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David HOCKNEY (Bradford Born 1937 -)

Coloured Curtain Study
Pencil and coloured chalks on white paper.

Signed with initials, titled and dated coloured curtain study / DH. 63. at the lower right.
Inscribed (in a different land) Lambeth(?) on the verso.

447 x 320 mm. (17 5/8 x 12 5/8 in.)

This large drawing is related to David Hockney's seminal painting Still Life with Figure and Curtain of
1963, in the collection of the Peter Stuyvesant Foundation. The painting, one of the artist’'s most
significant works of the early 1960s, has been described as ‘an exercise in abstraction. The picture-
plane is filled with a hanging patterned curtain in front of which stands a mannikin-like figure, some fruit,
and [a] vase of flowers.’

As Hockney has recalled, ‘Immediately after The Hypnotist | painted Still Life with Figure and Curtain,
which was done in a very formal way. Soon after | began it, | went in the National Gallery one day and
had a very rare experience of seeing. | thought | knew the National Gallery and all the pictures very well,
butin 1963 they'd bought a group of paintings by the seventeenth-century artist Domenichino. |
wandered in and found them in a room and they thrilled me, because they were things | could use. |
suddenly saw what they were about. The moment these pictures revealed themselves, | realized my
ideas were far from being new. It wasn’t their subject matter from Greek mythology that interested me,



but the fact that they really seemed like trompe-I'oeil painting. They were paintings made to look like
tapestries made from paintings, already a double level of reality. All of them had borders round and
tassels hanging at the bottom and perhaps an inch of floor showing, making the illusionistic depth of the
picture one inch. In one of them, Apollo Killing Cyclops, the tapestry was folded back a little...and in
front of this was a dwarf. | don’t really know who he is or what it was meant to be about but the doubling
back from the spectator interested me.’

The motif of a curtain appeared in a number of Hockney’s paintings during the first half of the 1960s. As
has been noted, ‘In a seemingly perverse way Hockney began to turn formalist principles to theatrical
ends. The quintessentially theatrical image of a curtain...began to assume prominence around 1963 in
such pictures as Still Life with Figure and Curtain and The Hypnotist.’” The artist seems to have been
particularly interested in the theatrical concept of a curtain in his compositions: ‘From 1963 until 1965
the curtain is used more fully in all sorts of ways — for decoration, for composition, for narrative and for
showing different types of reality. In general what attracted the artist about curtains was that “they are
always about to hide something, or about to reveal something.”

Other paintings with a curtain motif from 1963 include Seated Woman Drinking Tea, Being Served by a
Standing Companion, recently acquired by the Museum of Modern Artin New York, as well as Play
within a Play and Closing Scene, both in private collections. On the subject of curtains, Hockney has
further commented that ‘The form of the curtain first made me interested in it as a subject, and then it
dawned on me that it could be even more interesting because it was flat — the magic word again. A
curtain, after all, is exactly like a painting; you can take a painting off a stretcher, hang it up like a curtain;
S0 a painted curtain could be very real. All the philosophical things about flatness, if you go into it, are
about reality, and if you cut out illusion then painting becomes completely ‘real’. The idea of the curtains
is the same thing.’

The first owner of this drawing was the art historian and pioneering curator Ronald Alley (1926-1999),
who worked at the Tate Gallery for thirty-five years and was its first Keeper of the Modern Art collection,
holding the position between 1965 and his retirement in 1986. Alley joined the Tate in 1951 and during

his tenure there was particularly instrumental in acquiring Modern American artworks for the museum,

including works by Carl André, Jasper Johns, Robert Rauschenberg and Mark Rothko. He curated
exhibitions of the work of, among others, Barbara Hepworth, Patrick Heron, Victor Pasmore, William

Roberts, Graham Sutherland and Francis Bacon, of whom he also wrote the first catalogue raisonné,

published in 1964. He also produced books on Paul Gauguin, Ben Nicholson, Pablo Picasso, Henri
Rousseau and William Scott. Alley lent this drawing to the important retrospective exhibition of
Hockney’s early works at the Whitechapel Art Gallery in London in 1970.

The present sheet was later in the collection of Erich Sommer (1921-2004 ), who assembled a fine
group of 20th Century British works over a period of some twenty years. Sommer lent Coloured Curtain
Study to the 1978-1980 travelling exhibition David Hockney: Prints and Drawings. Most recently, this
drawing belonged to another prominent collector, the businessman and philanthropist Jack Kirkland.
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Artist description:

Long recognized as one of the finest draughtsmen of his generation, David Hockney began drawing
from a very early age and continued to do so throughout his long career. Indeed, it may be argued that
drawing was always his primary medium, lying as it did at the heart of his artistic process. As he has
once stated, ‘It is the most immediate thing you can do as an artist. It is direct. Drawing gives you a
confidence and it opens your eyes.’

The American art critic and curator Gene Baro, in an early account of the artist's work on paper, noted
that, ‘A Hockney drawing discovers its attitudes in process of being made; such ambiguity as it may
possess is all of a piece and belongs to the person and the occasion. In short, Hockney does not
impose a way of seeing upon what he sees; the drawings are, in effect, dialogues, rather than
monologues...The drawings in colour...are more playful — and more wasteful, however charming.
Usually, they are coloured drawings and not drawings in colour. The linear forms, patterns, and graphic
energies are in no inevitable relationship to the hues. Colour serves rather as a gloss upon or support of
the meaning as sheer line or pattern...But even at its most arbitrary or decorative Hockney's colour will
beguile the eye.’



