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WIND AND CALM

Mané-Katz Stormy Seas

Oil on canvas 1934

Arthur Segal Halen: Ciotat (Harbour Scene)

Oil on canvas 1929

CONTENT AND IDEAS
What can you see in these two pictures?
• Mané-Katz’s painting shows a single small sailing boat with two sailors on foaming waves.
• Segal’s painting shows several sailing boats moored in the harbour of a village or small town with
people walking along the quayside and two people aboard the boats.

Activity
Ask children to take turns to say one thing they can spot in either picture to build up a vocabulary
of its contents.

What is the weather like in each picture? How have the artists depicted this?
• The weather in Mané-Katz’s picture is extremely windy.
• To suggest the force of the wind, the artist has painted the hull and the sails of the boat tilting
at a sharp angle, with the front sail billowing, or perhaps flapping.

• The frothy white waves and the grey and white sky behind the boat suggest stormy weather.

•
•
•
•

The
The
The
The

weather in Segal’s picture is sunny and still.
sky is blue.
buildings are bathed in yellow sunlight.
reflections are clear.

Activities
• Ask children to share ideas about how the sailors might be feeling in Mané-Katz’s painting.

Are they lost at sea?
Were they prepared for the storm or has it arrived suddenly?
What has happened to their boat?
What might happen next?
What might the sailors be saying to one another?

• Ask children to imagine that Segal’s scene is a holiday postcard they are going to send
to a friend. What would they write about it?



www.benuri.lgfl.net/movement

FORM AND COMPOSITION

How is the space organised in the two pictures?
• In Mané-Katz’s picture, the boat dominates

the entire width of the picture.
• The boat tips towards us at a sharp angle,

giving us a very close viewpoint, inviting
us to feel as if we are on board.

• There is very little sky shown above
the high horizon, making us feel as
surrounded by the waves as the boat.

• The very centre of the picture is an
apparent break in the mast.

• Frothy waves run right across the bottom
part of the painting, suggesting that that
these continue in every direction beyond the
edges of the picture.

• Segal has divided his picture into a visible grid.
• The straight vertical and horizontal lines make
the scene feel still and balanced. The sky and the
buiildings fill the top part of the picture. The
harbour and the boats fill the bottom part.
Only the boats’ masts cross into the top half.
• Notice how the base and side walls of several
of the buildings and the mast of one of the boats
lie along lines of the grid. The lines create a
rhythm, taking your eye on a walk around
the harbour – just as the people are doing.
• The curve of the harbour is echoed by the
exaggerated curve of the boats’ hulls (which
would normally sit flat in the water) and the
curve in the top of the bollard that we look down 
upon.

Activity
• Ask children to create a balanced composition using a grid. First they should draw the grid
on a piece of paper. An easy way to make a grid is by first folding the paper in half, and then
in half again twice more, finally opening it out and drawing along the folds with a ruler.
• Then ask them to create a picture where everything is at an angle and in movement.

How are people shown in these pictures?
• In both pictures, no-one is shown in any detail.
• In Mané-Katz’s picture the two sailors are shown with red blobs for faces (perhaps to suggest
their energy and emotion) and hooded waterproofs. It is not clear what they are doing,
but the tiller lies across the figure on the left, suggesting he/she is trying to steer the boat.
• In Segal’s picture, the two figures on the boats are in silhouette, one all in red and the other
in orange. The figures on shore have slightly more defined shapes and clothes, so it is possible
to tell which are male or female, adult or child, but they have no features or expressions.
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What shapes give Mané-Katz’s picture a sense of movement?
• The tilt of the boat, the diagonal edges of the left-hand sail, the billowing curve of the
right-hand sail and the cut-off tip of both sails help make it feel as if the wind is driving
the boat forward, out of the picture into the unsettled waters beyond.

Compare Mané-Katz’s picture with

Irene Scheinmann

Danse Macarbre

Etching

1991

What does Scheinmann’s picture show?
• Two trees in a field, which look like figures,
and several other straighter treetrunks.

• The two big trees have cut-off tops, which resemble heads, and outstretched branches,
which resemble arms.

What gives Scheinmann’s picture a sense of movement?
• The curve and tilt of the tree trunks and the raised, curved branches
• The curving lines snaking and curling across the sky, which make it look as if the trees
have long hair blowing in the wind.

Compare Mané-Katz’s picture with these other pictures of boats at sea:
Winslow Homer The Gulf Stream 1899
Katsushika Hokusai The Great Wave of Kanagawa c.1830
Jan van de Cappelle A Small Dutch Vessel before a Light Breeze c.1645-55
Gustave Courbet The Wave 1870
J. M. W. Turner Snow Storm –Steam-Boat off a Harbour’s Mouth 1842 (Tate Britain)
William van der Velde the Younger A Dutch Vessel in a Strong Breeze c.1670
(National Gallery)

What gives Segal’s picture a sense of calm?
• The boats all rest horizontally, one behind the other, with their masts either totally or virtually upright.
• Clear, undistorted reflections of the boats and buildings sparkle in the glassy water of the harbour.
• The curve of the harbour around the boats gives a feeling of protection from the windy, open sea.

Compare Segal’s picture with other harbour scenes, e.g.:
Paul Signac La Bouée Rouge, Saint Tropez 1895
Berthe Morisot The Harbour at Lorient 1869
Raoul Dufy Sailing Boats in the Port at Deauville 1935

Activity
Ask children to sketch the outlines of the boats in each picture to show the differing angles
of one out on a stormy sea and the other in a sheltered harbour.
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MATERIALS AND TECHNIQUES

How did the artists use colour to help create wind or calm weather?
• Colours can be used to suggest different temperatures and make us feel a certain way. Warm colours,
such as red, orange and yellow, can make a painting feel full of energy, or conjure up feelings of
happiness and ease. Cool colours, such as blue, green and violet, can make a picture feel cool or fresh.
Dark colours – brown, black and grey – can make a painting feel scary, painful, gloomy or menacing.

• Mané-Katz used a small range of greys, blues and dull greens with splashes of white to give
a powerful impression of a dangerous moment amidst wind-blown waves in the constantly changing
light of a storm. He blended and overlapped his brushstrokes to give a fuzzy sense of movement.

• Similar colours are echoed in the colours of the boat, making it feel part of the sea.
• Dark brown lines define key elements of the boat, such as the mast, tiller, rudder and booms.
• The wiggly brown lines might be unattached ropes or show the movement of the sail.
• The cloudy sky in the top left is paler than the sea, but the darker patch of grey sky in the top right
corner hints that the boat is sailing towards worse weather.

• Segal painted each of the two figures on the boats a single warm colour all over to suggest
they are both sweltering under a hot sun.

• He used a limited range of complementary colours to create the feel of the harbour in dazzling
summer sunshine, rather than show the real colours that it actually would have been. Find parts
of the painting where blues and oranges have been put side by side and notice their intense effect.

An explanation of complementary colours
• The three primary colours are red, yellow and blue.

• Two primaries can be mixed to make secondary colours:
yellow + blue = green
red + yellow = orange
red + blue = purple

• The complementary colour of each primary is the mix
of the other two:

 red's complementary is green (blue + yellow);
 yellow’s complementary is violet (red + blue)
 blue’s complementary is orange (yellow + red)

• Placed next to one another, complementary colours
look stronger and stand out more.

+

+

+

=

=

=

secondary colours

complementary colours

Activities
• Ask children to describe what they would hear, feel, smell and taste if either these paintings
suddenly came alive.
• Ask children to use soft chalk pastels to create a stormy sea or a windy landscape. Remind them to
overlap the colours to give a blurred effect and to make strokes or swirls all in the same direction,
to show which direction the wind is coming from.



www.benuri.lgfl.net/movement

What sort of painting techniques did the artists use to achieve their effects?
• Mané-Katz did not paint with any clear outlines. Instead he used slashes, streaks and dabs of oil paint,
blending and overlapping his brushstrokes to create a blurred effect which suggests movement.

• Look closely to see if you can see the differing shapes and directions of his loose, visible brushstrokes.
• Notice how the boat is almost surrounded by white foam, which helps define the boat’s shape
and also make it look as if it is surging forward on the crest of a wave.

• Segal captured the effect of dazzling light in the harbour by using dabbing tiny strokes of oil paint side
by side to build up the scene.

• Notice the change in contrast between light and dark dabs, which help create the grid lines
in the sea and sky.

ABOUT THE ARTISTS

Mané-Katz
Emmanuel Mané-Katz was born in 1894 into an orthodox Jewish family in the Ukraine, where his father
was sexton of a synagogue. He studied art, first in Kiev and then in Paris, after abandoning his studies to
become a rabbi. In Paris, Mané-Katz met Picasso, Chaim Soutine and other important artists. He went
back to the Ukraine after World War l and taught at the acadamy in Khar’kov (now Kharkiv). He returned
in Paris in 1921 to paint, obtaining French citizenship in 1927. His main themes were life in Eastern
European Jewish ghettos, rabbis, musicians and beggars, although he also painted a number of land-
scapes and flower studies. After France fell to the Germans during the Second World War, Mané-Katz
went to New York where he made several sculptures. After the war, his style and sombre colours
changed to become brighter, bolder and more patterned. He made a number of trips to Israel, which he
regarded as his spiritual home. He gave his paintings and a large collection of Jewish ritual objects to the
city of Haifa, which are now housed in the Mané-Katz museum. Mané-Katz died in 1962.

Other works by Mané-Katz in the Ben Uri Collection
Israel Landscape 1935
The Road to Jordan 1935
Algerian Jew 1934

Works by Mané-Katz in other collections
Orchestra c.1949 (Tate collection)

Many works by Mané-Katz can be found at:
http://www.artnet.com/9284/mane-katz.html
and
http://www.jewishartnetwork.com/JewishArt/o_mane-katz.asp

Sculptures by Mané-Katz can be found at:
http://www.mede-gallery.com/katz.html

Arthur Segal
Arthur Segal was born in 1875 to Jewish parents in Jassy, Romania. He left school early to study painting
first in Berlin, then Munich, Paris and Italy. He settled in Berlin in 1904 and exhibited with artists of the
group Die Brücke (which included Kirchner, Nolde and Schmidt-Rotluff), who used rough brushstrokes
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and lively, expressionist colours. At the outbreak of World War l, Segal and his family sought refuge in
Ascona, Switzerland. He exhibited with Dada (an anti-war and anti-civilization group) at the Cabaret
Voltaire in Zurich, He developed his own style of painting in which he tried to break with a single point
of focus or dominance. He said, ‘In nature everything is of equal importance and interest.’

Segal returned to Berlin in 1920, running his own art school from 1923 until 1933. As well
as painting and teaching, he created woodcuts, wrote articles for newpapers and art journals as well as
books and lectured widely, both live and on the radio. Banned, as a Jew, from exhibiting his art in 1933,
Segal moved first to Mallorca and then, in 1936, to London, where he ran another art school. Segal was
interested in the effects of painting as a therapy for mental illness. He corresponded with many psycho-
analysts and psychiatrists and had the support of Sigmund Freud. Segal died in 1944 in London.

Works by Arthur Segal in other collections
Harbour on Bornholm 1928 (Tate collection)

Many works by Arthur Segal can be found at:
http://www.artnet.com/1301271/arthur-segal.html

Irene Scheinmann
Irene Scheinmann (nee Reuben-Karady) was born in Baghdad in Iraq in 1933. She studied painting and
printmaking in England and France. She worked in Paris from 1968 until 1980 at the Atelier ‘63, an
internationally renowned printmaking studio. She has exhibited extensively both in Great Britain and
abroad. Her main source of inspiration is landscape.

Works by Irene Scheinmann can be found at:
http://www.articheinmann.co.uk
Click on The New Wilderness to see other pictures in the same series as Danse Macarbre
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  Anonymous       Adam Kops  

Conference/Dancing figures, undated    The Dancer, 1991 

        

CONTENT AND IDEAS 
 

What can you see in the painting Conference/Dancing Figures? 

• Seven men dancing on a brick floor 

• There is a patch of grass in front of them and a brick wall with two door openings behind them 

• Windows and doorways of a building behind the wall 
 

Where is the scene set? 

• Outdoors 

• In a courtyard or garden 

• Probably in a town or city – because of the office type building behind 
 

How are the men dressed? Do they seem wealthy or poor? 

• All the men wear smart suits with white shirts (some with stiff collars) and ties (one has a bow tie).  

• Some of the men are wearing waistcoats. 

• Two men wear hats – one wears a top hat. 

• All wear black shoes. Most of them wear spats (stiff white fabric that covers the top of shoes and which is fastened 

underneath – part of the formal dress of wealthy men in the early 20th century, usually also worn with a black suit, 

top hat and cane). 
 

What do you notice about the dancers’ hands? 

• The hands are all too big for dancers’ bodies (particularly those of the man with the moustache).  

• Their fingers are mostly long and thin and widely separated. 

• The dancers are all using hand gestures as part of their dance – notice:  

several holding up one arm and hand in a graceful curve  

one with a hand on his hip  

two holding hands  

one with his forefinger and thumb joined to make a circle 

one with his arms stretched out wide, waving his hands like the conductor of an orchestra 

the pointing finger of the man with the moustache 
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What do you notice about the dancers’ feet? What effect does this have? 

• The dancers’ feet are all too small for the size of their bodies.  

• All but one of the dancers wear exactly identical black shoes with pointed toes and spats.  

• The small pointy shoes help to make the dancers look dainty and light despite their large bodies. 

 

Are the men young or old? How can you tell? 

• Three of the men are bald and one has a white moustache, so they are relatively old.  

• The youngest looking man is the chubby one on the right. 

 

How do you think the dancers are feeling? Describe their expressions. 

• Open to interpretation… The dancers all have very different expressions:  

 The moustached man looks stern. 

 The two men behind him look quite anxious.  

 The man with the top hat looks as if he is shouting orders. 

 The bald man in front of him looks surprised, breathless or as if he is talking. 

 The chubby man he is dancing with is the only person smiling. 

 

Why do you think the men are dancing? What appears to be happening in the picture? 

• The scene is very ambiguous and the questions above may trigger all sorts of creative thinking, writing or drama.  

Children might like to consider: 

 Is anyone in charge of the dance?  

 Why are there two groups of men? 

 Where have the men come from – the building behind or somewhere else?  

 Why is the man with the moustache pointing?  

 Why are the three men crowding around him?   

 Why are there no women at the dance? 

 Why does the picture have two titles - Conference/Dancing figures? 

 Are they dancing to any music? 

 Are they dancing the steps of a particular dance? 

What happened just before this scene and what will happen when the dancing stops? 

How would you describe the mood of the dancing? 

 

If you could ask the dancers one question what would you ask them? 
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Activity 

Ask children, in groups of seven, to devise a dance/mime/drama, which tells the story behind this dance, and which 

includes this scene as part of the story. 

 

Describe the sculpture The Dancer 

• The dancer leans forward, standing on one bent leg. The foot is part of the sculpture’s base and is turned right out. 

• The left thigh muscle is exaggerated in size, both to emphasise its strength and support of the dancer’s body 

weight.  

• The dancer’s other leg is twisted and stretched out in the air. 

• Both arms are raised and stretched out for balance. 

• Notice the hole in the right arm to make it feel lighter. 

• The arms have no hands and the legs have no feet. 

• The head is a circle of metal. It does not have a face. 

• The artist has excluded fussy details to strongly capture the essence of the dancer’s 

movement. 

 

FORM AND COMPOSITION 

 

How have both artists shown a sense of movement? What similarities between them?  

• In Conference/Dancing Figures, movement is shown by the 

shape of the dancers’ limbs.  

 – All the men have their knees bent and at least one arm 

raised and curved.  

 – Two men have one foot raised, so they are off balance.  

 – One points a toe.  

 – Another lifts a heel. 

• The repetition of curved and pointed lines gives a sense of 

flow. Notice the precisely curved heads, shoulders and knees; 

also the points of the coat tails, lapels, collars and shoes.  

• The straight lines of the walls, doorways and the brick floor either side of the central circle provide a contrast to the 

oval and curves of the dancers 

• The careful shading on the dancers’ clothes, often dividing them with more curves and points, emphasises, for 

example, bulging calf or thigh muscles, a swinging coat or a bent elbow. 

• The composition has been carefully planned so that most of the dancers are enclosed inside an oval shape. Notice 

how the shape and position of the dancers’ arms, feet, clothes and hands help to create the oval (see above). 

• Notice the shapes of the shadows on the ground as well. 
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Compare with other dance pictures using circles: 

William Blake Oberon, Titania and Puck with Fairies Dancing 1785 (Tate, London) 

Pieter Breughel the Elder The Wedding Dance c.1566 (The Detroit Institute of Arts) 

George Segal The Dancers 1971 (sculpture) (National Gallery of Art, Washington, DC) 

Keith Haring Monkey Puzzle 1988 (Estate of Keith Haring, New York) 

Henri Matisse La Danse 1910 (first version - Museum of Modern Art, New York) 

Nicholas Poussin The Dance to the Music of Time 1640  

Paula Rego The Dance 1988  

Peter Paul Rubens Peasants’ Dance 1636/40 (Prado, Madrid) 

 

• Kops’ dancer also has a bent knee and one leg raised so it is also off balance. 

• The raised leg and one of the arms are both twisted to give the impression of continuous movement through the air. 

• The arms are shaped like a rippling wave – one turned upwards; the other downwards 

• The head leans back, balanced on a neck, which doubles as the dancer’s spine and trunk. 

 

Activity 

• Ask children to pose in the position of The Dancer. They will quickly discover how hard it is to balance in this pose 

and that they will need to keep dancing.  

• Ask children to make a sketch of The Dancer’s pose. 

 

Compare Kops’ sculpture with these other sculptures: 

Umberto Boccioni Unique Form of Continuity in Space 1913 (Mattioili Collection, Milan) 

Edgar Degas Little Dancer aged Fourteen 1880-81 (Tate, London) 

Edgar Degas Fourth Position Front, on the Left Leg c.1883/88 (National Gallery of Art, Washington, DC) 

Pablo Gargello Dancer 1934 

Elie Nadelman Dancer c.1918-19 (Wadsworth Atheneum, Hertford CT) 

Pablo Picasso Football Player 1961 (private collection) 

Auguste Rodin Dance Movements A-H 1910-11 (Rodin Museum, Paris) 

 

Compare Kops’ sculpture with: 

  

Fred Uhlman  

Tightrope Dancer 

Oil on board  

1943 
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What similarities and differences are there between the two dancers’ poses? 

 

• Similarities 

– Both balance on their left leg and emphasise the weight on the standing leg.  

(Notice how the rope dips where the tightrope walker is standing on it.) 

– Both have their left leg completely turned out. 

– Both have their arms outreached for balance. 

• Differences 

– Kops’ dancer has his right foot lifted backwards. The tightrope walker points her right foot forwards. 

– Kops’ dancer has a bent left leg. The tightrope dancer has a straight left leg. 

– The tightrope dancer holds something in both hands. Kops’ dancer has no hands. 

– Kops’ dancer leans back. The tightrope dancer stands up straight. 

 

Which dancer looks more as if she is moving? What makes you say that? 

 

The Tightrope Dancer begs questions that children could discuss or write about: 

Who is the dancer? What is her name? Where does she come from? 

Does she live in this place or has she come especially, for a reason? 

Is she practising, performing or is this a dream? Why is no-one watching her? 

What are the ends of the tightrope attached to? 

How do you think she is feeling? What might she be thinking? 

What might the tightrope symbolise – a risky path between two different places? 

 

How has the artist given the tightrope a feeling of height? 

• By showing a house and church below it 

• By indicating the crops in the fields not in detail, but with dots, dashes, crosses, lines and v-shapes to suggest that 

they are far below 

• By showing a panoramic vista with hills and water in the distance 

 

How did the artist draw attention to the tightrope dancer? 

• By placing her almost centrally in the picture 

• By including rays of sunshine shining on to her, rather like a spotlight in a theatre or circus. 

• By painting her in a dark dress that stands out against the sky. 

 

Compare the tightrope dancer with other pictures of performers: 

Edgar Degas Miss La La at the Cirque Fernande 1897 (National Gallery, London) 

Edgar Degas Two Dancers on the Stage 1874 (Courtauld Institute, London) 

Georges Seurat The Can-Can 1889-90 (Courtauld Institute, London) 

Everett Shinn The Tightrope Walker 1904  

Henri de Toulouse-Lautrec   Jane Avril Dancing  1891 
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MATERIALS AND TECHNIQUE 

 

What are the main colours used for Conference/Dancing Figures? 

• A limited palette of mainly red and green, with shades of grey and touches of black and white.  

 – Notice the lack of blue, violet or yellow.  

• The complementary colours of red and green intensify the redness of the bricks and help the men’s hands and 

heads stand out. 

• The unrealistic redness of the men’s skin gives a feeling of the dancers’ heat and energy and, perhaps, heightened 

emotions. 

 

An explanation of complementary colours 

• The three primary colours are red, yellow and blue.  

 

• Two primaries can be mixed to make secondary colours:  

 yellow + blue = green  

 red + yellow = orange  

 red + blue = purple  

 

• The complementary colour of each primary is the mix  

of the other two: 

 red's complementary is green (blue + yellow);  

 yellow’s complementary is violet (red + blue) 

 blue’s complementary is orange (yellow + red)  

 

• Placed next to one another, complementary colours  

look stronger and stand out more. 

 

 

What materials did Kops use to make his sculpture? How did

• Pieces of scrap metal  

• He welded them together. 

 

 

 

 

 

 

 

 

 

secondary colours 

 

olours 
complementary c
 he join them together? 
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ABOUT THE ARTISTS 

 

Anonymous 

Anonymous means that we do not know who painted this picture, so nothing is known about him or her. 

 

 

Adam Kops 

Adam Kops was born in London in 1956, the eldest of four children of the Dutch-Jewish playwright and poet, Bernard 

Kops. His grandfather came from the same area of Amsterdam as Anne Frank and most of his European family was 

killed by the Nazis during World War ll. Adam studied art at Wimbledon College of Art and then at St Martin’s. He has 

exhibited at the Kingsgate and Camden galleries in London and run children’s sculpture workshops for the Ben Uri 

Gallery and elsewhere. 

 

Photographs of the artist sourced from The National Portrait Gallery  

Bernard Kops; Erica Kops (née Gordon) and their son Adam Kopsby  

Ida Kar 

bromide print, 1960 

22.8 cm x 29.3 cm 

Given by Victor Musgrave 

NPG x31636 

  

Bernard Kops; Erica Kops (née Gordon) and their son Adam Kops  

Ida Kar 

vintage bromide print, 1960 

18.0 cm x 24.2 cm 

Purchased, 1999 

NPG x125529 

Can be viewed on line at:  

http://www.npg.org.uk/collections/search/person.php?LinkID=mp93073 

 

Fred Uhlman 

Fred Uhlman was born in Germany in 1901 into a wealthy Jewish family. He studied law and practised until Hitler 

came to power in 1933, when he left for Paris. Barred as a foreigner from taking up paid employment, he supported 

himself by painting and drawing, selling his work privately, and had his first exhibition in 1935. He moved to England 

in 1936 and soon established a reputation as a painter, exhibiting regularly all over Britain in one man shows as well 

as mixed exhibitions throughout Britain. A retrospective was held at Leighton House in London in 1968. His book 

‘The Making of an Englishman’ was published in 1960. Uhlman lived in London until his death in 1985. His work is 

represented in many important public galleries, including the Fitzwilliam Museum in Cambridge and the Victoria & 

Albert Museum. Uhlman and his wife amassed a huge collection of West African sculpture from the first half of the 

http://www.npg.org.uk/collections/search/person.php?LinkID=mp93073
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20th Century, recognised as one of the best in Britain. They donated their collection to the Hatton Gallery in 

Newcastle. Uhlman died in 1985. 

 

Examples of work by Fred Uhlman in other collections 

University of Warwick Art Collection 

My House in Wales 

Inscribed: Uhlman 

Oil painting 

Can be viewed on line at: http://www2.warwick.ac.uk/services/art/artist/freduhlman/wu0359w/ 

 

Hatton Gallery Newcastle 

Kurt Schwitters 

Portrait of Fred Uhlman, 1940 

Oil on canvas 

105 x 78 cm 

 

http://www2.warwick.ac.uk/services/art/artist/freduhlman/wu0359w/
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TIME TO PLAY 

Yohanan Simon 
Kite Flying 
Watercolour, gouache, pen 
and ink on paper 
1952 

Gilbert Solomon 
Sliding on the Round 
Pond 
Oil on panel 
undated 

CONTENT AND IDEAS 

What is happening in these two pictures? 
• In Kite flying: 
         – three children leap in the air on a path 
         – a man on a hill behind them is flying a kite 
         – three sailing boats are out at sea 
• In Sliding on the Round Pond 
         – two boys are sliding on the ice 
         – birds fly overhead and sit on the ice behind them 

Where are the pictures set? 
• Kite flying is set near a coast: 
          – with the sea and a beach in the background; 
          – strips of vegetation and two hills in the midground 
          – a sandy/dusty path in the foreground. 
(This is probably near Haifa, in Israel, where the artist was living at the time.) 
• Sliding on the Round Pond is set on a frozen pond, but the scene is so close up, 
you can not tell where this might be. (However, it is more likely to be set in Hampstead, 
London, where there is a Round Pond.) 

What is the weather like in Kite Flying? How can you tell? 
• The weather is hot and sunny. You can tell because: 
           – The three children wear summer clothes – shorts and t-shirts – and have bare feet. 
           – The earth on the nearer hillside looks red and parched 
           – the plants that cover the ground are yellow, as if withered from lack of water 
           – There are palm trees in the distance, which grow mainly in hot places. 
• It is also windy. You can tell because: 
           – the three boats have open sails, which must be catching the wind. 
           – The kite is high in the air, which happens only in windy weather. 
           – The kite flyer leans back, holding the kite tight to stop it from flying away in the wind. 
           – Some of the trees are shown slanting at angles, as if swaying in the wind. 

What is the weather like in Solomon’s picture? How can you tell? 
• The weather in Solomon’s picture is cold and gloomy. 
       – the two children wear thick suits, caps and scarves to keep them warm. 
       – the background is bare and icy. 
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Which way is the wind blowing in Kite Flying? How can you tell? 
• The wind is blowing from the left-side of the picture. 
• You can tell because: 
        – the kite and its string are angled from left to right. 
        Notice how the string almost exactly follows the (invisible) diagonal line 
        that bisects the picture, which emphasises the kite’s apparent movement. 
        – one of the trees on the left sways towards the right 
        – the tree on the right has branches windblown to the right 

What time of day is it in Kite Flying? How can you tell? 
• It is sunset. 
• The sun glows red in the sky as it begins to set. 
• As the sun sinks, its rays turn the sky (or is the low clouds?) orange 
• The high clouds then stand out in grey and blue (or is that blue sky behind the clouds?). 

How do these pictures make you feel? What makes you say that? 

FORM AND COMPOSITION 

How have the artists shown that the people are moving? 
• In Kite flying: 
         – All three children stand with one foot on tiptoe and the other in the air, i.e. off balance 
         – Their bodies lean at an angle. The kite flier also leans back at an angle. 
         – The children’s arms are raised upwards towards the kite/sun – as if caught in mid action. 
         – The kite flier also leans back at an angle. He is in silhouette, which shows his action 
           even more clearly. 
• In Solomon’s picture: 
         – The front boy leans forward with his legs bent as if sliding one foot 
           forward. 
         – The boy behind leans backwards with his arms and legs straight, 
           as if trying to balance, as the boy in front pulls him along 
• The diagonal and zig zag shapes made by the two boys create a rhythm, 
   helping to evoke a feeling of movement. 

Activities 
• Ask children to stand in the poses of the children in the two pictures. Let the rest of the class direct 
  their actions. Which pose is easiest to stand in? Discuss why that might be. 
• Ask children to make quick outlines of these poses or the poses in the actual pictures. 
• Point out that in both pictures, the shapes of the children make diagonal lines, indicative of movement. 

How has Simon shown a feeling of space and distance in his picture? 
• Kite flying is divided exactly in half at the horizon between the sea and sky. 
• The horizon is slightly curved, like the curve of the earth, suggesting that you 
  have a wide open view, of the scene, perhaps from the top of a hill, and that 
  the sea is quite far away. 
• People, trees and other objects that are faraway are shown smaller than those 
  in the foreground. 
• The artist has painted several different coloured strips of land between the hills 
  and the sea, suggesting a wide expanse of land. 
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• The dark tree stump and the two tall trees, which stretch from almost the bottom of the picture to the 
  top, help give the effect of ‘pushing back’ the hills and the sea into the far distance. This technique, 
  much used by landscape painters of the past, is called repoussoir. 
• Notice how your eye is led in a zig-zag journey from one tree to another, 
  to the top of each hill and finally to the boat far out at sea. 
• The tree stump and the children overlap the red hill. The red hill overlaps 
   the orange hill. The orange hill hides part of the land, beach and the sea. 
  This overlapping makes you feel that the tree stump and the children are far 
  nearer to you than the sea. 

How does Solomon make you feel part of his picture? 
• The two boys take up almost the entire picture space. They look as if they have just slid 
  into the picture from the left and will soon be sliding out of the picture to the right. 
• The close viewpont makes you feel as if you are standing on the ice in front of them, 
  watching them pass close by. 

TECHNIQUE AND MATERIALS 

How would you describe the colours the artists have used? Why did they choose these colours? 
• Solomon used a narrow choice of dark colours to suggest a cold, gloomy winter’s day – mainly sombre 
  browns, ranging from the dark brown of the boys’ clothes, which make them stand out, to the 
  alternating light and dark brown bands of the pond, which create areas of light and shadow. Notice 
  how the artist added more white to create the lighter shades of brown. 
• Solomon added tiny touches of red, such as the birds’ beaks and the boys’ red faces and hands to 
  give a little warmth and energy to an otherwise gloomy scene. 
• Simon used strong, bright, cheerful, strongly contrasting colours to give the feeling of a very hot day. 
  The strong turquoise strip of sea suggests the cool of the water, in contrast with the heat of the hills, 
  sand and path, which are painted in a range of hot colours – oranges, rich brown and pink 
• Find places in Simon’s picture where he has used complementary colours side by side to make both 
 colours stand out even more. 

An explanation of complementary colours 
• The three primary colours are red, yellow and blue. 

• Two primaries can be mixed to make secondary colours: 
        yellow + blue = green 
        red + yellow = orange 
        red + blue = purple 

• The complementary colour of each primary is the mix 
  of the other two: 
        red's complementary is green (blue + yellow); 
        yellow’s complementary is violet (red + blue) 
        blue’s complementary is orange (yellow + red) 

• Placed next to one another, complementary colours 
  look stronger and stand out more. 

+ 

+ 

+ 

= 

= 

= 

secondary colours 

complementary colours 
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• Spot the vegetation painted in totally unrealistic colours – bright red, yellow and blue. 
  Why might the artist have done this? What effect does this have? 

Look at other pictures showing people at play. There are many different themes 
to choose from, such as: 

Skating 
Hendrick Avercamp A Winter Scene with Skaters near a Castle c.1608 (National Gallery, London) 
Sir Henry Raeburn The Reverend Robert Walker Skating c.1784 (National Gallery of Scotland, 
Edinburgh) 

Rowing 
Gustave Caillebotte Skiffs 1877 (National Gallery of Art, Washington DC) 
Mary Cassatt The Boating Party 1893-94 (National Gallery of Art, Washington DC) 
Thomas Eakins The Biglin Brothers Racing 1872 (National Gallery of Art, Washington DC)William 
William Roberts The Boatpond 1956 (Cecil Higgins Gallery, Bedford) 

Football 
Rober Delauney L’Equipe de Cardiff 1913 (Stedelijk Van Abbemuseum, Eindhoven) 
Nicholas de Stael Football Players series 1952 
William Roberts The Football Match 
Henri Rousseau The Football Players 1908 (Solomon G. Guggenheim Museum, New York) 

Seaside 
William Roberts The Seaside c.1966 (Arts Council Collection) 
Philip Wilson Steer Girls Running, Walberswick Pier c.1888-94 (Tate collection) 

Swimming 
David Hockney Le Plongeur (Paper Pool 18) 1978 (Bradford Art Galleries and Museums) 
Leon Kossoff Children’s Swimming Pool, Autumn Afternoon 1971 (Tate collection - also online) 

It is also worth cutting photographs of different sports out of newspapers and 
magazines for children to study and draw inspiration from. 

ABOUT THE ARTISTS 

Yohanan Simon 
Yohanan Simon was born in 1905 in Berlin, in Germany and studied medicine for a year before enrolling 
at the art academy in Frankfurt, where he was taught by Max Beckman (the expressionist painter). In the 
late 1920s, he travelled to Spain and later to France, where he studied painting with Andre Derain (one 
of the founders of Fauvism). He worked in Paris on two magazines as a graphic designer. He emigrated 
to Palestine in 1936 and was a member of the Gan Schmuel kibbutz from 1937 until 1953, when he 
moved to Tel Aviv. During the 1950s, he travelled extensively in South America, Europe and the USA. 
Influenced by his travels, his style became more abstract and his colours brighter and hotter. In the 
1960s, he had solo exhibitions in Germany, the USA and Switzerland. Simon died in 1976. 
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Works by Simon can be found online at: 
www.engel-art/il 
www.lionsgallery.com 

Gilbert Solomon 
Solomon was born in 1891 and studied at the Slade School of Art from 1907-1911, after which he spent 
two years in Paris. He returned to England to serve in the Royal Air Force during World War l. In World 
War ll, he was Art Director for the Design Section of Civilian Camouflage. He was Vice-President of the 
Royal Society of British Artists. Solomon died in 1954. 

Other work by Gilbert Solomon in the Ben Uri collection 
Hay Wagons 

Work by Gilbert Solomon in the Imperial War Museum collection 
The Mist Curtain: RE8 (16th Squadron) attacked over Lens 1918 
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WHOOSH, SPLASH, WHAM

Willy Tirr

Flight III

Watercolour

c.1983

CONTENT AND IDEAS

What three words would you use to describe this picture?
Encourage alternative words for children’s choices to build up a rich vocabulary about the work
e.g. lively = forceful, active, dynamic, violent, energetic, stirring, vigorous

dangerous = unsafe, menacing, threatening, treacherous
exciting = thrilling, spine-tingling, hair-raising, electrifying, dazzling, stirring, exhilarating
gloomy = dismal, grim, dreary, sombre, raw
bare = barren, bleak, windswept, desolate, harsh
scary = terrifying, frightening, alarming, dreadful, horrifying
cold = chilly, freezing, biting, cutting, stinging, piercing, wintry
stormy = blustery, raging, howling, squally, wild, tempestuous, agitated, explosive
wet = drenched, showery, sodden, dank, clammy, soaking, sopping

Ask children to explain their choice of words. Consider what the opposite words might 
be.

What do you think the picture shows?
• It looks as if dark stormy clouds are disgorging torrential rain on to a row of hills.
Children may have valid alternative ideas!

Share this information: Tirr’s work was mainly inspired by the dramatic harsh landscape of places
in Yorkshire, such as Ingleborough and Great Whernside. Many of his works show a specific view
glimpsed through wet or misty weather.

What might the black streaks represent?
• Do they represent something that has passed by?
• Do they perhaps symbolise a clap of thunder?
• Might they express how the artist felt when he experienced this storm?

There is no one answer to this question; encourage children to use their imagination.

Why did the artist call this picture Flight III?

Activity
• Discuss how this picture makes children feel. They could write a description or a story about
what they imagine might just have happened in this picture.
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Do you feel BIG, SMALL orEXTRA SMALLin front of this picture? Why?

Look at other pictures which show dynamism in dramatic weather
J.M.W. Turner Rain, Steam and Speed – The Great Western Railway about 1839-44
(National Gallery, London)
J.M.W. Turner Snowstorm: Steamboat off a Harbour’s Mouth 1842
(Tate collection, London)
Per Kirkeby Birds Buried in Snow 1970 (Louisiana Museum of Modern Art, Humlebaek)
Arshile Gorky Waterfall c.1943 (Tate collection, London)

FORM AND COMPOSITION

How many colours can you see in this picture? What are they?
• Black, dark grey, light grey, dark blue, light blue, red, brown, white (paper)

How did the artist create emphasis to certain parts of the picture?
• The thicker black and red streaks stand out strongly from the rest of the picture.

How would you describe the different brush marks?
• Three thick diagonal black slashes
• Two red vertical streaks
• Grey and blue diagonal swishes that evoke the main, heavy rain cloud
• Black and grey dabs, blots and blotches that suggest other clouds
• The thin black curve of an ellipse
• Thin diagonal and horizontal lines that outline the hills

How did Tirr create a sense of movement in his picture?
• By the opposing angles of his brushstrokes
• The brushstrokes for the rain clouds were painted from the top of the paper
on a diagonal from left to right.

• The two thick black brushstrokes cross the rain clouds at the opposite diagonal,
as if moving up into the sky

• The thin line of the ellipse which perhaps suggests something swirling around in the sky.

Activities
• Look at how cartoonists use lines, shapes and squiggles, like
those illustrated, to suggest movement, actions (e.g. collisions)
and noises – Tintin books have especially good examples.

• Give children a list of action words – e.g. run, jump, dive,
fall, walk, hop, dance, twirl, fly, march, zoom, crawl, skate,
glide, swim, creep, slither, roll, swoop, climb, swing, wiggle,
twist – and ask them to use lines or brushstrokes to
suggest each different movement. Can other children
guess what movements the marks represent?
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• Ask children to imagine what sounds they might hear if this picture came alive.
Then ask them to use colours, lines and brushstrokes that they think are appropriate to create
a picture that evokes a particular sound e.g. bang, clang, whoosh, boom, zing, crack, ring,
click, clack, thump, splash, swish.

TECHNIQUE AND MATERIALS

What materials did Tirr use for his picture?
• Watercolours

How did he apply the sky colours? What effect does this give?
• In layers. Dark grey tones have been overlaid on top of the lighter blue and grey ones.
This helps give the effect of sheets of rain falling from a dark storm cloud.
• The colours have been diluted with water and applied either to a damp sheet of paper

or to an area of still-wet paint.
The paint ran to give soft, fuzzy edges to the rain clouds
• Tirr graded the sky colour, so that it gradually fades towards the horizon.

Are all the brushstrokes the same length? Do they all go in the same direction?
• No

Where has paint been applied more thickly?
• The three black streaks
• The red streaks

ABOUT THE ARTIST
Willy Tirr
Willy Tirr was born in Stettin, Germany in 1915. Fleeing the Nazis in 1938, he settled in England.
After internment in England and Australia, he joined the army and ended the war in the Intelligence
Corps. He taught at the Leeds College of Art through the 1950s and 1960s, as well as painting in
a studio he built for himself adjoining his house. By 1970, he became a lecturer and then head of
Fine Art at Leeds Polytechnic. In 1984, he was the artist-in-residence at the University of Wollongong,
Australia. His work has been exhibited widely around Britain and in Switzerland, Israel, Germany, Canada
and the United States. Tirr died in 1991.

Other works by Willy Tirr in the Ben Uri Collection
Acid Brown

There are works by Willy Tirr in collections at:
• Bradford University
• Leeds City Art Gallery
• Dean Clough, Halifax
• Bezalel National Gallery, Israel
• Woolongong University, Australia
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HORSE RIDERS 

 

David Bomberg Racehorses Black chalk and wash 1913 Charles Fliess Study Pencil, brown and black chalk 
 

CONTENT AND IDEAS 
 

What similarities and differences can you see between these two pictures?  

• Both pictures show riders on horseback. 

• Bomberg’s horses are lined up close together for a horse race. 

• Bomberg’s horses are all shown in profile (sideways) and face in the same direction from left to right. 

• Fliess’s horses face in two different directions. 

• Bomberg’s horses have saddles.  

• Fliess’s horses are bareback. 

• In Bomberg’s picture almost all of the horses are in the same position and look very stiff.  

• Fliess’s horses are much livelier and all shown moving in very different ways. 

• Bomberg’s horses look as if they are toy wooden horses. They have very little detail to show that they are horses - they 

have no ears, manes, mouths or hooves.  

• Fliess’s horses look more real. 

• Bomberg’s riders do not look real. They have been simplified. 

• Fliess’s people look more realistic and have faces, feet and hands. 

 

Compare other horse racing pictures  

Edgar Degas painted more than 90 pictures at the races, including pictures of both before and after a race, including: 

Racehorses before the Stands c.1879 and The False Start c.1870 

Théodore Géricault The Derby at Epsom 1821 

Henri de Toulouse-Lautrec The Jockey 1899 

Henri de Toulouse-Lautrec Race horse 1885-88 

Edouard Manet The Races at Longchamp 1864 

 



www.benuri.lgfl.net/movement 

Activities 

• Ask children to share ideas about what might be happening in Fliess’s picture.  

Why are two of the horses going in one direction and the third in another? 

Where might they be going in such a hurry?  

What is the rider on the leading horse carrying? 

 

FORM AND COMPOSITION 

 

How would you describe the way Bomberg has depicted horses? 

• Bomberg has reduced the form of the horses to simple, angular geometric shapes.  

• They have tubular bodies, heads and legs.  

• Their heads are mostly joined to their bodies at a right-angle. 

• The hindquarters are sharply angled. 

• The legs are totally straight, like rods, and stick out from  

   the horses’ bodies at the same angles. 

• The horses look stiff and have no joints or muscles. 

• They have a cross for an eye. 

• They have no ears, mouth, mane, tail or hooves. 

• The saddles are tiny grids of squares. 

• The horses already racing in the far distance have been reduced to horizontal 

tubes. 

 

Compare the way Fliess depicts horses. 

• The horses look more solid and three-dimensional – they have defined 

rounded flanks and hindquarters. 

• The horses have much more detail – they have faces, manes, tails and 

hooves. 

• Their legs are bent and lifted off the ground. 

• They look powerful, muscular, lively and energetic. 
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Compare other pictures of horses and riders in movement   

Théodore Géricault Charging Chasseur 1812 (Museum of Fine Arts, Rouen) 

West frieze of the Parthenon Horsemen c.440 BC (British Museum, London) 

Ernest Meissonier Campagne de France  1814 

Sidney Nolan The Chase 1946 

Raphael Saint George Fighting the Dragon c.1502 (Louvre, Paris) 

Fredrick Remington Dismounted: The Fourth Trooper Moving the Led Horses 1890 

Pierre-Auguste Renoir A Morning Ride in the Bois de Boulogne 1873 (Hamburger Kunsthalle) 

Peter Paul Rubens Lion Hunt 1617-1618 (Alte Pinakothek, Munich) 

Paolo Uccello The Battle of San Romano c.1450 (National Gallery, London) 

Diego Velazquez Baltasar Carlos on Horseback 1635 (Prado, Madrid) 

Leonardo da Vinci Studies for the Battle of Anghiari 1503-6 (Windsor, Royal Library) 

 

How did Bomberg depict the riders and spectators in his picture? 

• Bomberg also reduced the rider to angular shapes.  

• The riders racing in the far distance have been reduced to a series of sharp diagonals to suggest they are riding past us at 

top speed. 

• The main riders have tubular heads, arms, bodies, legs and feet, often connected at sharp angles. 

• The spectators in the foreground have thin box-like bodies, tubular heads and some have hats. 

• The spectators are connected by black lines. 

• Several of the spectators have a nose, mouth and eyes. See how many of these you can spot. 

How did Bomberg give the riders a sense of individuality? 

• Each rider is shown sitting differently on his horse as they all get ready for the race.  

• Look carefully to find: 

– A rider with his head down, pulling his horse with both arms 

– A rider trying to control a rearing horse 

– A rider leaning back with one hand on the horse’s rump 

– A rider sitting bolt upright on his horse 

– A rider leaning forward with his left arm raised 

– A rider sitting upright with his head down and both arms raised 

         

Two groups of spectators  

Activities 

• Ask children to draw a horse and rider or a person in movement, copying Bomberg’s technique of using simple geometric 

shapes for the head, body and limbs. 

• Children might like to convert their drawing into a sculpture. Look at Marino Marini’s Horse  and Rider sculptures for 

inspiration on how to create simplified forms. 
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How did Bomberg create a sense of space in his picture? 

• Bomberg created a sense of depth by overlapping the horses – with those closest to us at 

the bottom of the picture and those furthest away nearer the top of the picture. 

• Notice that these horses are more or less the same size. If Bomberg had used traditional 

perspective, the waiting horses further away would be smaller than those closest to us. 

• The sharp angles of the wall behind these horses, as well as the smaller horses and riders 

racing beyond the wall also help give a feeling of depth. 

 

How did the two artists create a sense of movement in their pictures? 

• Bomberg depicted the start of a race rather than the race itself.  However, the repetition of  

the horses’ shapes, with the criss-cross diagonals of their legs and the jumble of riders leaning in different directions, with their 

arms up or down, gives the picture a sense of rhythm and a feeling of energy and nervous dynamism. 

• The horses virtually fill the picture space so that your eye darts from one to the other. 

• The horizontal lines on the ground help add to the feeling of movement. 

 

• Fliess shows all the horses’ movement by depicting them with:  

– one or more feet in the air  

– their ears laid back  

– their heads straining forwards or up 

 

TECHNIQUE AND MATERIALS 

 

How have the artists made the horses and riders look three-dimensional? 

• Bomberg used contrasting light and shade to give the horses and people a feeling of tubular roundedness. 

• Fliess drew the outline of the horses and then shaded parts to help define their muscles and sinews. 
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ABOUT THE ARTISTS 

 

David Bomberg 

David Bomberg was born in Birmingham in 1890, the fifth child in a Polish-Jewish immigrant family, but grew up in 

Whitechapel in the East End of London. He initially trained as a lithographer and studied art in evening classes but a grant 

from the Jewish Education Art Society enabled him to study at the Slade School of Art in 1911. During this time he painted a 

series of complex geometric works – most famously Mud Bath and In the Hold – combining the influence of Cubism and 

Futurism. (The Futurists were fascinated by the dynamism of modern forms of machinery, transport and communication. One 

of their main interests was capturing a sense of movement in their works.) However, during World War l Bomberg served on 

the Western front. His experience of the destructive power of machines at war and the death of his brother in the trenches 

destroyed his faith in the machine age. After the war his painting became rounded and more representational. He spent four 

years in Palestine concentrating on landscape painting and later lived in Spain developing a more vigorous style with looser 

brush work. He was an official war artist during the Second World War. After the war, he taught at the Borough Polytechnic 

where his students included Frank Auerbach and Leon Kossoff. Bomberg died in 1957. 

 

Examples of other works by David Bomberg in the Ben Uri Collection 

At the Window  

Signed and dated 1919 

Oil on canvas  

75 x 49 cm 

 

Ghetto Theatre 

Signed and dated 1920 

Oil on canvas  

75 x 62.5 cm 

 

Examples of works by David Bomberg in the Tate Collection  
Bathing Scene, circa 1912-13 

Oil on wood 

support: 55.9 x 68.6 cm 

painting 

Purchased 1968 

 

Ju-Jitsu, circa 1913 

Oil on board 

support: 61.9 x 61.9 cm frame: 76.0 x 76.1 x 3.5 cm 

painting 

Presented by the Trustees of the Chantrey  
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Bequest 1963 

 

Examples of work from the Tate collection can be viewed on line at: 

http://www.tate.org.uk/servlet/ArtistWorks?cgroupid=999999961&artistid=777&page=1 

 

Charles Fliess 

Charles Fliess was born in Germany in 1899 and came to England in 1939 at the outbreak of World War ll. He exhibited at 

Derby Art Gallery in 1954. He died in 1956. 

 

Examples of other works by Charles Fliess in the Ben Uri Collection:  

Cambridge, View from Fen Causeway 

Signed and dated 1953 

Oil on canvas  

51 x 66 cm 

 

Portrait of a Woman  

Signed and dated 1949 

Oil on canvas  

51 x 35 cm 

 

Other useful works for comparison 

Giacomo Balla Dynamism of a Dog on a Lead 1912 

Giacomo Balla The Speed of an Automobile 1912 

Albert Gleizes The Hunt 1911 

Jean Metzinger At the Cycle race-track c.1914 

Fernand Leger The Acrobats 1933 

 

 
 

http://www.tate.org.uk/servlet/ArtistWorks?cgroupid=999999961&artistid=777&page=1
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SHOVE AND DIG 

Walter Herz, Samson 
Gouache on paper 1947 

Jacob Kramer, Design for A Programme 
Gouache, charcoal and pencil on green paper 
c.1920 

CONTENT AND IDEAS 
What is happening in these two pictures? What do you think will happen next? 
• Herz’s picture shows the inside of a large crowded building supported on columns. (What sort of 
  building this? A temple. What is the clue? The large columns.) In the foreground, a man is cracking 
  one of the columns by shoving against it with his left shoulder and has broken another with the push 
  of his right hand. In the background, a crowd of people is rushing about. 
• Kramer’s picture shows a man leaning forward with a pickaxe raised in both hands with some 
 land behind, rising into a small hill. 

Activity 
Ask children to spot similarities and differences between the two pictures. 

Similarities 
• Both figures are leaning forwards at an angle. 
• Neither figure has a visible face. 
• Both figures are using their hands. 
• Both figures are caught in mid-action. 

Differences 
• Samson is set indoors. Kramer’s picture is set outdoors. 
• Samson is unclothed. Kramer’s figure is clothed. 
• Samson is with a lot of other people. Kramer’s figure is on his own. 
• Samson is painted in lots of colours. Kramer’s picture is painted in only one colour. 

What is the man in Kramer’s picture doing? How would you describe him? 
• He is lifting a pickaxe, as if he is about to bring it down on the ground to dig it up. 
• He looks very fit and determined. 

What is Samson doing? How would you describe him? 
• Samson is pushing over two columns with his bare hands. 
• He looks very strong. His body is very muscled. 
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The story of Samson (Old Testament: Judges 16:4-6, 16-21) 
Samson was a Jewish hero who helped the Israelites in their conflict with the Philistines. 
The Philistines feared Samson because he was supernaturally strong. He killed a lion with 
his bare hands, set fire to the Philistines’ cornfields by knotting three hundred foxes’ tails 
together, attaching blazing torches to their tails and letting them run loose across the land. 
He also killed a thousand Philistines with an ass’s jaw. 

When Samson falls in love with a woman named Delilah, the Philistines bribe her to discover 
the secret of Samson's strength. At first, Samson teases Delilah, saying that he would have 
to be tied up with seven sapling branches before anyone could overpower him. So, while 
he is asleep, Delilah ties him up and the Philistines hide in wait, hoping to capture him. 
But as soon as he wakes up, Samson snaps the branches, as if they were dry twigs. Delilah 
complains that Samson is making fun of her and asks him again for his secret. This time, 
he tells her he would be weak as any man if he were bound with new ropes. So, while 
he is asleep, Delilah ties him up with some new ropes. But as soon as he wakes up, Samson 
snaps these, as if they were thin threads. Delilah asks him again and, this time, Samson says 
he would be as weak as any man if his hair was woven together in a pattern and fastened 
with a pin. So, while Samson is asleep, Delilah weaves his hair together, but as soon as he 
wakes up, he breaks free, just as before. 

Delilah is furious with Samson’s trickery and accuses him of not loving her. Eventually, 
Samson gives in and tells her the truth. He tells her that his strength lies in his hair, which 
has never ever been cut, in fulfilment of a vow made to God when he was born. That 
night, Delilah lulls Samson to sleep on her lap. When she is sure Samson is fast asleep, 
Delilah calls for a servant, who quickly cuts Samson’s hair. This time, when he wakes up, 
Samson really is as weak as any man. In a flash, the waiting Philistines capture him. 
They treat him terribly, burning out his eyes, tying him in chains and setting him to work, 
turning a heavy grindstone for grain. 

One day, the Philistine leaders gather in a temple for a celebration feast, to thank Dagon, 
their god, for their success in capturing Samson. They bring Samson with them so that 
they can make fun of him. Three thousand people crowd around to watch. However, by 
now, Samson’s hair has grown long again. 

He whispers to the servant who leads him into the temple, “Let me touch the columns 
holding up the temple, so I can lean against them.” 

Then Samson prays, “My Lord God, remember me and give me strength one last time.” 

Samson stretches out his hands to touch the two columns on either side of him and pushes 
them with all his might. The pillars crack and break. The temple comes crashing down 
in a cloud of dust, killing the Philistine rulers, the crowd of people and Samson, too. 
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Many renowned artists have been inspired by the story of Samson, 
particularly by Delilah’s betrayal. Compare Herz’s picture with some 
of these other pictures: 
Lovis Corinth Samson Blinded 1912 (Staatliche Museum, Berlin) 
Anthony van Dyck Samson and Delilah 1620 (Dulwich Picture Gallery, London) 
Andrea Mantegna Samson and Delilah c.1490 (National Gallery, London) 
Rembrandt van Rijn Blinding of Samson (Triumph of Delilah) 1636 
Rembrandt van Rijn Samson Betrayed by Delilah 1628 (Gemaldegalerie, Berlin) 
Rembrandt van Rijn Samson and Delilah c.1630 (Rijksmuseum, Amsterdam) 
Peter Paul Rubens Samson and Delilah c.1609 (National Gallery, London) 
Matthias Stom Samson and Delilah 1630s (National Gallery of Antique Art, Rome) 
Tintoretto Samson and Delilah (Chatsworth House, Derbyshire) 

Activities 
• Ask children to share ideas about how Samson might be feeling. What clues does his pose give? 

FORM AND COMPOSITION 

How is the space organised in the Kramer’s picture? 
• The figure fills almost the entire picture, from top to bottom as well as side to side. 

Why did Kramer crop the figure’s pickaxe and legs? 
• Perhaps either to make us concentrate on the figure’s powerful strength and determined action 
  or to give a sense that the figure is bursting out of the picture with energy. 

Activity 
• Ask children to trace this picture and add the rest of the legs and the pickaxe. 
  Discuss whether this improves or reduces the impact of the image. 

How does Kramer give the figure a sense of movement? 
• By drawing the figure along a series of (unseen) parallel diagonal lines, 
  which give it a feeling of dynamism. 
• The cropped pickaxe gives us a sense that this has just been lifted out of view. 

Activity 
• Give children a photocopy of the picture and ask them to draw the parallel diagonal lines, using a ruler, 
  so they can see this structure for themselves. Suggest they start either with the line of the pickaxe or 
  the line along the bottom of the figure’s left thigh. 

Why can’t we see the figure’s face? 
• Because the artist was not interested in showing the figure as an individual. He was more interested in 
  what he represented – a hard-worker, perhaps a builder or farmer (indicated by the strip of land 
  behind). 
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How is the space organised in the picture of Samson? 
• Herz shows a wide view of the inside of the temple, so we can see what else is happening there 
  as Samson pushes over the columns. 
• The two columns on either side of the picture, going from top to bottom with their base and top cut 
  off, frame the picture and help funnel our gaze into the rest of the temple beyond. Samson stands 
  out in the foreground on the right-hand side of the picture. 
• On the left-hand side of the picture, we can see the crowd who have gathered to watch Samson. 

How does Herz give a feeling of movement in his picture? 
• Herz showed actions which happened in a sequence all in one picture: 
         – Samson leans and pushes the column with his shoulder. 
         – This column is already leaning and cracking 
         – Samson has his other hand out towards a column behind him. 
         – This column has already cracked and is about to topple 
            on to the crowd behind. 
         – The crowd are rushing to escape. 
         – Light has begun to shine in through the broken roof. 
• Herz painted Samson with overlapping, blurry brushstrokes instead 
  of a defined outline to evoke a sense of his quivering, straining muscles. 
• Samson is leaning at a very exaggerated, unnatural angle. Ask children to stand in a similar pose, 
 using a door frame as the columns to see how possible or unrealistic this pose might be. 
• Notice how Samson fits at an opposing angle between the two 
  blue shafts of light. 
• Herz painted the background figures as white or yellow silhouettes, 
  and some as blobs, without any features or outlines, to create a feeling 
  of a mass of faceless onlookers, suddenly caught in the light as the 
  roof of the temple cracks open. 
• Most of these figures seem to merge into one another, perhaps to 
  suggest they are rushing together in a state of panic to escape from 
  the falling temple. 

MATERIALS AND TECHNIQUES 

List the colours that the artists used. 
• Kramer drew a simple, thick outline of the figure and the hill with black charcoal on green paper – 
with extra shading between the legs, around the hand and for the hair. 
• He filled the background entirely in a single colour – red. 
• He framed the picture with a green border. Notice that he drew thick black charcoal lines to distinguish 
the green edges of the picture from the border and a thin line along the red edges. 

• Herz used a limited range of colours - the three primaries (red, yellow and blue) with the addition 
of black and white. 

How did the artists apply colours? Which are the brightest? What effect does this create? 
• Kramer applied the red uniformly applied across the entire background. 
• Red and green are complementary colours. The use of red makes the green figure stand out even 
more strongly by contrast, and presents us with a stark, clean, powerful, eye-catching image. 
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An explanation of complementary colours 
• The three primary colours are red, yellow and blue. 
• Two primaries can be mixed to make secondary colours: 
         yellow + blue= green 
         red + yellow = orange 
         red + blue = purple. 
• The complementary colour of each primary is the mix 
of the other two. Thus: 
         red's complementary is green (blue + yellow); 
         blue’s complementary is orange (yellow + red) 
         yellow’s complementary is violet (red + blue) 
• Placed next to one another, complementary colours 
look stronger, stand out more and often seem to shimmer. 

+ 

+ 

+ 

= 

= 

= 

secondary colours 

complementary colours 

• Herz outlined the shape of the columns and the edge of the temple ceiling heavily in black. 
• He used small diagonal strokes of paint, both side by side and overlapping. These capture the effect 
  of the increasing number of glinting rays of sun lighting up the temple, as it begins to collapse. 
• Notice how Herz used different colours to give form to the columns and also to Samson: 
          – yellow dashes overlaid with white ones are concentrated in the areas of most light 
          – red and blue dashes overlaid with a few black dashes show areas in half-shadow 
          – areas in total shadow are completely black (Notice, for example the dark area of the column 
          under Samson’s bent elbow) 
• Herz used longer diagonal blue and black brushstrokes which define sunlight (or perhaps God’s light?) 
  coming in through the cracked roof. See how the light changes to yellow and white dabs where 
  it hits the floor. 
• The brightest colours draw your eye to the parts of Herz’s picture which tell the story, i.e. Samson 
  and the rushing crowd. 

How do the colours the artists have used affect the mood of the painting? 

ABOUT THE ARTISTS 

Jacob Kramer 
Jacob Kramer was born, one of five children, in 1892 into a cultured Jewish family in the Ukraine, Russia. 
His father was a court painter and his mother was an opera singer. With increasing persecution of Jews, 
the family emigrated to England in 1900 and settled in Leeds. Kramer attended school only briefly, 
running away to Liverpool and spending six months at sea when only 10 years old. He then did odd jobs 
in several towns before returning to Leeds. He went to the Leeds School of Art in 1907 for four years, 
from the age of 15. His early work was mostly portraits, both of his family and local businessmen and 
their wives. He then spent a year at the Slade School of Art, where he began to simplify his imagery, 
often using strong, stylised outlines and setting them against bare backgrounds. In 1916, he had first 
one-man show. During World War 1, he served for a very short time with the 9th Russian Labour 
Battalion, enlisting only in the autumn of 1918. After the war, he returned to Leeds where he remained 
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for the rest of his life. Here, he taught, gave lectures on art and founded the Yorkshire Luncheon Club, 
to stimulate creative work. In 1931, he drew a portrait of Gandhi and, in 1932, went to France to paint 
a portrait of the composer Delius. He also painted a mural for Bradford School Teachers’ club. Several 
exhibitions of his work were held in Harrogate, Batley and Leeds. Kramer died in 1962. 

Other works by Jacob Kramer in the Ben Uri Collection 
Portrait of Sam Nagley 1922 
The Day of Atonement (study) 1919 
Israel Zangwill c.1925 
Nude in Slumber c.1920 
Old Woman Knitting 
Portrait of Lord Rothschild 
Portrait of Jacob Epstein c.1930 

Works by Jacob Kramer in other collections 
Jews at prayer c.1919 (Tate collection) 
The Philosopher c.1922 (Tate Collection) 
George Parker 1928 (Tate Collection) 
Jacob Kramer 1930 (National Portrait Gallery NPG 4871 and 5 other portraits) 
The Jew 1916 (University Gallery, Leeds) 
The Day of Atonement 1919 (Leeds City Art Gallery) 

Jacob Epstein sculpted a bronze portrait bust of Jacob Kramer. 

Walter Herz 
Walter Herz was born in 1909 in Czechoslovakia and trained and practised as a lawyer before emigrating 
to London in 1939. He worked as a commercial artist, illustrating numerous books on Jewish subjects, 
including books for children, such as Silver Wing and Golden Harp: Jewish Stories for Children, The 
Golden Thread and The Everlasting Nay (now out of print). He also designed the Holocaust Memorial for 
the Leicester Synagogue. In 1948, he designed the official poster for the London Olympic Games. Herz 
was a great collector of books and donated his collection to the Hebrew University in Jerusalem. 
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