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Sybil Andrews   (1898-1992)

In Full Cry, 1931
Linocut

Edition: 45/50

29 x 42 cms (11½ x 16½ in)

Printed from 3 blocks in Chinese orange, spectrum red and Prussian blue.
Signed, titled and numbered from the edition of 50
Coppel SA 13 / Leaper 15

Provenance:  
Michael Parkin FA, London 
Private Collection, UK



Sally Hunter FA, UK
Osborne Samuel, London



Sybil Andrews   (1898-1992)

Bringing in the Boat, 1933
Linocut

Edition: TP1

33.5 x 26 cms (13¼ x 10¼ in)

Printed from 3 blocks in venetian red, viridian & Chinese blue. Signed, titled & numbered TP1 (Trial 
Proof), aside from the edition of 60

Provenance:
Redfern Gallery
Private Collection, UK
Osborne Samuel, London



Literature: Stephen Coppel, Linocuts of the Machine Age, published by Scolar Press, 1995, no. SA 24
Hana Leaper, Sybil Andrews Linocuts: A Complete Catalogue, published by Lund Humphries, no. 26



Frank Auerbach   (b. 1931)

Seven Portraits, 1989
Etching

18 x 14.5 cms (7 x 5¾ in)

1989-90
Seven etchings
SEVEN PORTRAITS: JULIA; DAVID; CATHERINE; J.Y.M.; MICHAEL; GEOFFREY; AND JAKE 
(MALBOROUGH GRAPHICS 15-21)



Jim Dine   (b.1935)

July, Summer 2014 V, 2014
Monotype

173.4 x 96.5 cms (68¼ x 38 in)

Unique
Monotype with woodblock and hand painting in charcoal and ink on Arches cover white paper

Provenance: The Artist
Osborne Samuel, London



Jim Dine   (b.1935)

July, Summer 2014 XVIII, 2014
Monotype

105.6 x 156.4 cms (41½ x 61½ in)

Unique
Monotype with woodblock and hand painting in charcoal and ink on Arches cover white paper

Provenance:
Osborne Samuel, London



Kerr Eby

September 13 1918, St.Mihiel (The Great Black Cloud), 1934
Etching, aquatint & sandpaper ground

26.5 x 40.4 cms (10½ x 16 in)

Signed lower right Kerr Eby imp
Aside from the edition of 100; inscribed 'Proof selected by the artist for Mr Roy Holderman
Ref: Giardina 182

Based on the successful counteroffensive by the Americans against the Germans during the St.Mihiel 
offensive in September 1918. In describing the event, the Print Collector's Quarterly of 1939 noted, 'in 
the Saint-Mihiel Drive, the great cloud hung for days over the advancing troops, the Germans called it 
the Cloud of Blood'



Claude Flight   (1881-1955)

Into the Sea, c.1925
Woodcut

14.5 x 11 cms (5¾ x 4¼ in)

Woodcut on cherry wood.

From the advertised edition fo 500 impressions issued with The Original Colour Print Magazine edited 
by William Giles. The scarcity of this print would suggest that the edition was never fulfilled.  



Lucian Freud

Portrait Head, 2001
Etching

59.7 x 47.3 cms (23½ x 18½ in)

Signed with initials and numbered from the edition of 46, plus 12 artist's proofs
Sheet 72.4 x 57.2 cm (28 1/2 x 22 1/2 in)

The sitter is presumed to be 'Emily' a close friend of Freud's.

Provenance:
The Artist
Matthew Marks
Private Collection



Osborne Samuel, London

Exhibited
New York, Museum of Modern Art, Lucian Freud: The Painter's Etchings, 16 Dec 2007 - 10 Mar 2008 
(another impression exhibited and illustrated p.92)

Literature:
Starr Figura (ed.), Lucian Freud: The Painter's Etchings (New York: Museum of Modern Art, 2007), 
Cat. 61, p. 92



Lucian Freud

Bella, 1987
Etching

69 x 57 cms (27 x 22½ in)

Initialed in pencil and numbered from the AP edition of XV aside from the edition of 50, on BFK Rives 
paper, published by James Kirkman, London, and Brooke Alexander, New York

The sitter is the artist's daughter Bella Freud

Provenance:
Osborne Samuel, London



Literature: 

Craig Hartley, Etchings of Lucian Freud: A Catalogue Raisonne 1946-1995, 1995, no.30
Craig Hartley, Freud and Auerbach Recent Work, Print Quarterly, Vol. 9 No. 1 (March 1992), p. 13 (Fig. 
12)
Starr Figura (ed.), Lucian Freud: The Painter's Etchings (New York: Museum of Modern Art, 2007), 
Cat. 31, p. 61

Lucian Freud made his first etching in Paris in 1946, using the wash-basin in his hotel room as an acid 
bath. Five small-scale etchings date from this decade, following which Freud ceased printmaking for 
thirty-four years. Thereafter, beguiled by its ‘element of danger and mystery’, he steadily created an 
impressive contribution to the medium.1

Freud’s etchings from the mid-1980s onwards are distinguished by their size and technical command. 
Standing his copper plates upright on an easel, for the first time, he was able to work with greater force 
and fluidity. He claimed to find etching easier than drawing, candidly acknowledging the role that 
redrawing can play in printmaking. Sometimes Freud would ask the printer to erase sections, to crop 
an image or to scrap a final printing in favour of earlier proofs. Working closely with Marc Balakjian, at 
Studio Prints in Kentish Town, Freud was always present at the biting and proofing of his plates. 

Bella (1987), a portrait of his daughter, is defined by dense hatching, marking the head’s weight against 
the pillow, its wisps of hair and the face’s contours. Freud sought further contrast within the image, 
however. Giving the printer a proof shaded with grey wash to indicate where ink should be left on the 
plate after wiping, the etching was reproofed until he was satisfied. Craig Hartley describes the result 
as ‘seductively tonal’, one of Freud’s most beautiful portraits.2 

Elsewhere, through the use of generic titles, Freud sought to deflect attention from his sitters’ identity. 
He remarked, 

Many people are inclined to look at portraits not for the art in them but to see how they resemble 
people. This seems to me a profound misunderstanding.3

Portrait Head (2001) is more delicate than Bella in its use of line, its lack of background detail placing 
the strongly characterised face in relief. The sitter appears contemplative, perhaps weary, an effect 
emphasised compositionally by the downward pull of her scarf, loose hair and shadowed gaze. 
Reviewing MoMA’s exhibition in 2008, which juxtaposed Freud’s portrait paintings with his etchings, 
Donald Kuspit noted the latter’s ‘rough emotional urgency’ and tendency to be ‘more individual - more 
uniquely themselves’.4

1. Lucian Freud, in Starr Figura (ed.), Lucian Freud: The Painter’s Etchings (New York: Museum of 
Modern Art, 2008), p. 15.
 2. Craig Hartley, ‘Freud and Auerbach Recent Work’, Print Quarterly, Vol. 9, No. 1 (March 1992), p. 5.; 
also  Hartley, The etchings of Lucian Freud: a catalogue raisonné 1946-1995 (Marlborough Graphics, 
1995), p. 22.
 3. Freud, in Freud at Work: Photographs by Bruce Bernard and David Dawson (Jonathan Cape, 
2006), p. 32.
 4. Donald Kuspit, ‘Lucian Freud: Museum of Modern Art/Marlborough Graphics’, Artforum 
International, Vol. 26, No. 7 (March 2008), p. 360-61. 



David Hockney   (b.1937)

Panama Hat, 1972
Etching and aquatint

41.6 x 34 cms (16¼ x 13¼ in)

Signed in pencil, dated and numbered from the edition of 125 (total edition includes 15 proofs and 60 in 
Roman numerals), on Crisbook handmade paper, co-published by Brooke Alexander, New York, and 
Petersburg Press, London



Edith Lawrence   (1890-1973)

The Cricket Match, c.1929
Linocut

Edition: 22/25

22.5 x 33 cms (8¾ x 13 in)

Printed from 4 blocks in permanent blue, viridian green, ochre & pale chrome
Signed & numbered from the edition of 25



Christopher Nevinson   (1889-1946)

Nerves of an Army, 1918
Drypoint

20 x 14.2 cms (7¾ x 5½ in)

Signed lower right from the edition of 100

Ref: Black 41



Christopher Nevinson   (1889-1946)

Returning to the Trenches, 1916
Drypoint on off-white laid paper

15.1 x 20.4 cms (6 x 8 in)

Edition of 75
Signed & dated in pencil

LITERATURE
Black, Jonathan. CRW Nevinson - The Complete Prints.
London: Lund Humphries in association with Osborne Samuel, 2014. cat. no 9.

During his time both as an ambulance driver and with the Red
Cross, Nevinson was captivated by the dense lines of marching



French soldiers seemingly moving as one. Informed by the
Futurist techniques for depicting movement, seen in such works a
Boccioni’s ‘The City Rises’ and ‘States of Mind’, the French soldiers
in ‘Returning to the Trenches’ merge into one unified mechanical
mass, their limbs blurring together, giving one the impression of a
speeding train disappearing into the distance. In his autobiography
Nevinson stated that these soldiers may have been part of the
French 89th territorial division, and in the oil painting of the same
subject the early French uniform is distinctive with its impractical
red cap. In an interview with The Daily Express in February 1915
where the painting was reproduced he stated:
“I have tried to express the emotion produced by the apparent
ugliness and dullness of modern warfare. Our Futurist technique is the
only possible medium to express the crudeness, violence, and brutality
of the emotions seen and felt on the present battlefields of Europe ...
Modern art needs not beauty, or restraint, but vitality.”



Grayson Perry

Six Snapshots of Julie, 2015
Woodcuts with lithographic underlays

72.5 x 48.5 cms (28½ x 19 in)

A series of 6 woodcuts with lithographic underlays published in 2015, edition 19 of 68. 

Printed on 185 gsm Aquarelle Arches Satin Paper. 

Signed by the artist and numbered on the reverse. 

Individual image size: 72.5 x 48.5 



Grayson Perry

Map of Nowhere, 2008
Etching

Edition: 54/68

153 x 113 cms (60¼ x 44½ in)

Etching from five plates, printed on one sheet.
Signed and numbered verso from the edition of 68
Published by Paragon Press
Sheet size 153 x 113 cm

SUMMARY



‘The starting point for this print was Thomas More’s Utopia. Utopia is a pun on the Greek ou topos 
meaning ‘no place’. ‘I was playing with the idea of there being no Heaven. People are very wedded to 
the idea of a neat ending: our rational brains would love to tidy up the mess of the world and to have 
either Armageddon or Heaven at the end of our existence.
But life doesn’t work like that - it’s a continuum.’ [1]

Prints are no secondary art form for Grayson Perry, they are considered, large-scale final pieces. A 
vocal advocate of therapy and analysis, in the Map of Nowhere Perry explores his own belief system; 
His opinions contend with those he finds crowding around him in wider society. The print’s grand 
proportions encompass the artist’s taste for niggling detail.
Perry started the drawing in the top left-hand corner, and worked towards the bottom right-hand corner, 
without planning the in-between; instead ideas were allowed to emerge, leading from one to another, 
through the drawing process.

As also seen in his subsequent major etchings, Map of an Englishman (2004) or his ‘playscape’, Print 
for a Politician (2005), Perry prefers to leave ink on the plate during the printing process; he avoids 
creating too crisp an image in order to evoke an antique look. Perry is yoking his map to its historical 
pedigree. With this etching, Perry is working from a big historical model rather than one from fine art: 
the medieval mappa mundi (map of the world) provides a recognisable template. As pre-Columbian 
diagrams, they would illustrate a sum of knowledge, acting as both instructive and decorative objects, 
making connections vivid and comprehensible. The Map of Nowhere is based on a famous German 
example, the Ebstorf Map, which was destroyed in the Second World War. It showed Jesus as the 
body of the world, with his head, hands
and feet marking four equidistant points around the circle.

Perry spikes the tradition with contemporary social comment. Within a circular scheme, like the Ebstorf 
Map, or the existent Hereford Mappa Mundi (www.herefordcathedral.org), he presents a flattened-out 
analysis of his world - from jibes about current affairs to the touchstones of his personal life. Where the 
Ebstorf Map has the world unfolding around Jerusalem, Perry’s personal world view encompasses a 
cacophony of ideas and preoccupations, with ‘Doubt’ right at the centre. The artist’s alter ego Claire 
gets a sainthood, while people pray at the churches of global corporations: Microsoft, Starbucks, 
Tescoes. Tabloid cliches abound, each attached to a figure or building: ‘the new black’, ‘kidults’, ‘binge 
drinking’, having-it-all’. Top right, the ‘free-market-economy’ floats untethered, preempting the credit 
crunch that was to take hold in the autumn of 2008. All-over labels demand that the map is read - or 
quizzed - close up. This is a clearly articulated satire, and while Perry adopts a medieval confusion of 
scale and proportion, the diagrammatic style is as adamant as its religious forerunners. Beneath, there 
is a drawing of figures on a pilgrimage, set in a realistic landscape. They are at final staging post before 
making their way up to a monastery at the top of a mountain beyond, which is hit by
a beam of light, coming from the artist’s bottom.

[1] Jackie Klein, Grayson Perry (Thames and Hudson, London 2009), p.162



Cyril Power   (1872-1951)

Runners, 1930
Linocut

17.4 x 35 cms (6¾ x 13¾ in)

Printed from 2 blocks in venetian red & viridian.
Signed in pencil lower right, unnumbered impression aside from the edition of 50
Ref: CEP 19



Cyril Power   (1872-1951)

The Sunshine Roof, c1934
Linocut

26 x 33 cms (10¼ x 13 in)

Printed from four blocks in yellow, warm brown, viridian and Prussian blue on buff oriental laid tissue.  
Titled, signed and inscribed TP 2, a trial proof before the numbered edition of 60. 

Despite the official edition size, this is an exceptionally rare print.

Ref: CEP 39; Vann 39

Literature:
Linocuts of the Machine Age, Stephen Coppel, published by Scolar Press, 1995, CEP 39, p.101



Cyril Power Linocuts: A Complete Catalogue, by Philip Vann, published by Osborne Samuel & Lund 
Humphries, 2008, illustrated in colour p, 97



Cyril Power   (1872-1951)

The Merry-Go-Round, c1930
Linocut

30.5 x 30.4 cms (12 x 12 in)

Printed from 2 blocks in Chinese blue & a mixture of Chinese orange & chrome orange
Signed, titled & numbered from the edition of 50 lower left within the image

Provenance: Private Collection, USA

Exhibited: Cutting Edge: Modern British Print Making, Dulwich Picture Gallery, London, June - 
September 2019

Literature: Linocuts of the Machine Age, Stephen Coppel, published by Scolar Press, 1995, CEP 16,



p.94
Cyril Power Linocuts: A Complete Catalogue, by Philip Vann, published by Osborne Samuel & Lund 
Humphries, 2008, illustrated in colour, p.59, no.16



Cyril Power   (1872-1951)

The Tube Station, 1932
Linocut

25.8 x 29.5 cms (10¼ x 11½ in)

Printed from five blocks in yellow ochre, spectrum red, permanent blue oil paint, viridian and Chinese 
blue on thin oriental laid tissue paper. 
Signed, titled & numbered lower right. From the edition of 60



Cyril Power   (1872-1951)

Divertissement, c.1932
Linocut

23.2 x 31.5 cms (9 x 12½ in)

Printed from 4 blocks in a mixture of yellow ochre and chrome yellow, chrome orange, viridian and 
cobalt blue on buff oriental laid tissue.  Titled, numbered and signed in image lower left.
Ref: CEP 33



Cyril Power   (1872-1951)

Skaters, 1932
Linocut

Edition: CEP 29

19.8 x 31.6 cms (7¾ x 12½ in)

Signed and titled in pencil in the image lower left.  Printed in 3 blocks in 1) spectrum red; 2) light cobalt 
blue; 3) viridian.
Printed on buff oriental laid tissue



William Scott   (1913-1989)

Mingulay, 1962
Lithograph

Edition: P/P1

57 x 81 cms (22½ x 31¾ in)

Signed and dated lower right
Inscribed “P/P I” lower left aside from the edition of 75



William Scott   (1913-1989)

Arran, 1960
Lithograph

52.7 x 64.8 cms (20¾ x 25½ in)

Signed lower left. Proof aside from the edition of 75



Ethel Spowers   (1890-1947)

Wet Afternoon, 1929
Linocut

Edition: 13/50

23.8 x 20.3 cms (9¼ x 8 in)

1929/30
Printed from four blocks in grey, reddish brown, emerald green & Cobalt blue. Signed, titled, dated & 
numbered from the edition of 50
Ref: Coppel ES 14

Provenance: The Redfern Gallery, London; Private Collection, UK



Ethel Spowers   (1890-1947)

The Plough, 1928
Linocut

Edition: 29/50

20.6 x 31.6 cms (8 x 12½ in)

Printed from 3 blocks in emerald green, cobalt blue & mauve. ; Signed, titled & numbered from the 
edition of 50

Ref: Coppel ES 13

This very rare print by Spowers shows the plough going from right to left. There is a later edition of 50 
of the same subject reversed titled 'Birds Following a Plough' also in an edition of 50 in 1933 (see



Coppel ES 26).  There is also a woodcut of the same subject made in 1929.



Lill Tschudi   (1911-2004)

Sailors' Holiday, 1932
Linocut

Edition: 8/50

20 x 26 cms (7¾ x 10¼ in)

Printed from 3 blocks in dark blue, light brown & light blue.  Signed, titled & numbered from the edition 
of 50

Ref: Coppel LT 24



Lill Tschudi   (1911-2004)

Guards, 1936
Linocut

Edition: Coppel LT50

16 x 21 cms (6¼ x 8¼ in)

Printed from 2 blocks in black and red on thin cream oriental laid paper.  Signed below image lower 
right, titled and numbered lower left and annotated, 'handdruck'.



Edward Wadsworth   (1889-1949)

Harbour of Flushing, 1914
Woodcut

Edition: Green. W/D 2

26 x 21.6 cms (10¼ x 8½ in)

Printed in black on thin oriental laid paper
Signed and dated 1914 in pencil

Sheet size 34 x 26.4 cm

Colnaghi & Greenwood do not record any signed impressions of this woodcut



Edward Wadsworth   (1889-1949)

S.S. Jerseymoor , 1918
Woodcut

11.9 x 21.3 cms (4¾ x 8¼ in)

Printed in black on Japan paper.  Signed lower right, titled & dated lower left
Ref: Greenwood W/D 33

Provenance:
Private Collection
Lord Timothy Willoughby of Eresby (grandson of Nancy Astor)
Osborne Samuel, UK



Literature:
Colnaghi catalogue 130

The SS Jerseymoor is an exquisite woodcut of 1918, a classic image for a Vorticist artist like 
Wadsworth who helped in the design of  ‘dazzle camouflage’ during WW1

In 1917 Edward Wadsworth was hired to oversee the application of 'dazzle' patterning to ships in the 
Liverpool and Bristol dockyards. Dazzle camouflage was devised as a means of frustrating the 
attempts of German U-boat commanders to calculate the exact course and speed of an allied 
merchantman. By breaking up the outline of the hull with irregular patterns painted in stark colours, a 
ship became more difficult to target accurately, reducing its chances of a direct and fatal hit by torpedo. 
During 1918 nearly 2500 ships were being painted at any one time and the results of this dazzle 
camouflage were successful to the war effort and something to which Wadsworth was very proud.
For a Vorticist artist these 'dazzle' ships with their cubist informed patterning were an obvious subject 
matter. In 'S.S. Jerseymoor' Wadsworth created a pictorial equivalent of the 'dazzle', conflating the 
diverging diagonals of the barrels in the foreground with the striped ship, rigging, warehouses and 
cranes in the middle-distance. The result is dynamic and visually disorientating, perhaps not too 
dissimilar in effect to the view of a dazzled ship glimpsed from a U-boat periscope.



Edward Wadsworth   (1889-1949)

Bradford, View of a Town, 1914
Woodcut

15 x 10.3 cms (6 x 4 in)

Woodcut printed in 2 colours on textured pale brown wove paper.
The edition size is unknown but presumed to be very small. There are a number of different colour 
variants printed on a wide variety of papers.
Sheet size: 19.7 x 12.7 cm
Block size: 15 x 10.3 cm


