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"I know from my own experience that a mans 1i

&

work is nothing but a long Jjourney to find

by all the detours of art the two or three
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powerful 1images upon which his whole being opened
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“T don't care tuppence for what they do in
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of it. All I am concerned with is doing my own

g My owhn way as well as I can.
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"wanting something for nothing"
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"If he thinks he is being cast into a role, his
inner demon of perversity will make him act

the part'" (4)
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"Lowry is not making a social comment on man or



on his environment, but revealing a type of

mental

organization which sees the world from the height-—

ened standpoint of watcher or spectator"
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"It was embarrassing to hear Elizabeth going on

about the ugliness of what her son was doing
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ordid it was, how devoid of beauty and unnecessary
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she never seemed to have a good word to say for




them"

"Subtly he always let you know that..

another Ann around the corner'
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st elghty nine years, the role of outsider and

[EYc cccentric came naturally to him. When his 'powerful

leges " dre viewed together. they add a chilling insight into

- Lowry the lonesome visionary.
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CHAPTER

THE QUTLOOK OR MESSAGE

Lﬁwry 7Qas ﬁtterly devious in his determination to keep the
Knowledge of his full-time employment hidden from the public.
It was a well kept secret that only began to unravel itself
st ber i his death in 1976. The discovery shocked many, not
only hecause of the nature of his employment . hut
professional artists. critics and numerous close friends were
amazed at the deviousness with which he managed to disguise

his double life.

Truthfulness was not always high on Lowrys personal list of
priorities. He maintained he had never been anyvthing but a
painter, when in fact he worked until his retirement at sixty
five, Vat & nine to five job as a rent collector for the Pall
Mall Property Company. A duality of character emerged, as an
employee he dismissed any claims of being seriocus about his
painting by brushing it off as a pastime. As a painter he
scoffed in an almost condescending manner at the thought of

having to work:



ing to try anything, rather than take

job. I've always been a lazy man at

WOn Lowrys deviousness , John Rothenstein defends the
e chiaragter by stating that there is nothing to suggest
thét Lowrys deception:

"'was inspired by malice or the intention of causing

harm to anyone'" (2}

Lowry merely wanted his art to be recognized on merit alone.

estacE = that lie kept his painting life and occupation in
guibplekte dsolaklon is testimony to his struggle to find self

respeor’ for his work. He was painting at a time whan

Manchester regarded his work as unprofessional :
"They laughed at me for thirty years in Pendlebury" [7:

They laughed at his work and disapproved of his outlook or

message . Several reasons could be examined as to why Lowry
guarded his employment with such secrecy. John Rothenstein

puts forward the idea that Lowrys' forty vears silence

T

vesulted out of an:

"enduring embarrassment at the menial work as a

collector which he was compelled to undertake" (4



fdied in 1932 leaving cutstanding

depts Wh

iz occured at a time when he wag sti1)

" an artist and was financially dependant on fis

At this stage of Lowrys career, nobody took much

in his paintings. People thought that fe

SHporary ertist to be worthwhile, he had to

éufrent trend, and had to have an influence in

Léwry Fitted into none of these

categories. His work was not
fashionable and defied easy classification. The Manchester

public remained highly sceptical of Lowry and his work .

Writing on Lowrys rejection at this time. Margo Ingham

atated:

"They continued to treat him with tolerant
amusement, they didn't take his work seriously and
had no inkling of his coming importance. They

blinked, took stock, but remained unconvinced.," 5

At this sensitive stage of Lowrys career. when he was trying

5o hard to establish himself as a reputable painter. had i
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knowledge of his full-time employment reached the ears of the

gt cor Tt o 1t would have had a detrimental effect on his=

future development . He feared that the professional art

world would use the discovery to devalue and demoral i
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art. . by  casting the titis of amateuy  artist.  or Sunday

Painter upoen him. As producer John Read in a BoRt



erartist confirms:
that if he were caught he might still be
. as an amateur, a weekend painter, not to

ken seriously" (6)

e Friends of his dual role, the influence his amp L oymant
‘had on his paintings and drawings cannot be averlooked. His
Job allowed him fthe freedom to weave himself through streets,
lanes and alleyways, observing men, women and children in

their daily activities. He was the lonely spect

industrial life, as he claimed himself:

"Be by yourself and observe; you can only do that

if you walk alone" (7)

And walk alone he did for forty years. he walked the streets
of Pendlebury on his rounds, mentally cataloguing peopls

places and things which could later be compiled on canvas:

"If I was to say my chief recreation, I ought to
say walking the streets of any poor quarter of

anyplace I may happen to be in" (&)

When Lowry first moved to Pendlebury in 1903, he was
depressed by the squalor of some of the surroundings. Lateay

however hes Decams less affected and began to see something




t drabness and poverty:

‘disliked it. After a year I got used to

Within a few years I began to be interested

in 1910 that Lowry began his double life as a painter

B eRer Byt 1t was in 1916 that his true wvision and

Him A =

.
L

1]

.

o
(%]
o

sessive dedication to the industrial scene w
'"'iﬁ;5'year 1916 marked the beginning of a major development in
ﬁis Pife, for it was in that year when he was twenty nine
yeafs old that he was introduced to a new way of looking at

industrial life.

"The mill was turning out hundreds of little pinched
black figures, heads bent down leaning and lowered

— and suddenly I knew what to paint" (i0)

His creative mind had been opened up to the touching beauties
of the industrial suburbs of Manchester, and he immediately
began to make paintings. He wanted to show that in the bisak
surroundings there was a subject matter worthy of an artist
and even a beauty, and one which no other artist had made his

central theme:

"My ambition was to put the industrial scenes on

the map because no one had done it,...no one had

i1



Sl his time and energy. until as

describes:

"it had him enslaved" (12)

 ﬁ0ut his 1ife he maintained a solitude under which his
e s o floturished. If inm 1916 Pendlebury was to
.éf§Vide Ehel vigaen, Rhis 30b as rent collectior provided ths
means. The means to quietly observe the hustle and activity
of a working class town. He observed from afar. The vizion
of that illuminating day in 1916 was to haunt not only Lowrys
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memory, but haunt many a Lowry canvas over the next th

) years. As Michael Leber describes in his book L.S5 Lowry:
"By making that one decision he shaped his destiny" (13}

The nature of his vision marked the beginning of a long
struggle for Lowry. From 1910-1939 he painted alons without
recognition, he followed his mission in complete isolation

and seemed to have heen:

"sustained only by his vision and the conviction

that what he was doing was right" (12}

12




iRl s  vision, coupled with his daily
[(Nelie industrial environment in whi ch he lived,
:Qfadual development of a style and vocabulary
8 method, style and vocabulary enabled him to

le and places in a way which made them instant v

le and uniquely his own.

games way Lowry was to separate his working and

ghetarcera i sa to did he disolate and categorize his

GEemmstEer and sStylistic appreach, . as Francig  Hoyland

s

"He is forced to develop a series of devices in
order to get his picture to make sense. Having
made up his mind to present straightforward images
of the industrial north; Lowry made his devices

work in the interest of clarity" (15}

By means of successfully developed devices and codes; Lowry
was able to pigeon-hole his paintings. Firstly by breaking
down subject matter it can be assessed under the following

headings; landscape, portraits, solitary figures and

industrializations. His technical devices range from uzing
i s eentralized ' compogition, barrier elements, topographical

viewpoints, impressionistic, expressionistic approach., crowd.

roythm, movement and finally his use of white and four



towns, you lose

"As you walk through the industrial

yourself in labyrinths of little brick houses,

(—bg

blackened by smoke







itewass his honesty in his work that made
it so distasteful to those to whom such people and
places were the most famililiar. The truth disturbed

them. Lowry never had to romanticize the Dark

North"




"He reveals himself as a spectator in a world in
miniature and moreover that the position he aszumes

is that of looking down on this world from a

height"

"This is a composite picture, made up, part real,

)]

ol By S hadn 't th

2 slightest idea of what
was going to put in the picture, but it eventally

came out as you see it




hral arrangement of the scene is executed with the

g

wioan grochitect. The construction is strong, firm
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tha s scene Within scene. There is place for
SpealEimgeentes thig paincting, art critic Eric

#‘ass¢956d it as being:

'“gg.grganisation from foreground to horizon. It is

a masterpiece'" (21}

As Lowry in INDUSTRIAL LANDSCAPE leads the viewers eye into
the compesition, he exercised the same device in BRITAIN AT
RUAY IR, 6). In this lively painting of 1943 Lowry leads
the crowds into a main recreation area, through a streat
which partially divides the composition. In this painting we
witness the full explosion of the masses. The bulky forms of

the Dblack clothed figures in MANUFACTURING TOWN have been

ghed; enter the storm, the Lowry army, men, women, children

[
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everywhere, small figures. large figures, figures who

Julian Spalding describes, are like:

"iron filings springing to obey the force of a

18




hidden magnet"

"asome sort of slapdash innovation at best or
primitive depiction at worst"”
"I paint them that way, because thats the way I see

=

them in my minds eye, always moving, but look
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they've got weight. Take that
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leg is maybe no more than one stroke of paint, but

1 b e

8 got all the weight of his body on it and you
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Know that i1s only achieved by vears in the life

class
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"My Lowry has formulated his own creed and
] 1 fit into no category...He

i
L

consequently he wil
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1 4 + 5% he av be
belongs to no school, but ultimately he may D€

founder of one"




"The reclusive charm of our native it

art

"My subjects were all

around me...there

and collaries all around Pendlebury,

worked there were passing morning and night. All
my material was on my doorstep"
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bleak grim twilight of disorderly dereliction,

the last decaying vestiges of the Industrial

Revolution"
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“"the thing about painting is that there should be

no sentiment, no sentiment”

"To say the truth, I was not thinking very much




about the people, I did not care for them in the
way a reformer does. They were a private beauty
that haunted me. I loved them and the houses in

the same way, as part of a vision”

wzesthetic historian of a particular part of
England, and artist whose singular vision became
widely accepted and who could communicate to

everyone through his pictures’
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WG Fanit b kel beang a chilld.

It was not a nice time at all. I have no U

I the story that it is the best time of your life,

that's all bunkum to me
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"He did have a rough time, he had no emotional

support at home and negligable recognition
town. The only thing he wanted, was to be

sRedr thish

t

animation. He craved to be appreciated

she could
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recognise, displaying no tal
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"He conformed to no standards his mother could

inevitably as he grew to manhood Lowry came to

o

himself through her eyes, a failure, a mis

i1t was the only thing that moved him to
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"I was simply letting off steam. My mother was

done under great stress and tension and were
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based on myself. I reflected myself in those

pillictures

bedfast. All the paintings of that period were



"In those early days, I was constantly trying to

justify myself to my parents”
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"He could never confid
was the one person
have confided what wa
fThied Beode so, she ¢
quite firmly into his
Ehat I'f 1t was open,

and see what he was,

was very much"

e his emotion

in whom he

s in his heart,

e doaliil (ehdaEs
own box, it
people would

and he didn't

= His mothe
felt he could
yet when he
He shut himself
was as 1f he fel
climb into him
really think he



"T n
Laurie will ENE
will never marry'




"He was basically shy and it was not easy to

{ those barriers. You had to go half wa

him. He had not the slightest bit of sex appeal,

nothing would convince me he ever had a sexual

relationship"

"“The sexual urge was not there, I formed the
impression and it is one I retain to this dayv,

that Lowry was an asexual being, a kind of neuter.

He was interested in, and affected by women in the




involvement'" (-



"not real women, they are dreams, he used them for

something in his mind"

"There was a sadness within him that I could not

define, almost as if he had missed out on

that he could never recapture

something



better description call the Ann thing.
gap when he needed it, and perhaps hac

longer, or had he been younger when wé met,

[0)]

would have pé

‘7 was simply the tag—end of what I, for want
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ed from me to another, younger Ann



"There is a little bit of each one o us an h

secret drawings; or, perhaps, a little

ge of Ann, who ever
as: the one who somewhere, sometime

in his life hurt him dreadfully”
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CONCLUSION

s taken almost & iifetime for the works of L.S5. Lowry to
‘receive the attention they deserve. HiS

for the eccentric fanatical obsession he had with the urban

landscape .

lowry's aim as an artist was to explore and record the

(¢5]

industriali north of England. He was able, because of his Jjob
and the area in which lived, to absorb the imagss
the industrial landscape. He evolved a distinctive mannay

and style of working and remained true to it throughout his

life.

Almost anything in the Manchester environment was potential

subject matter for a Lowry painting. No matter how pac

the wision never

&

and crammed the industrial scenes became ,
~ ghanged. ~ He developed an almest tunnel vision. For. thirty

"ggxs his props remained the same.

oyed regularity and routine in his nine to five Job

- rent collector, Lowry 'exercised regularity and

44
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that we valuse Lowry - but for the
A the imaginative truth of his outloo
happiness or unhappiness was that my
was like nobody elses. Had I not been
I would not have seen what I did" (i}
remembered most famously today for his paintin it

Ot e aYS 8150 he influenced many people 1n his lifetime.

o
:

Many have Dbenefitted from his loyalty, companlionship.

Rumouy , generosity, his eccentricities and pecularities.

Lewyy fits uncomfortably inte the historical structi

created Broaarr. historians, but his eccentric vigion

undoubtedly makes him one of the most important Brif

-

artists of the first half of the twentieth century.
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