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       INTRODUCTION
During the last winter holidays I visited the Shilov’s Portrait Gallery in Moscow and was really amazed to see marvelous portraits of our contemporaries.  I got interested in the development of portrait painting in Britain, because, firstly, I am fond of learning English, secondly, a portrait is a complex work of art and each sitter isn’t just a physical fact to be recorded, but rather a story to be told. 
While working on the research paper I aimed to find out the cultural background of portrait painting in this country, if there was anything special about it, if it was influenced by old masters.
Thorny way of art in the18th century

The political and economic bloom of England begins with XVI v. in the rule of queen Elisabeth England already legally considered the mistress of seas. New sea-lanes and trade related to them formed strong bourgeoisie in a country, and in XVII v. bourgeois revolution happened in England (1640-1660). Its motive force were city plebs and peasantry. Bourgeoisie, coming forward in an union with the nobility, took advantage of folk revolt, that was the distinctive feature of English revolution of XVII v. Proclaimed in 1649 after execution of king Charles I Stuart a republic was soon replaced military dictatorship of Kromvelya. In 1660 restoration of the Stuarts happened. As a result of putsch 1688 a bourgeois-constitutional     monarchy, limiting power of king and proclaiming supremacy of parliament, was set. 

The conquests of bourgeois revolution came to England, thus, on a century before France. 

From the end of XVI v. in England sciences develop stormily, especially philosophy. Francis Bacon, Thomas Gobbs, John Lokk, principles of materialistic philosophy on the whole preceed by future scientists from Nyutona to Darwin. 

The union of bourgeoisie with the nobility could not affect the English culture and aesthetic tastes character of which carries the lines of moderate democratization. With XVI v. England is justly considered the first country in area of literature, dramaturgy and theater due to Shakespeare and pleiad of dramatists before and after him. English graphic school was folded later than other types of arts, and this process was difficult. Feudal wars and Reformation braked forming of own artistic tradition. Puritan motion XVII v. with his iconoclast ideas, naturally, in any way not instrumental in development of national picturesque school. There almost was not the religious painting in protestant England. In XVII v. slowly a portrait genre begins to develop, mainly miniature. But in a next century, as trying to overtake missed, the English artists work so intensively and originally, that already at the end of age have influence on a continent.
This time is really important because of the number of great painters. By the end of XVIII age school of the English portrait-painters declares about itself, giving such masters of the first row, as William Hogarth who raised pictorial art to a high level, Joshua Reynolds the most outstanding portraitist of 18th century and Thomas Gainsborough portraitist and landscape painter. They were greatly influenced by foreign painters. 
The portrait of the 18th century
With the end of XVII age affectation and convention, installed in all types of painting, prevented a portrait to hold out on the height attained by him. A genre degraded and was moved away on the second plan both in painting and in a sculpture. Achievements of realistic portrait give way to oblivion. Customer — both an aristocrat and bourgeois requires unreserved flattery from an artist. Sugary sentimentality, cold theatrics, conditional reprezentativnost', appears in works.
Ruling roast in all types of art, the French culture determines at this time and development of portrait. Prevailing is become by the type of court-aristocratic portrait, blooming at the court of Lyudoviks. For Europe the standard of official art created there becomes standard — front doors, falsely idealizing, mythologized portraits, where the first role is taken decorative good-lookingness of model. At the same time there is falling of technique. 

«Court portrait of 30—50-kh years of XVIII age, answering tastes of aristocracy, set before itself the problem of creation outwardly elegant, decorative- sensual images of model in style of rococo. Artists softened and embellished the lines of person, they very valued the transmission of grace of rest rooms, acute splendor of draperies and accessories, thinly expected decorative effects. Nat'e thought of «mythological» portrait: represented courts will give as nymphs, Diana, Venus and other ancient goddesses, extraordinarily remotely passing likeness and shamelessly flattering the models». In the middle of age extraordinary popular at the European courts it was been hardening ideal works of Raphael Mengsa.

Nevertheless, nearer to last third of XVIII age a situation begins to be corrected. Arises up and becomes firmly established new realistic portrait, in a great deal related to the humanism ideals of epoch of Enlightening. It analytical appearances of painter are simple and sincere «genre» portraits, pastels; in Great Britain — acute social works At. Hogarth. But while they do not yet come into the notice of basic customer. The technique of pastel, comfortable for the transmission of moods and persons, develops, but not ideal for the image of pompous décor.
A portrait, executed more low facilities, gets wide distribution in the second half of XVII age (engraving, water-colour, pencil). In addition, it a period is marked the bloom of portrait miniature — by the independent branch of portrait genre.

Such situation with a private portrait is on memory saved to the 1850-h years — when appeared the accessible practically for all layers of society photograph.

 A man of remarkably individual character and thought
William Hogarth 

(1697-1764)
William Hogarth was unquestionably one of the greatest of English artists. It was his achievement to give a comprehensive view of social life within the framework of moralistic and dramatic narrative.  He produced portraits which brought a fresh vitality and truth into the jaded profession of what he called "phi mongering".  He observed both high life and low with a keen and critical eye and his range of observation was accompanied by an exceptional capacity for dramatic composition, and in painting by a technical quality which adds beauty to pictures containing an element of satire of caricature. A small stocky man with blunt pugnacious features and alert blue eyes, he had all the sharp-wittedness of the born Cockney and an insular pride which led to his vigorous attacks on the exaggerated respect for foreign artists and the taste of would-be connoisseurs who brought over (as he said) "shiploads of dead Christ’s, Madonna’s and Holy Families" by inferior hands.  
There is no reason to suppose he had anything but respect for the great Italian masters, though he deliberately took a provocative attitude.  What he objected to as much as anything was the absurd veneration of the darkness produced by time and varnish as well as the assumption that English painters were necessarily inferior to others.  A forthrightness of statement may perhaps be related to his North-country inheritance, for his father came to London from West-morland, but was in any case the expression of a democratic outlook and unswervingly honest intelligence. The fact that he was apprenticed as a boy to a silver-plate engraver has a considerable bearing on Hogarth's development.  It instilled a decorative sense which is never absent from his most realistic productions.  It introduced him to the world of prints, after famous masters or by the satirical commentators of an earlier day.  It is the engraver's sense of line coupled with a regard for the value of Rococo curvature which governs his essay on aesthetics, The Analysis of Beauty. As a painter Hogarth may be assumed to have learned the craft in Thornhill's "academy", though his freshness of colour and feeling for the creamy substance of oil paint suggest more acquaintance than he admitted to with the technique of his French contemporaries. 
 His first success as a painter was in the "conversation pieces" in which his bent as an artist found a logical beginning.  These informal groups of family and friends surrounded by the customary necessaries of their day-to-day life were congenial in permitting him to treat a pictures astage.  He was not the inventor of the genre, which can be traced back to Dutch and Flemish art of the seventeenth century and in which he had contemporary rivals.  Many were produced when he was about thirty and soon after he made his clandestine match with Thornhill's daughter in 1729, when extra efforts to gain a livelihood became necessary.  With many felicities of detail and arrangement they show Hogarth still in a restrained and decorous mood.  A step nearer to the comprehensive view of life was the picture of an actual stage, the scene from The Beggar's Opera with which he scored a great success about 1730, making several versions of the painting.  Two prospects must have been revealed to him as a result, the idea of constructing his own pictorial drama comprising various scenes of social life, and that of reaching a wider public through the means of engraving.  The first successful series:  "The Harlot's Progress, " of which only the engraving now exist, was immediately followed by the tremendous verve and riot of "The Rake's Progress", c.  1732; the masterpiece of the story series the "Marriage à la Mode" followed after an interval of twelve years.

  As a painter of social life, Hogarth shows the benefit of the system of memory training which he made a self-discipline.  London was his universe and he displayed his mastery in painting every aspect of its people and architecture, from the mansion in Arlington Street, the interior of which provided the setting for the disillusioned couple in the second scene of the "Marriage à la Mode", to the dreadful aspect of Bedlam.  Yet he was not content with one line of development only and the work of his mature years takes a varied course.  He could not resist the temptation to attempt a revelry with the history painters, though with little success.  
The quality of Hogarth as an artist is seen to advantage in his sketches and one sketch in particular, the famous "Shrimp Girl" quickly executed with a limited range of colour, stands alone in his work, taking its place among the masterpieces of the world in its harmony of form and content, its freshness and vitality.                  The genius of Hogarth is such that he is often regarded as a solitary rebel against a decaying artificiality, and yet though he had no pupils, he had contemporaries who, while of lesser stature in one way and another, tended in the same direction.                 William Hogarth expressed in his art the new mood of national elation, the critical spirit of the self-confident bourgeoisie and the liberal humanitarianism of his age.  He was the first native-born English painter to become a hero of the Enlightenment.  One reason for his popularity was that the genius of the age found its highest expression in wit.
Hogarth lived in an age when artwork became increasingly commercialized and viewed in shop windows, taverns and public buildings and sold in print shops. Old hierarchies broke down, and new forms began to flourish: the ballad opera, the bourgeois tragedy, and especially, a new form of fiction called the novel with which authors such as Henry Fielding had great success. Therefore, by that time, Hogarth hit on a new idea: "painting and engraving modern moral subjects ... to treat my subjects as a dramatic writer; my picture was my stage", as he himself remarked in his manuscript notes.
He drew from the highly moralizing Protestant tradition of Dutch genre painting, and the very vigorous satirical traditions of the English broadsheet and other types of popular print. In England the fine arts had little comedy in them before Hogarth. His prints were expensive, and remained so until early nineteenth-century reprints brought them to a wider audience.

A consummate producer of character 

Joshua Reynolds

(1723-1793)

To feel to the full the contrast between Reynolds and Hogarth, there is no better way than to look at their self-portraits.  Hogarth's of 1745 in the Tate Gallery, Reynolds'  of 1773 in the Royal Academy.  Hogarth had a round face, with sensuous lips, and in his pictures looks you straight in face.  He is accompanied by a pug-dog licking his lip and looking very much like his master.  The dog sits in front of the painted oval frame in which the portrait appears--that is the Baroque trick of a picture within a picture.  Reynolds scorns suck tricks.  His official self-portrait shows him in an elegant pose with his glove in his hand, the body fitting nicely into the noble triangular outline which Raphael and Titian had favored, and behind him on the right appears a bust of Michelangelo. This portrait is clearly as programmatic as Hogarth's.  Reynolds's programmer is known to us in the greatest detail.  He gave altogether fifteen discourses to the students of the Academy, and they were all printed.  And whereas Hogarth's Analysis of Beauty was admired by few and neglected by most-Reynolds's Discourses were international reading.           
What did Reynolds plead for? His is on the whole a consistent theory.  "Study the great masters...who have stood the test of ages," and especially "study the works to notice"; for "it is by being conversant with the invention of others that we learn to invent". Don't be "a mere copier of nature", don't "amuse mankind with the minute neatness of your imitations, endeavor to impress them by the grandeur of [...] ideas". Don't strive for "dazzling elegancies" of brushwork either, form is superior to colour, as idea is to ornament. The history painter is the painter of the highest order; for a subject ought to be "generally interesting". It is his right and duty to "deviate from vulgar and strict historical truth". 
So Reynolds would not have been tempted by the reporter's attitude to the painting of important contemporary events. With such views on vulgar truth and general ideas, the portrait painter is ipso facto inferior to the history painter. Genre, and landscape and still life rank even lower. The student ought to keep his "principal attention fixed upon the higher excellencies. If you compass them, and compass nothing more, you are still first, class... You may be very imperfect, but still you are an imperfect artist of the highest order.  What is eminently English about Reynolds and his Discourses is the contrast between what he preached and what he did. Among the intelligentsia who flocked to see the great actress and returned again and again was Sir Joshua Reynolds, the august president of the Royal Academy. He was at the time the most respected painter in England, and he also enjoyed a wide reputation as a theorist on art.

Reynolds was indeed a consummate producer of character and his production methods reward investigation. For them he called upon the full repertoire of the Old Masters; in Italy, as a young man, he had studied the Old Masters of all schools, not so that he could ape their individual works, but in order to win a similar mastery of the effect which they knew how to achieve: to rival them in their own language but not to pastiche them. In the building up of the picture in light and shade, his hand ling of composition, he also homage to Rembrandt.

Reynolds painted portraits, group pictures and historical themes. His sitter included the socially prominent people of the time and when the Royal Academy was founded in 1768, he naturally became its first president. 

 Reynolds moved with ease among the great men of his day.  The painting is in fact a brilliantly successful synthesis of images and ideas from a wide variety of sources.        
The successor of the old masters 
Thomas Gainsborough

(1727-1788) 
Thomas Gainsborough lived and worked simultaneously with Reynolds. Portraits and landscape of Gainsborough differ originality, independence from academic school, lyric attitude and easy, fluid painting of soft, harmonious colors. In works of Gainsborough there is the real musicality, grace and grace, hardly touched sentimental notes.
Sentimentalism with his underlined sensitiveness and infatuation for beauties of nature arose up in England in the middle of a 18 age. He is part of new, winning bourgeois world view and in various forms and expressions spread from England in the entire countries of continent.
Gainsborough was the son of proprietor of woolen manufactory. His artistic education was limited to teaching in the workshop of provincial painter Franka Geymana. Gainsborough never made journeys on a continent, and his acquaintance with works of old masters was limited to works, kept in some English collections. The special influence on forming of his trade rendered the study of portraits of Van-Deyka. It told more than all in the composition construction of many his portraits, and also in his picturesque receptions. Gainsborough builds the decisions on the limited palette. He chooses not many, mainly cool, basic tones and the wide use of various tints of these tones. Thus he attains at mildness and harmoniousness of relations, unity and musicality of the general impression. The source of picturesque attitude of Gainsborough is characteristic for English nature state with the dissipated light, pushing through easy clouds, with a moist atmosphere, shrouding objects and slightly wearing away their outlines. Especially clear it tells in his landscape and portraits with a landscape background. However and in portraits, written in an interior, exactly this feeling is fixed in basis of picturesque decision. By a characteristic example easy, fluid, it is the almost water-colour painting of Gainsborough «The portrait of duchess Bofor» (1770-e).
Early works of Gainsborough with application written, tough on a manner, but show the attentiveness of supervision of nature and transmission of model character.
Talent of Gainsborough arrives at complete development after migration of artist to London in 1774. In the last fifteen years of life he creates the many best the portraits. Gainsborough represents the models in an intimate situation, often — during a walk in a park. Him « Sarah Siddons» (1785, London, National gallery), in a counterbalance to the portrait of work of Reynolds, presents an artiste in ordinary clothes, without every external accessories, indicative on its profession. Gainsborough interested in its personal, human essence interests more than all. In a quiet, sure pose, in the sharp outlines of type of face of artiste Gainsborough finds facilities for expression its internal importance and sense of the personal dignity. Yet more characteristic for creation of the artist «misses of Robinzon» (London, collection of Wallace). Here the known artist is presented resting in a park, submerged in an easy reverie. An artist aims not so much to the transmission of model individuality, how many to expression of the general poetic state of appearance. So Gainsborough comes to creation of original portrait of mood with some notes of sentimentalism.
Gainsborough’s Technique

Gainsborough painted more from his observations of nature (and human nature) than from any application of formal academic rules. The poetic sensibility of his paintings caused Constable to say, "On looking at them, we find tears in our eyes and know not what brings them." He himself said, "I'm sick of portraits, and wish walk off to some sweet village, where I can paint landscapes and enjoy the fag end of life in quietness and ease."

His most famous works, such as Portrait of Mrs. Graham; Mary and Margaret: The Painter's Daughters; William Hallett and His Wife Elizabeth, nee Stephen, known as The Morning Walk; and Cottage Girl with Dog and Pitcher, display the unique individuality of his subjects.

Gainsborough's only known assistant was his nephew, Gainsborough Dupont.

An Ireland born British figurative painter
Francis Bacon
                                    (1909 –1992) 
Bacon's artwork is known for its bold, austere, homoerotic and often violent or nightmarish imagery, which typically shows room-bound masculine figures isolated in glass or steel geometrical cages set against flat, nondescript backgrounds. A late starter, Bacon did not begin painting until he was in his late 20s. He painted sporadically and without commitment during the late 1920s and early 1930s, when he worked as an interior decorator and designer of furniture and rugs. He later admitted that his career was delayed because he had spent so long looking for a subject that would sustain his interest.[1] His breakthrough came with the 1944 triptych Three Studies for Figures at the Base of a Crucifixion, and it was this work and his heads and figures of the late 1940 through to the early 1960s that sealed his reputation as a chronicler of the grotesque. From the mid 1960's, Bacon mainly produced portrait heads of friends. He often said in interviews that he saw images "in series", and his artistic output often saw him focus on single themes for sustained periods (including his crucifixion, Papal heads, and later single and triptych heads series). Bacon began painting variations on the Crucifixion, and later focused on half human-half grotesque heads, best exemplified by the 1949 "Heads in a Room" series. Following the 1971 suicide of his lover George Dyer, his art became more personal, inward looking and preoccupied with death. The climax of this period came with his 1982 "Study for Self-Portrait", and his masterpiece, the 1985 triptych "Three Studies for a Self-portrait".

Bacon was noted for his larger than life, but often severe, personality, and he spent much of his middle and later life eating and drinking in London's Soho with such people as Lucian Freud, John Deakin, Daniel Farson, Jeffrey Bernard, Muriel Belcher and Henrietta Moraes. Following Dyer's suicide he moved away from this circle and became less involved with rough trade to settle with his eventual heir John Edwards. Since his death, Bacon's reputation has steadily grown. He still draws admiration and disgust in equal measures; Margaret Thatcher famously described him as "that man who paints those dreadful pictures".[2] Bacon was the subject of two major Tate retrospectives during his life time and received a third in 2008. He always professed not to depend on preparatory works and was resolute that he never drew. Yet since his death, a number of presumably destroyed major works, including Popes from the early 1950s, and Heads from the 1960s, have surfaced on the art market which are considered equal to any of his "official" output. Sketches have also emerged and although the Tate recognized them as canon, they have not yet been acknowledged as such by the art market.
The influence of the epoch on a portrait 
«Beautiful portrait» — it is not so much judgments about a concrete man, how many conception of way of life of people of certain epochs, their ideals and presentations about  person … Portrait enables a modern spectator quite unique intercourse. Dialog of artist with by itself or outgrows a model in the internal dialog of humanity». Here in what, to my mind, the unique feature of portrait is hidden. 

I consider that reason of success of portrait not always is exact external likeness which satisfies opinion of client-model. Personality in a portrait is in difficult dependence on a world view, aesthetic and social ideals, from style of the time. Mutual relations of an artist and a model are not permanent size-the dynamics of forming of appearance for every historical period has the features. After a portrait and model consciousness of their epoch costs in one or another kind. Problem „ portrait and time“-it is a problem of public psychology, and portrait - the family visible chronicle of time.
Indisputable is a fact that in XX age, with the offensive of era of no figurative art and crisis of personality a genre of portrait is in a decline. Works of this period left off to be the mean of imprinting of human person, growing only into variations on certain themes. Some mark even: « portrait it is necessary to show a man such, he is, but not such, what would wish him to measure artist by the traditional arshin... In a portrait less than liberties and retreats it admits in other genres every family that is sometimes given out for refinement of taste and creative innovation ». It’s mean that a similar portrait stops to be the real portrait in that sense which was inlaid in this concept by the last ages.




CONCLUSION
While starting to work on my research paper I aimed to find out why portrait painting was especially popular in Britain, what was its cultural background, if there was anything special about this genre, who were the British painters influenced by.

Really, I benefited from the work greatly.  I learnt that in the 18 century English art, still primarily under the influence of old continental masters, turned to Rubens and his pupil Van Dyck for guidance in the expression of aristocratic ideals. 
In that fluent and changing society the upper middle classes were the new patrons of art. They wanted to be represented by a dignity, grace and charm which they did not always deserve. That’s why there are a lot of portraits of aristocracy.
Even though the portraits are distinct and individual, they depict an entire society in its significant manifestations. Just looking at the portraits we can get a vivid picture of people’s life at different periods.
SUPPLEMENT
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W. Hogarth, The painter and his Pug, self-portrait, 1745, oil on canvas,
 Tate Gallery, London.
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W. Hogarth, Miss Mary Edwards, 1740, oil on canvas,
 The Frick Collection, New York
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Sir J. Reynolds, Self-Portrait, 1780, Oil on wood.
Royal Academy of Arts, London, UK.
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Sir J. Reynolds, Thomas and Martha Neate, with Tutor, Oil on canvas,

The Metropolitan Museum of Art, New York, USA.
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T. Gainsborough, Self-Portrait, about 1758-59, Oil on canvas,

National Portrait Gallery, London, UK.
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T. Gainsborough, The Blue Boy, Exhibited R.A. 1770, Oil on canvas, Henry E. Huntington Art Gallery, San Marino, CA, USA.
[image: image7.jpg]



F. Bacon, self-portrait, 1972
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F. Bacon, Man in a Cap, 1943
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