasise its speed and action, but
frozen in bronze. Power continued to acquire Kjanasculptures through the 1970s and 80s including
Shrine(1981),Ball and Claw(1981), a large piece in stone and brodaepbats(1981) andJnicorn and
Oak Treg(1989). Power used to talk to his family abowrélgan as a ‘mysterious’ friend and certainly
the sculptor has his own way of expressing himsetbnversation, but they respected each other’s
talents. Flanagan admired Power’s straight-forwlmdhright attitude to art and found his
encouragement invaluable. ‘He voyaged everywhedenaoved such a lot forward because of his

activities and his purchase'$?

127 Track 14 on the DVD of my interviews.
128 1rack 13 on the DVD of my interviews.
129 pid
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In Chapter 3 of this dissertation, | discussedwbek of William Turnbull, one of Power’s closestends
but Power also admired the sculpture of Turnbuliife, Kim Lim (1936-1997). Lim was Chinese but
brought up in Singapore, and much of her sculptakan element of Eastern spirituality with its
inherent calmness and balance. Her early pieces iwavood, often finished in primary colours buit i
the 1980s she began to work in stone and marblayalvetaining, however, her concern for ‘space,
rhythm and light rather than volume and weidfi.’Power always placed her sculptivénd Stone
(1989) in a special position in his London flat dadnd its light surface with incised lines, restind
contemplative - as he used to mention to his fanlih the last two decades of his life, Power wioul
meet the Turnbulls regularly for Sunday lunch, ofitethe company of Leslie and Clodagh Waddington,
and he always enjoyed Kim'’s lively personality amgpreciated her skill and understanding of the
different qualities of the materials in which sherkied. Lim was also an accomplished printmaker and
Power had a number of her delicate works on paperel as a special sculptusenall Stone Carving
(undated) which was dedicated with the words ‘' EdP from K'.

As has been previously mentioned, Power generaasigted paintings and sculptures from his
collection to various museums and he continuedtthi into the 1970s when he presented two works
on paper by Sol LeWitt (1928-2007) to the Scothktiional Gallery of Modern Art. These wdbd@uble
Compositg1971) andlear R 106 — FronMiidpoint of Left side to Middle of the Paffe973).

Inevitably, when reviewing Power’s huge collectitimgre are a number of artists whose work was
acquired only once by him and | cannot find anptinfation about the specific painting or sculpture
bought by him. These include :-

Frédéric Benrath, Pierre Bonnard, Theo van DoesliRegul Dufy, Otto Freundlich, William Gear,
Patrick Heron, Giorgio Morandi, Carl-Henning Pe@ersPaul Reybeyrolle, Greg Smith, Richard Smith,
Joe Tilson, Victor Vasarely.

Barbara Hepworth, E Olsen, William Tucker.

For details of the work of the following Britishtets supported by Power and donated by him to the
Tate, see Mundy pp 58, 59 and 63 :-
Barrie Cook, John Dugger, Tess Jarray, John Lakdm Salt and Marc Vaux.

130 Quoted in essayhe Sculpture of Empattoy Martin Holman 1999 (www.23.co.uk)
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Conclusion

The most interesting aspects of Power’s colleat@@ger are, in my opinion, his sédfught approach to conter
to the diversity of his acquisitions; his conscialegision to buy work in quantity so that he cquidperly exan
creative progression; his ability to keep an op@mdnabout new ideas to think about them, sometimes to di:

artist friends and only then form his own view.

In this work, | have tried to demonstrate thatkbg factor in the overall pattern of Power’s cdlieg
was that he came from a background of manufactagnot from the world of academe. Because of

this, he was obliged to learn from lookiragher than from studying books and this in tueant that he

was able to develop his own eye uncluttered bycpreseived ideas or currently fashionable theorles.
would be wrong to imply that Power never read ableatart he was collecting or that he never took
advice from knowledgeable people in the art wdnld, he used that information only as a tool to help
him look more objectively, before coming to his odecisions. A number of people whom | interviewed
have pointed out (mostly in admiration) that Powas rather ‘un-British’ in his method of acquisitjo
often buying a number of paintings at one time gt eventually keeping only a few after careful
consideration. | believe that Power had the resesuto purchase art by this method and he used it t

immerse himself in the work and thus understandenfdty the development of those artists he admired

| would also suggest that Power’s long experiendde technically innovative world of radio, radend
television, meant that he was unusually receptviaé concept of non-figurative painting and thet
responded intellectually to the work of both Eurap@nd American artists who were innovators at the
time. This becomes clear when one reads the paraotes Power made in the 1950s in which he also
set down some of the guiding principles he usddsrearly collecting. As he became more confidlent
his acquisitions and better known in the art woAldyer began to lend works from his collection to
national exhibitions and at the same time bringesoifithe younger British artists to the attentibthe
wider public. A number of those artists recalledrte that Power’s London flat was the first plaoeyt
had ever seen contemporary art in a domestic gettid sometimes even before it was shown in major
exhibitions. Power left many works from his cotlea to posterity and in his quiet way he influedce

more than one generation of British artists as tleegily acknowledged when [ interviewed them.
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| hope that this thesis will provide enough infotioa about E J Power, often regarded as Britain’s
‘unknown’ collector, to establish him as an impattgure in the history of postwar British arted

Power always looked for a challenge in any workrbfhe bought. A challenge he accepted and enjoyed
until the very end of his long life.
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Marina a Dieppg(1952) Nicholas de Stael

2 Téte(1954) Karel Appel
Spirits (1957) Asger Jorn

3 Monsieur Plume plis au pantaloon (Portrait d’Hemichaux)(1947) Jean Dubuffet
4 Broadway(1958) Ellsworth Kelly

5 Unformed Figurg1953) Jackson Pollock

6 Fish(1926) Constantin Brancusi

7 Eve(1950) Barnett Newman

8 Le beau charcutie(1924-6, 1929-35) Francis Picabia
9 The Murder of Rosa Luxembuf§960) R. B. Kitaj

10 Hommage a Chrysler Corp1957) Richard Hamilton
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12 Tex(1962) Roy Lichtenstein

13 Turquoise Marilyn(1962) Andy Warhol
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15 Mr and Mrs E.J.P(1969-73) Howard Hodgkin

16 Power’s flat in London in 1981 showing paig8rby de Stael, Hodgkin, Kelly and sculptures by
Paolozzi, Flanagan, César and Turnbull.

17 Power and Barnett Newman standing in front efvihan’'sWhite Fire 111and White Fire lin
Power’s London flat in 1964. Also shown is Brarn®uBish.

18 Power and his daughter Janet, in 1983, diswuaspainting by Duncan Hannah.
19 Power in 1990 beside TurnbulEse 1.

The next five photographs were taken at Power'sififihday party in 1989 in his London flat.

20 Power and three generations of his familgajling ‘Do you see there!’ (see Blake portrait)
21 90" birthday montage

a) Peter Cochrane b) Power with Leslig @lodagh Waddington

c) Alan Cristea talking to Bill Turnbull drBarry Flanagan in the background.

d) Power with John Hoyland and Patrick @aldl.
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Appendices

Appendix 1

Personal notes made by Power in 1953, 1954, 1955%d®57. These are the totalumber of notes in
Power’s archive.

1953

1 The higher the quality and form and detail & line — the drawing, the less COLOUR required - in
fact.
2 Colour and line compete and balabetween the two is important. (Matisse had tordgdbrm the
more his colour got higher)
3 Colour is noform. Therefore if high tone colour is requiredteong_line(but notdetailed or highly
coloured) is necessary. To carry and delineaWithout this it will become messy and lack forcelan
point.
4 The more diffuse the drawing the lower and saft®uld be the colours used.
5 There no line drawing colours/ be monochromatic.
6 And perhaps the perfect “form” line drawing — NGlour.
7 Assuming Corot, Cezanne, Matisse, Bonnard &llexed the optimum cross of form and colour —
where do we go from them?
8 As it seems “ back to colour”
(Colour least important) if form is the aim or,
Back to the primitives or Chinese if colour is #imn.
9 But these have been worked out and so perhapgeth direction will be either.
10 Drawing with no local colour and block colowing in intensity as line gets stronger and detail
weaker. Colours emotional related to subject arftarmony with each (line musalways remain
dominant)
11 Strong line drawing — no “form” no detail — iogting shape plus high colour applied mainly aslo
colour.
12 What seems to emerge is this:-
a Lineis always dominant
b Colour can only rise in intensity as strengttirod rises.
c As colour rises in intensity, area of high celowst be reduced in area concerned and canvass
so vacated filled in with LINE, near BLACK and pags a near WHITE.
d I think | prefer the LINE to be obviously figunge or representational but it need not be
e But even if non-figurative (abstract) a,b arddilk apply.
13 Guides: - One should see the “line”
a First and clearly. No searching for it unttex colour (colour too dominant)
b KLEE comes out of this analysis as a guide aadten of “line” both with and without local
colour i.e. at both extremes if one leaves out mhrmme. In between these extremes lie all other
painting synthesis — Corot, Cezanne, Bonnard, Igatis

Aug 24th 1954

1 Man is insignificant in relation to the cosmaoslan relation to the natural phenomena of cosmdat a
pre-cosmic forces

93



2 Man is_significanto himself and his survival

3 Cosmic forces are significatt man.

A Man mustunderstand the cosmic forces more and more fgpuhgose of controlling their influence
on him. He does now, to some extent, on the eadylt of those forces — growth of vegetation —
chemistry — atomic reactions etc... | believe magoisfidentof his power, through thought, to him
ultimate total control. Therefore these forces lbamportrayed to man as powerful. Powerful and in
perpetual movement - strong colours. But harn®(@enfident — not dreaded)? Harmonious colour
arrayed in strong lines of force — not strong lvith (absence of definitiéne) colour laid in.

B Man in relation to natural phenomena — sea kgectrees etc etc — an underlying theme (commaon bu
now complex). Strong but static? Solid, rather stitie but harmonious colour (confident — not drefjde
Monumental but relaxed.

C Man in relation to his own inanimate handywortkansport — head - bottles — chairs etc etc —
Ephemeral — transitional — not solid or static owprful. Well under human control. ? Idealisedarm
and colour hedonistic in sad — emotive — whereattist can do as he likes — freedom — but genegally
and harmonious in higbr low tone colours.

D Man in relation to man (excluding close love@®n— dangerously inquistive — NOT understood -
frightening — despairing — bewildering — distrustfiudepressing.

A relationship to be ashamed of. Strong, powerfidarmonious

Strong line, low tone discordant colour (a sad)liperhaps littlecolour only.

END
X Powerful and in perpetual movement erggrcolours. Absence of definite line

April 1955

My requirement — painting from which emanates a&g8 of its meaning in the simplest possible terms.
A strong “sense” rather than pictorial detail. Stgense” can be violent or peaceful. | prefeh®
peaceful. The violent will usually be associatathwnan — or man'’s relationships with man — rathan
landscape or spiritual or still life or the universThe latter means basic origins of the “backgddu
material for which all thingsome. All except the human can be peaceful argterigus and strong.
Suggesting a welcome metamorphosis even if at fiases/e prove, these strong forces temporarily
disrupt and destroy. Therefore, harmonious colstuong or pale — absence of strongly rhythmic tine
a fading line — no fussy detail. Strength througpetition but repetition with changes to suggesstant
metamorphosis — a “breaking through” of “somethirdtepetition” can be through surface texture
instead of line from an origin or background ofetdatinacy, of sameness to an over increasing vatioety
indeterminacy through a constant metamorphosis.

FRANCIS
DUBUFFET
BRYEN
WOLS
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OSSORIO

RIOPELLE

TOBEY

POLLOCK

ALECHINSKY

BOGART (concrete)

GOEBEL (oval objects in space)

If surrealism is concerned only with a state of anjportrayed through odd reality) then not for me
because it must be violent or unpleasant.

| want the portrayal of ‘reality’ seen or unseen taal nevertheless. And the “unseen” (which is
everything) must be felt in the painting — a suissatechnique but concerned with things and not
humans — maybe with animals or woman’s beauty |psf?z?

END

April 5th 1957

Appertaining to my notes Aug 24th 1954! : -

Stael — Pollock — Francis — Still — Rothko — Duletif Wols — Tapies — Kooning — All in one way or
another satisfy the conditions then expressed.

Now, it seems, should emerge a type of painting esprgs combination or combinations of A.B.C.D in
those notes. See also notes “April 1955”.

The violence of MAN (D) (Dubuffet) can be retained perhaps transmuted to “LONGING or
YEARNING” (some Dubuffet) and combined with the STIE (B), earth — found natural phenomena
(STAEL) or with Man’s handiwork (C) — transition®QOT static or powerful (late de Stael) or with (A)
Francis and Pollock

COSMIC phenomena — natural but external to ouheafp avoid a “literary” or “anecdotal” approach
(which would destroy perfection in combining D wah B or C) it could take the form of LOW tone,
DISCORDANT colours with disturbed rhythmic or falyj lines (D) in association with harmonious
colour of high or low tone, arrayed in strong lireégorce (A) — Francis — Pollock — Still — or (Bylid,
static line (Stael - Riopelle - Rothko or (C) ghgdonistic — still life etc — (late Stael).

D with A and/or B would the most interesting andveoful.

The only DISCORDs D so ... the others — A B C — can be harmoniouscantrasting with D. This can
be, therefore, the mamethod of separation of the emotional contentbllit of course, call for the
highest artistry to get acceptable association.

The resultant pictures may give the feeling of ‘@®ut” rather than “Break through”. MAN breaking
out from or down his environment of hate of eadieothrough acceptance and development of nature’s
abundant resources.

At present, Still comes nearest to this — distuglmalours and line plus some harmonious but “flogiti
unsecured colours. If “me” could really get holdioé latter, things would be a lot neater!! Thilt's
feeling | want. Hopeful but different.

END

May 27th 1957 — read in conjunction with April 5tB57
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Can a LINE be emotive from a Human point of vie@an it be sad or gay or violent or threatening or
calm? | doubt it. It can be calm — rhythmic — dym@or indicate any other PHYSICAL attribute but as
PHYSICAL they can be more easily associated (i) Wvith natural phenomena - earthly or cosmic —
than with human mind or emotion. If in associatwath colour then it is easier to associate linéhwva
subject or at any rate the colour content is tlygestive element to the human mind. Suggestitieeof
THING with the line achieving the physical attribugf the THING — dynamic — calm — static — etc.

SYMBOLS — notes on at various times.

Oct 10th 1957

To make symbols as directly perceptive and comnativie (the least amount of viewer interpretatios) a
possible is the aim. So:-

A Reduce and remove if possible all connectiorts@mplications not being the symbol or directly
connected with the symbol. (“Directly connected’ éxample, may be the necessary cotouwronvey

the emotion (the thing) as distinct from the LINEloe symbol which conveys the physical attribute —
and the colours mat not be ‘local’ to the symbigkevertheless it is necessary for the emotionalesunt
and must be somewhere

B Use TEXTURE to reduce colour and/or line comgdilen and fussiness to convey some attribute and
so help towards simplification and directness. iexwery, very important. Latter rises as simpéifion
becomes more imperative.

Examples of Symbolism in above sense:-

Rothko— Human lack of conflict with nature — harmonieustrong — calm — spreading (knowledge) -
variety — smooth texture.

Pollock— Mostly NATURE with some points of Human contatideterminate — harmonious — strong —
fairly rough texture.

Tapies— 1/ Human to human — dark — strong — unharmoniouaigh end-up texture.

2/ Human to nature pleasant fine texture backgtauith fine cracks — harmonious — indeterminate —
constant movement — harmless: lumpy, spiky rougtute pieces, unpleasant colour — but solid —
determinate — active (very) — obviously HUMAN orckground of NATURE. As distinct from
ROTHKO (Human side not so unpleasant as a rule sdimetimes so by acid colours) Tapies here
illustrates mostly side of humans. Could use NATUBEbad purposes and intentions against other
Humans.

Dubuffet— Nearly always Human condition to self and otinemans — nature not much concerned accept
in loose, general way and conveyed by ‘earthy’ goldStrong, rhythmic lines, busy, sometimes
unpleasant, seldom pleasant, always inquisitivey lpurposeful but also slightly stupid, not takfnt
intelligent advantage of opportunities. Often lgeimpleasantly ridiculous to other humans.

Sam Francis- Pleasant texture and paint - harmonious celaleterminate — plenty of movement —
sometimes black intrudes to interfere with harmo@psmic nature — variably infinitely but NOT
positively — Non-human except possibly for BLACKrunsion.

END

Oct 10th 1957
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Should SYMBOL for MAN be positive — determinatessartive — self-confident — arrogant — unafraid.
At this date | think so — at least in regards toisattitude and relationship to natural science imysics
— that means unthinking NATURE. And maybe it skidog so for Man’s relationship to Man. But this
has the other side — fear of the OTHER - suffegitogetc, - so it cannot be as generally accepted as
SYMBOL here.

Should SYMBOL for Natural Science — unthinking rraty be negative — indeterminate — non-assertive —
“couldn’t-care-less” — harmonious (to man) — usefilvays | think. Unthinking NATURE is not vicious

— it meansno harm — it is a great and useful force at tespasal of man. It ia creator far more than it is

a destroyer.

Should now observe and study what SYMBOLS are st to convey above attributes as directly as
possible

END

Oct 10th 1957

Unthinking nature and thinking nature (HUMANS) dbg,artists, generally thought of as in conflidgthe
existence of the Human depends on his fightingdeidatingnatural laws. This view is, to me, old hat.
Man knows enough now to feel confident of his p@an@ith exceptions) to use nature for his purposes.
Even where he cannot at the moment, he is confith@hhe will do so. Therefore:- The conflicbisly

man against man and the point of contact betweenand nature can be shown as harmonious. If nature
can be shown alwayss harmonious (as | think it should be) then @werionious side of man can be
shown identically!! A peculiarity and ambiguity wh can be seen in the work of some artists.
ROTHKO for instance. | think it more true todaysisow man/nature in harmonious accord instead of in
a savage and vicious/decaying relationship. Ttterles a man/man relationship and I've had enaafgh

it. Now look for the other in painting and, esgad, in sculpture*. This is not hedonistic or &liog

the issue but a true relationship. Science-ficisoa type of this approach — dangerous, but extiteg so

- forward looking — confident — opening up the lddo man — useful — challenging. Making man do
what he alone can i.e. think deeply — all this (etl@ugh for the story’s sake and, no doubt, forera of
emotion) in spite of the introduction of piecesakty, man/man relationship and the exhibiting of
nature/science as “anti” man.

*SCULPTURE:- ‘Could be’ material taken by man, wedkon obviously and resulting in an ‘enhanced’
material now in the form of calm - monumental -esty — useful, say. The “physical” attribute in dred
form — the emotional attribute (man/nature assmeidor good) in the material plus man’s work on it

A provisional classification of some current imageakers.

By ‘image’ | mean a reference to ‘something outgsltepicture’s formal organisation’. | can think
main divisions (with one subdivision).

A Generalised human referents (head, figures).
A2 Fables with animals (I'art Brut).
B Exploitation of paint properties to symbolisedanape effects (abstract impressionism; or the

‘new landscape of science’, as Kepes calls it).
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1 Image makers who have never done anything blkémmaages: Appel, Bacon, Dubuffet, Fautrier,
Golub, Jorn.

2 Image makers who try to make the physical me&psinting identical with an image (usually by
equating painting with writing): Bryen, Capogrqddathieu, Michaux

3 Image makers who have developed from ActiontiPgjrand want to find images strong enough to
stand up to extremes of technique: De Kooning, Migireollock, Marca Relli.

4 Image makers who use general post-war paingsdias a carrier for images (Spazialismo — except
Fontana, Nuclear Art): Baj, Bergolli, Georges, ®us Viseux.

NOTE
Francis and Riopelle are non-image makers in #nse. however, the way their later pictures are
organised resembles aspects of image making.

SYMBOLISM
Oct 19th 1957

Figurativesymbolism — per last phase of Klee — figuratime |- suggestive colour (sad — gay etc) — per
Dubuffet also figurative line and suggestive coloMore limited to human emotion than Klee who is
more metaphysical — what is man to become sortiestipn, rather than Dubuffet’'s how is man behaving
now and what are his day-to-day emotions.

Atlan is following fig. symbolism but seems to narroao tsimplified, too drained of humanity which is
not replaced by anything such as the metaphysi@alStaekeems to me a figurative symbolist.
Especially when his STATIC line was accompaniea@lpur — most evocative.

Didn’t come off with nudes — perhaps too statia for the subject.

Other fig. sym: - Sugai — Ernst (very good) — Fieant+ Miro — Michaux (poetic) — Sutherland — Lam —
Matta — Jorn — Gorky - Riopelle (new phase and tarigiscape) — Brauner - Kooning.

Klee last picture is worth close study — dead or “sfiiwers — dark background — acid colours —
disembodied flesh — wrestling angels etc. Overdoneverstated) perhaps, but a very full statensént
fig.sym. using in the main, common objects.

2/ Abstract or non-figurative symbolism: - Shapase now to be evocative — with no readily
understandable symbols (dead or stiff flowers) éhsdgpes must use everything at the artists disposa
colour, line, texture, form, position in picturde-the maximum yet be very direct by being madeptm
Direct appeal to emotion — not going through uni@eiding sequence of figurative method (stiff flogver
= flowers (memory + stiff (dead) = sadness — degploignant memory etc.

Tapies good example of non-fig. symbolism. Otheéfanguy — Da Silva — Hartung — Kooning —
Tal-Coat — Capogrossi — Still — Rothko — Wols aebt- Soulages — Kline — Francis — Gillet - Hartai
Pollock
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Appendix 2

A foreword written anonymously by Power for an exhbition organised by the Norfolk
Contemporary Art Society in 1959 at which Power lehall 17 paintings anonymously.

COLLECTOR’S FOREWORD

A simple answer to the question “Why do you buytynies?” is usually impossible because the reasons
are various and complex. A well-known critic hessdd the most usual ones as investment, duty, for
decoration, and acquisitiveness. There is a widetienal range that may influence a collector
confronted by a possible purchase from snob apgpédading so overwhelmed that sleep is impossible
until possession is achieved.

To me, one of the most fascinating aspects of @tipgiwhich | like is that it is an unique expressir
statement of an artist’s idea and emotions comnatgacthrough colour, shape and texture, by himép m
in a form which | can hold, and keep, and own, lrewith, and use, and enjoy, and perhaps witletim
get to know and understand. This knowing of aypeeshould always be a challenge, too frequently
immediate appeal is shortlived. The originalitgldhe uniqueness of each painting are things denied
most other creative art forms. Even when possibkpwnership of a manuscript poem is aestheyicall
pointless because the handwriting is not integraihé creation. In a picture it is.

Wanting to buy pictures at all may seem strangeigindwut THESE things!?

| should like to make it clear that this is not thdy sort of picture I like or even collect. | arartain that
arguments about “realist” and “non-realist” art argirely “sterile”, that if there are two sortsat the
difference is not one of manner but of quality.eylare simply “good” or “bad”.

These particular pictures have been selected to shme of the new ways in which artists have rdgent
found expression. | agreed to lend them mainthéehope that there may be some among those who wil
come to see them, who will be receptive, rathen thtolerant, and will allow the pictures themsahze
chance to exert their very real authority, andebgrshare with me some of the exhilaration andspikea

| have found in them.

Although it is possible to have some sympathy whibse who “know what they like”, and will not stray
from it, | think it must be accepted that theirgetnent is generally preconceived and superfidiw
much better it is to keep an open mind so thatroag extend the field of one’s appreciation andliyna
like what one knows.

Every painting that is really successful is mora thhe sum of material, subject, idea and techniiuine
same way that we are more than the sum of flegte bad mind. The extra element, the life that is
breathed into a painting by it's creator when etléng else has workings, and which the artist himse
cannot explain, is something which defies critaahlysis.

Pictures in common with most things, can be apptediat different levels. For example, someonhk wit
a classical education may get enjoyment from thedrgaf T.S. Eliot denied to those who do not who
Philomela was; this does not mean that at othe@idenf understanding and emotion the latter maygeot
more pleasure in total that the former. An engilse®action to a machine, because of his knowlege
different from that of a layman.

Some of the aspects of appreciation of pictureschwhave little or nothing to do with aesthetiascls as
the sentimental, nostalgic, or other appeal oftiigect: the exactness of its representation;entbare
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obvious qualities of craftsmanship and finish, deaied to those looking at this new sort of picture
Those who regarded themselves as art connoissriinghose judgements were based on these aspects,
naturally feel cheated.

The qualities which are left are, for most peofile, most difficult ones: apart from the colour,nioand
material, they are usually themselves intangibtel, @nong others are philosophical, scientific and
mathematical. For this reason these pictures deraamneater effort on the part of the viewer thase
which could be enjoyed with more accustomed refazen Of course with the advance of knowledge, as
has proved the case in the past, many things varelesoteric to-day will be commonplace in thereitu
At present, however, the spectator must make aegretiort to allow the picture to involve him, atw
allow it to act on him, even if he is not whollylalo analyse his reaction.

The main problem of judgement on all truly contenagpp art forms is the lack of definite standardtss
not of much use to ask an exclusive connoisseuhky — however developed his palate — for
judgement on claret. Comparative judgement is sloimg based on experience, at the time when new
things are being produced no one has that experi@md the best that can be done is an attempt to
explain in words what the artist has tried to dbatnhe has achieved and what are the personaia@sct
of the write and his reasons for them.

Because the pleasure experienced is emotional @etetpit leads to emotional and poetic writing,ievh
unless one is experiencing a similar reactionsidifiicult for most people to understand as theght is
trying to explain. Writing about contemporary iartike trying to capture, unharmed, a butterflythaa
net of chain-mail.

| hope that many visitors will find their time welpent, and get pleasure from some, if not alytudt
they see.
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Appendix 3

Chronological list of Power’s purchases showing nuber of works bought, by artist.
1950 Yeats

1951 Yeats O’Neill

1952 Middleton O’Neill (2)

1953 Brooker Hamilton Fraser (2) Kinley (2) @iN (2) Smith M. (2) Sickert Sisley
Soulages (2) Yeats (2)

1954 Brianchon (4) Brooker Buffet (3) Clavé (4afidse Minaux (5) Picasso Rebeyrolle Ryan
Soulages de Stael (6) Vuillard

1955 Appel (2) Brooker (2) Buffet Claveé (4) Dufeif(7) Jenkins (3) de Stael (4)
Soulages

1956 Appel (4) Bogart Buffet (4) Capogrossi (Bs@r (3) Dubuffet (18) Ernst  Francis (5)
Jorn (20) Monet Riopelle (4) Rothko Scott (3pies (3)

1957 Davie (4) Dubuffet (24) Ernst (6) Franci¥y dorn (9) Kline de Kooning Pollock Rothko (2)
Scott Still de Stael (4) Tapies (5) Turnbull {8bls (2)

1958 Bogart (3) Dubuffet (20) Francis (4) Gia@tin Jorn (5) Kelly (8) Kline (2) Pollock (2) Rdth
(2) Still Tapies (3)

1959 Bluhm Cuixart (2) Dubuffet (3) Giacomettird (6) Martin (4) Mathieu (8)
Michaux (3) Moreni Newman Picabia (8) Tapies (2)

1960 Albers (5) Cohen Dubuffet (7) Francis (I6hns Jorn (8) Martin (6) Michaux Picabia (6)uisa
(2) de Stael Stroud Tapies (3) Turnbull Wemdé)e

1961 Benrath Francis Irwin (2) Hoyland JorhKlly Kitaj (5) Kupka (2) Liberman
Newman (2) Reinhardt (2) Smith L. (3)

1962 Bates (2) Blake (2) Dine Goncharova (3) Herbones (3) Jorn Kelly (3) Larionov Mundy
Olsen (2) Ozenfant (2) Phillips (3) Plumb Twom(By

1963 Bates Blake (2) Brancusi Hamilton HodgnJones (3) Louis Westerman

1964 Hamilton (2) Louis (3) Moon (4) Newman (2déhburg (4) Rosenquist (2) Smith R. (2) Trova (4)
Warhol Westerman

1965 Caulfield Hamilton Lichtenstein (3)
1966 Warhol

1967 Warhol (4) Hamilton (2)
1968
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1969

1970 Cook Flanagan
1971

1972 LeWitt (4)

1973 Jarray Vaux

1974 Lichtenstein Beuys Hodgkin

102



Appendix 4

List of the first work purchased by Power shown by artist and date@uired.

Albers Homage to the Squa(&960)
Appel Téte(1954)

Bates Portrait of a Raspberry Blowing Orange Blon{©62)
BenrathDes trés grands vents n'ayant garde ni megue60)

Blake Tuesday1961)

Bluhm Green Over Red 1(1957)

Bogart Abstract(1955)

Brancusi Fish (1924-6)

Brianchon Nu (1939)

Brooker The Striped Tableclot{i953)

Buffet Nature morte a la cheming&954)

CapogrossiSurface No. 1691953)

Caulfield View of the Rooftop$1965)

CésarUn animal(1956)

Clavé Cirque (1953)

Cohen Early Mutation Green 2(1960)

Cuixart Nomoroso(1958)

Davie Image of the Fish Go(lL956)

Delaunay, R.Nature morte portugaisgl915)

Delaunay, S.Mouvement fina{1914)

Dine Colourfull Palette(1961)

Van DoesburgAbstract(1916)

Dubuffet Le sang vif(1955)

Ernst Les oiseaux1955)

FlanaganFour Hessians, 2 Natural, 1 Purple,
1 Yellow Browr(1970)

Francis Blue and Black1955)

Gear Wood Structur€1955)

Giacometti Grand Téte Tranchante

GoncharovaFlowers (1910)

Hamilton Homage a Chrysler Cor{i957)

Hamilton FraseBeachscape, Incoming Ti@#£953)

Herbin Le Moulin Rouge (1926)

Hodgkin Gardening(1963)

Irwin The Green Scene (1960)

JenkinsThe Leap(1955)

Johns Grey Painting with Bal(1958)

JonesBattle of Hasting$1961-2)

Jorn Les belles phrasg4.955)

Kelly Manhatten(1958)

Kinley Landscapg1951)

Kitaj Oh Lemue(1960)

Kline Sassoor{1955)

De Kooning Woman(1955)

Kupka Autour d’'un point (1911)

Larionov Garden at Tiraspol(1907)

LeWitt Drawing No. 26 (1971)

1960
1955
1962
1961
1962
1957
1956
1963
1954
1953
1960
1956
1964
1956
1955
1961
1959
1957
Date unknown
1961
1962
Date unknown
1955
1956

1971
1956
1956
Date unknown
1962
1963
1953
1962
1963
1961
1955
Date unknown
1962
1956
1958
1953
1961
1957
1957
1961
1961
Date unknown
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Liberman Red End(1959)

Lichtenstein Tex(1962)

Louis Number 38(1962)

Martin London and Environ§1959)
Mathieu Engagement a Omgy957)
Matisse Etrétat (1921)

Michaux Encré de Ching¢1959)

Middleton June, Ballyclandor(1952)
Moholy-Nagy Cat Negativg1926)

Monet Les falaises d’Etréta{1886)

Moon La Danse No. 11964)

Mundy Blue Disc(1960)
Newman By Two’s(1949)

Oldenburg Counterand Plates with Potato and Ha(h961)
Olson Polarised Sculpture No. 607?)
O’Neill Figures in a Landscap@ 952)
OzenfantVille Fortifiée (1926)
PederserRed Neptun€l973)
Phillips Tribal 1x4 (1962)

Picabia Pompe(1919)

PicassoTéte de femme

Plumb Edgehill (1962)

Pollock Banners of Spring1946)
ReinhardtRed Painting1952)

Riopelle Composition(1953)
RosenquistThe Space that Won't Fg[1962)
Rothko Golden Compositiofi1949)

Ryan Fruit on a Plate(1943)

SauraVara (1959)

Scott Grey Still Life(1955)

Sickert Sta. Maria della Salutr¢1896)
Sisley L’Abreuvoir (1891)

Smith (Leon)Orange, Red, Black on Whi{&960)
Smith (Matthew)Anemones in Blue Va$£928)
Smith (Richardl Place 1 (19590
SoulagesPeinture 19 Novembrg1951)

De StaelPalette fond brurf{1954)

Still No. 21 (1948)

Stroud Six Thin Red$1960)

Tapies Peinture ver{1954)

Trova Falling Man No. 56(1963)

Turnbull Head 1(1955)

Twombly Sketch for lo, 1(1959)

Vasarely Maan (1949-51)

Vuillard La Grandmeérg1892)

Warhol Blue Electric Chair(1963)
WemaereComposition fond violgtl959)
WestermanSwingin’ Red King and Silver Queé&t960)
Wols Longs Batons Vertica(1943)

Yeats Westard the Mornin§1947)

1961

1964

1964

1959

1959

1954

1959

1957

1936

1956

Date unknown
Date unknown
1959
1964

1962

1953

1962

Date unknown
1962

1959
1954

1960

1957

1961

1960

1964

1956

1954

1960

1956

1953

1953

1961

1953

Date unknown
1960

1954

1957

1960

1956

1964

1957

1962

Date unknown
1954

1964

1960

1964

1957

1951
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Appendix 6

List of Dubuffet’s series and the title of the paiting which Power bought from each, as he
examined in depth the development of the artist ovelO years (supplied by the Fondation Dubuffet,
Paris)

1 - Le chemin de la gare, january 1944 - Fasc’22 - Serie : Marionnettes de la ville et de la
campagne

2 - Monsieur Plume plis au pantalon (Portrait d'H&fichaux), january 1947 - Fasc. lll, N°113Serie
. Portraits

3 - Il tient la flGte et le couteau, may 1947 - &d¥, N°19 -Serie : Sahara

4 - La belle aux seins lourds, june 1950 - Fas¢cNV96 -Serie : Corps de dames

5 - Paysage américain, august 1952 - Fasc. VII3BI*Serie : Paysage du menta

6 - Pierre (de nouveau savoir), may 1953 - Faslt, M?68 - Serie : Pates battues

7 - Couinquet la flibuste, september 1954 - Fasd\ 987 -Serie : Petites statues de la vie précaire
8 - Vache blanche, august 1954 - Fasc. X, N°18&rie : Vaches

9 - Voyageur au bissac, may 1955 - Fasc. Xl, N°S2rie : Assemblages d'empreintes

10 - Visiteur au chapeau bleu, april 1955 - Fas¢cnX66 -Serie : Herbes, charrettes, Terres herbeuses
11 - La sang vif, april 1955 - Fasc. Xl, n°58erie : Herbes, charrettes, Terres herbeuses

12 - Jardin ponctué, august 1955 - Fasc. XI, N*1S&rie : Ailes de papillons

13 - Botanique au petit spectacle, january 1958scFXIl, N°18 -Serie : Tableaux d'assemblages
14 - Elément de sol au petit diapré, october 1953sc. Xlll, N°83 Serie : Texturologies

15 - Expansion de barbe, october 1959 - Fasc. XV9NSerie : Barbes

16 - lllustration du robinet (Robinet 1V), april 3@ - Fasc. XXI, n°123 Serie : L'Hourloupe

17 - Main-courante I, november 1984 - Fasc. XXXN1205 -Serie : Non-lieux (peintures)
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Appendix 7

Order of Taped Interviews on DVD

O

10

11

12

13

14

15

16

Sir Nicholas Serota
Leslie Waddington
Lord Colin Renfrew
Dr Richard Morphet
Richard Hamilton
Alan Power
Alan Power with
Heidi Colsman-Freyberger
and Sylvia Sleigh
Ellsworth Kelly
Dr Margaret Garlake
Sir Norman Reid
Sir Howard Hodgkin
Allen Jones
Barry Flanagan
John Hoyland

Robyn Denny

William Turnbull

November 2006

January 2007
January 2007
February 2007
April 2007

May 2007

May 2007
May 2007

July 2007

July 2007
November 2007
November 2007
December 2007
December 2007
January 2008

February 2008
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