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Introduction to the Exhibition 

This exhibition presents JMW Turner (1775-1851) works focusing on his studies of light.  His 

extraordinary talents as a painter make him one of the greatest British artists, if not universal 

artists. Though profoundly influenced by landscapists and history painters of the sixteenth 

and seventeenth centuries, Turner was an innovator who is known as a forerunner of 

modernist abstraction. 

 

The exhibition explores the importance of light to Turner and shows us his techniques and 

experimental studies that made him such a forward thinking artist.  However, it is important 

to remember to differentiate between how we see Turner’s works today, to how they would 

have been seen in his time. The works in the exhibition were painted for different purposes 

and although now we see his works in their totality, in his time Turner would not have wanted 

his sketches to be exhibited. Therefore this display offers us a greater understanding of his 

working techniques and development process. The universality of his work in his depiction of 

light and the power and energy of the sun, represent the foundation of our humanity that 

makes him such a profound artist. 

 

 

About this resource 

This pack is intended as an introduction to the exhibition and it covers four works in depth.  

It offers ideas and starting points for visiting teachers to use, as well as for A-Level and GCSE 

students to use on their own. Some of the discussion points that can engage students in 

critical thinking, can be used as preparation for a visit, some for use in the exhibition itself, 

while others may be helpful as part of examination preparation and practical work. It is 

recommended that teacher read the pack before visiting, to adapt the information to meet 

the students’ capabilities. There are also some optional post visit activities including some 

suggestions for further research.  

 



 

                                                                         

JMW Turner - Life 

Joseph Mallord William Turner was born, it is thought, on 23 April 1775 at 21 Maiden Lane, 

Covent Garden, London, the son of William Turner (1745–1829), a barber and wig-maker, and 

his wife Mary, née Marshall (1739–1804). He was born into an age when the relics of the 

traditions of patronage remained, yet the world was a changing place as the Industrial 

Revolution took hold. Turner remained a Londoner and kept a Cockney accent all his life, 

remaining faithful to his roots. 

 

Turner was a prodigy but very concerned with money.  He was a pushy, self-assertive and 

ambitious man but had the talent to go with it.  He never married, although is thought he 

may have had two children, although it is not certain.  He was not interested in family life but 

was a compulsive draughtsman and lived for his art, exhibiting almost annually at the Royal 

Academy and securing patrons and commissions throughout his life. 

 

Victorian England was a time when narrative, whether within painting or in literature, (such as 

within the works of Dickens) was paramount.  Subject matter was thought of as more or less 

important based on its meaning.  This we call the hierarchy of the genres, addressed by Sir 

Joshua Reynolds who was President of the Royal Academy, in his Discourses on Art. 

Landscape was set below history painting (including religious and mythological subjects) and 

portraiture.  Turner’s contribution to landscape is hugely significant in his elevation of the 

status of the genre. He was very inspired by Claude Lorraine who was a classical landscape 

painter of the 17
th

 century. Claude Lorrain’s published his Liber Veritatis, a record of his 

works.  Turner responded in publishing his own Liber Studiorum. Turner’s was a visual 

treatise on landscape art, and is the central document of his theories on landscape painting. 

Historically it is suggested that Turner was offering his work in direct competition to Claude 

Lorrain’s. However, Turners illustrates with examples the various branches into which 

landscape painting could be divided. This demonstrates the great clarity and variety of 

Turner’s impact.  The full title was Liber Studiorum; Illustrative Landscape Compositions, 

Historical, Mountainous, Pastoral, Marine and Architectural, and sometimes Elegant Pastoral 

or Epic Pastoral. 

 

As a Londoner, Turner was a cosmopolitan individual who greatly travelled, inspired by 

different scenes for experimental sketches of light, as well as undertaking commissions and 

preparing works for the Academy. Although he was greatly influenced by the masters of the 

past such as Claude Lorrain, Nicolas Poussin and Rembrandt, he was also very much a 

contemporary painter. His traditional works were filled with symbolism, his narratives have 

contemporary meanings and his light studies reflected cutting edge scientific discoveries. His 

portrayals of Venice were archetypal and appreciated by the Venetians. Although he spent 

little time there, he captured the water, light and atmosphere far beyond his contemporaries 

understanding. 

 

It is important that today we understand that all his works were not meant for exhibition but 

his studies were for his own personal use.  However, from his studies we can see how he was 

applying the new scientific ideas of colour, light and atmosphere to his paintings, evoking 

mood and stimulating the viewer’s senses. His techniques were therefore very modern and 

combined extraordinarily skilled draughtsmanship with both fluid and textured brushwork 

that was considered avant-garde.  His works could therefore be criticised for their crudeness 

of handling and brightness of colour and frequently were.  However, John Ruskin, an 



 

                                                                         

influential writer and critic of the day, was Turner’s champion, and we can see this reflected 

in Ruskin’s Modern Painters, a book written in defence of Turner’s later works. It shows his 

devotion to Turner and how he painted clouds, mists, mountains, rivers, trees and the sun, 

which also influenced Ruskin’s own paintings.    

 

Turner was a visionary who surprised his contemporaries.  He is an exceptional artist not 

merely because of his skill as a painter and draughtsman and the production of so many 

outstanding works, but because the pictures he painted in the later 1830’s and 1840’s break 

the bonds of time and history.  His work is not only British and European but reaches out on a 

world scale.  

 

 

Turner and Romanticism 

Turner’s Romantic style enabled him to be the most versatile, successful, and controversial 

landscape painter of nineteenth-century England. 

 

Romanticism was a movement rather than a style not only of art, but of music, literature and 

philosophy.  It represents a different artistic approach to Neo-Classicism that prevailed in the 

Academies.  However, both movements can be seen as expressions of the same social and 

historical influences.  The term derives from the Medieval word, romance (a story or narrative, 

and these became popular at the end of the Eighteenth century). 

 

Romanticism dates from c1760-1850.  It emerged at the same time as Neo-Classicism and 

had its strongest roots in Northern Europe in countries like France, England and Germany and 

was a response to the Industrial Revolution.  

 

Characteristics of Romanticism 

Romantic artists focused on emotion, imagination, irrationality and man’s relationship to 

nature. They depicted scenes from the Medieval past (rather than Classical Antiquity), the 

exotic, and the supernatural and explored dark and terrible subjects, dreams and the 

subconscious.  They were also interested in the Sublime (awe-inspired terror in front of 

nature).  It explored mans’ relationship and struggle with nature. Romantic style varies, but 

artists often used expressive brushwork and vivid colour.  Romanticism marks a key moment 

when the artists began to express their subjective, emotional response to the world.  It can 

therefore be seen as the beginnings of how we think about modern art today. 

 

Turner expressed his Romantic style through animated brushwork, broken contours and 

expressive handling. Compositions can use diagonals, swirling forms, flowing curves and 

focus on senses of movement and energy.  

 

 

Enlightenment Philosophy 

This was an important influence on Romantic, as well as Neo-Classical painters. Romantics 

were inspired by the new ideas of natural liberty, freedom and the importance of the 

individual.  Whilst Neo-Classicists saw nature as the source of reason, Romantics were 

attracted to its wildness and mystery.  Philosophical and aesthetic ideas about the sublime in 

nature also stimulated the Romantic imagination (A Philosophical Enquiry into the Origin of 



 

                                                                         

Our Ideas of the Sublime and Beautiful is a 1757 treatise on aesthetics written by Edmund 

Burke. It attracted the attention of prominent thinkers such as Denis Diderot and Immanuel 

Kant).  The Romantic exploration of man’s relationship to the universe and to God, was 

prompted by scientific as well as these philosophical developments. 

 

The Sublime 

The sublime today refers loosely to something wonderful, however, in the 18th century it had 

a specific meaning derived from antiquity. Artists realised that all visual and sensual 

experiences cannot be divided into ‘beautiful’ and ‘ugly’. Certain experiences affect the 

viewer without being beautiful.  A Roman philosopher of 1st century AD, known as Longinus 

coined the term ‘sublime’. This was defined and elaborated by the philosopher Edmund Burke 

in ‘A Philosophical Enquiry into the Origin of Our Ideas of the Sublime and Beautiful’ in 1757.  

He stated that the most powerful human emotions are not experienced by beauty but by 

sensation of pain and fear and at a safe distance these can be thrilling- delightful horror. 

Sublime experiences can touch on darkness, power, emptiness, vastness, difficulty, 

magnificence. Burke referred to examples from nature, literature and art, such as, starry 

nights, thunder storms, waterfalls, raging storms, roaring animals, and John Milton’s 

description of Satan in Paradise Lost (1667) or the ancient monument of Stonehenge. His 

treatise had a considerable impact on the contemporary world, stating art should release a 

flood of emotions in the viewer.  Unlike Neo Classicism the sublime could be found in nature 

and the arts in any period. This marked the start of the democratisation of art.  

 

 

The Royal Academy 

The most significant professional art societies in Europe in the nineteenth century were the 

Royal Academies of Art in France and England, established in 1648 and 1768 respectively and 

had a virtual monopoly on public taste and official patronage. They ran art schools, held 

annual or semi-annual exhibitions, and provided venues where artists could display their 

work and become noticed. Here, young artists could find themselves promoted to importance 

through patronage connections and collectively seek protection of artistic interests. 

 

The Royal Academy in London was initially housed in cramped rooms in Pall Mall, although in 

1771 it was given temporary space for its library and schools in Old Somerset House, then a 

royal palace. In 1780 it was moved to purpose-built apartments in the first completed wing of 

New Somerset House, located in the Strand. The Academy moved in 1837 to Trafalgar Square, 

where it occupied the east wing of the recently completed National Gallery. These premises 

soon proved too small to house both institutions. In 1868, 100 years after the Academy's 

foundation, it moved to Burlington House, Piccadilly. 

 

The Royal Academy dominated the art scene of the 18th and 19th centuries, supplanting the 

earlier art societies. The Academy was a drawing school, not a painting school, and one was 

left to their own devices to learn to paint.  However, the Academy had its principals that had 

to be adhered to, as stated by Sir Joshua Reynold in his lectures. In his Discourses on Art, 

Reynolds laid down expectations and standards for the moral good. History painting was 

supreme and portraits were to be idealised, classicism prevailed and the Old Masters revered. 

Techniques were to be fine and oil paint used. Turner initially painted in watercolour, 

however, when joining the Academy he conceded to painting in oil and so adjusted his 



 

                                                                         

watercolour technique. Artists needed to conform in order to be accepted and succeed and 

Turner did just that, influenced by Claude Lorrain and Poussin, the Dutch Masters and 

Rembrandt, yet he surpassed these artists in his contemporaneity. 

 

Turner became Professor of Perspective in 1807 which was another more grandiose title for 

professor of landscape.  He exhibited in most Summer Exhibitions that took place April to 

May and then often he would leave for his travels, either around Britain or, after the 

Napoleonic wars, abroad. In his later years, Turner became something of a father figure at the 

Royal Academy.  On a number of occasions he helped younger painters improve the effect of 

their works, adding touches to their canvases on ‘Varnishing Days’, when works were finished 

for display.  Turner worked in various capacities at the Academy, most famously as Professor 

of Perspective till 1837, as Visitor in the Life Academy up to 1837 and in the Painting School 

until the early 1840’s. In 1845 he was appointed Acting President of the Royal Academy when 

Sir Martin Archer Shee was too ill to undertake his duties, and he remained Deputy President 

until December 1846. 

 

 

Contemporary Events 

Like Neo-Classical artists, Romantic painters depicted contemporary historical events. The 

turbulent years of the French Revolutions and the Napoleonic Empire fuelled the Romantic 

fascination with war, political idealism and human suffering and emotion. Turner was 

particularly captivated by the power of nature over man expressed in his works.  In 1815 

Mount Tambora erupted seven times and these volcanic eruptions affected the atmosphere 

and resulted in the most extraordinary sunsets that he and many other artists, writers and 

poets conveyed in their works.  

 

 

Science and Innovation 

The 18
th

 and 19
th

 centuries were a time of Industrial Revolution; a new age represented by 

technological change such as from sail to steam, the world’s first computer, photography, 

gas lamps, and combustion. Science, technology and industry all work together. New 

techniques in painting could be developed as tube paints and easels began to be 

manufactured. Turner was at the heart of these events as the Royal Academy shared their 

locations with the Royal Society for the Improvement of Natural Knowledge. The intellectual 

world was interconnected. Turner would have come across scientists in the corridors, 

adjoining rooms or dinners.  At the Royal Institution, Humphry Davy’s lectures demonstrated 

experiments using new chemicals. Seeing these experiments and being at the forefront of 

knowledge was exciting; and were visual manifestations of scientific discovery. People met 

and talked about their understanding of the new ideas happening around them. Turner more 

than any other painter, captured what it felt like to be there (e.g. the steam age in The 

Fighting Temeraire or Rain, Steam, Speed both in the National Gallery, London).   

 

The Science of Colour 

Two scientists that particularly influence Turner in the science of colour are Sir William 

Herschel and Johann Wolfgang von Goethe. 

 

 



 

                                                                         

Sir William Herschel  

Herschel discovered infrared radiation in sunlight.  In April 1801 at The Royal Society, he was 

giving a lecture on the sun, which was published. Herschel’s passion for astronomy led to the 

discovery in the nature of light.  He related different colours to different temperatures by 

casting a sunbeam through a prism that split the light.  He had a thermometer at the end of 

the fractured coloured light rays to measure the wavelengths and their different 

temperatures. Yet beyond the prism of visible light, past the red, the temperature was higher. 

Infrared, hotter yet unseen by the naked eye, was discovered in 1799. So now, we know that 

hot objects give away energy in the form of infrared light and cold objects appear dark blue.   

Scientists explored how colour carries information and in turn, Turner experimented with 

how colour was transformed through the atmosphere. John Herschel, William’s son, 

attempted to measure the power of sunbeams on the earth.  

 

Johann Wolfgang von Goethe  

In 1810, Goethe published his Theory of Colours, which he considered his most important 

work. He was the first to systematically study the physiological effects of colour, and his 

observations on the effect of opposed colours.  This led him to a symmetric arrangement of 

his colour wheel. As he wrote, 'for the colours diametrically opposed to each other…’ which 

we call complementary colours, ‘are those which reciprocally evoke each other in the eye’. 

Although Newton had laid down the theory of the colour wheel, Goethe incorporated 

sensation. Goethe thought that it was the interplay of light and dark, as seen through 

atmospheres like dust and air that created colour. Turner owned a translated copy of 

Goethe’s book, a copy of which can be seen in the display cabinet.  On the pages open, 

Goethe talks about the sun’s beams of light, which he saw through prisms, a white light split 

into the spectrum of colour, and writes about how he is experimenting with depicting the 

shafts of light. Colour was now a seeing process, some absorbed and some reflected to our 

eyes.  Turner was learning about the process of light interacting with everything around us. 

 

New science triggered ideas in Turner’s work and he began to look at the sun in a 

revolutionary way.  Herschel had a profound impact on Turner, and his discoveries were 

manifested in paint and similarly, Goethe through the emotional effects of colours. In his 

exploration of increased naturalism and experience, Turner was also trying to understand the 

weather and sketched eclipses.  He learnt about the modification of clouds and was 

potentially influenced by Luke Howard 1802 who had given a lecture on meteorology.   

Turner paints slashes of sharp lines, layering and texturing his canvas for atmospheric effect 

rather than painting a yellow ball as Claude Lorrain had done. Turner brings the sun to the 

spectator’s attention; it is seen as an object that can blind you.  

 

Pigments Used by Turner 

Cobalt blue was cheaper than the other blues, at his time. Bitumen, a dark brown pigment, 

was used by Turner for shadows, as many other artists of his time, and caused the 

characteristic craquelure. He wanted to provide his paintings with strong contrast between 

reds (mars red, vermilion) and greens and used viridian and the new manufactured emerald 

green, as much bright as poisonous. He also wanted to introduce vivid contrast between 

yellows (chrome yellow) and blues (cobalt blue, synthetic ultramarine). He was an early user 

of newly manufactured pigments, such as emerald green, mars red and barium sulphate in 

his later paintings. As the other painters of his time, he also used for his oil paintings 

Prussian blue, smalt, indigo, gamboge, madder lake at the beginning of his career.



 

                                                                         

Time with Turner - Exploring ideas and techniques  

Turner painted for a variety of reasons, whether for specific patrons, engravers or for 

experimental reasons.  It is very important to see the works in context of the time, from 

Turner’s point of view, so as to appreciate what they meant.  Now we see Turner’s works in 

their entirety, as a whole oeuvre, and we admire his sketches as much as his finished oils, if 

not more so. However, in the nineteenth century Turner’s sketches were not meant to be seen 

by anyone and were meant for his own experimental purposes.  

 

When looking at each of the following four works in depth, try to tune in to the mood and the 

senses.  Each painting has a different ambience, explores different senses in differing ways 

and has varying sounds. Are the works calm? How is mood portrayed? 

 

 

Time with Turner: Focus 1 

  

The Lake, Petworth, Sunset, sample study by J.M.W. Turner [c1827-8] 

 

 

The Lake, Petworth, Sunset, sample study by J.M.W. Turner [c1827-8] 

One of 6 sample studies made for 4 finished canvases for Petworth House. 

 

Turner’s first painting of Petworth, a palatial country house and estate inland from Chichester 

in West Sussex, was made following a visit in 1809. Its owner, George Wyndham, the Earl of 

Egremont, supported contemporary artists and had already begun a major collection of 

Turner’s paintings. Rather than continuing to buy Old Masters, the Earl had decided that his 

wealth was better spent patronising living artists and a large gallery had been built at 

Petworth to house his extensive collection. He was Turner’s most important patron. In the 

late 1820s and 1830s Turner spent a considerable amount of time at Petworth until the Earl’s 

death in 1837, even having his own studio there. Besides the oils and watercolours associated 

with Petworth, these visits seem to have led to a renewed interest in historical and Biblical 

subjects together with an influence of Rembrandt and van Dyck, works he saw at Petworth.  

He began work on four paintings on a double-square format for specific positions below full 

length 17
th

 century portraits, in the panelled Grinling Gibbons room in Petworth (otherwise 



 

                                                                         

known as the Carved Room), looking out towards the lake. This is one of the oil studies he 

made for the series, showing a brilliant light dissolving the scene into colour. Extra animals 

have been added, here we can see deer drinking and swans on the left.  

 

Turner’s knowledge of how to paint the sun came from years of practical observation, 

sketching, experimenting and painting. Many of his most evocative studies of the sun were 

painted very rapidly, using few marks and a simple watercolour technique. He painted looking 

directly into the sun, making subjects look naturally composed, with long shadows and 

serene reflections. He often used white as a prominent foreground colour. In this work, we 

can see how he contrasts the light of the sun with the dark shadows of the trees.  These 

contrasting tones, the darkest and lightest areas of the canvas create intensity and power. 

  

Claude Lorrain was regarded as the absolute master of light in landscape and Turner was 

recommended by Reynolds to look at Lorrain’s work.  He was in awe of Lorrain’s paintings 

and is noted to say ‘I shall never paint like that’.  However, he applied the lessons of Lorrain’s 

art to his own age, such as the central focus of the sun and the column of light reflected on 

the water, shining towards us, the balance of the landscape and the soaring sky, yet he 

surpassed that with naturalism and atmosphere. 

 

  

A View of the Roman Campagna from Tivoli, Claude Lorrain [1644-45] 

 

If we look at the Petworth oil and his other sketches we can see how the sun cuts into the 

horizon rather like Lorrain’s. However, the different textures of Turner’s brushstrokes create 

either movement or stillness, gentle sounds, and in particular evoke smell, and stimulate our 

senses, which Claude Lorrain controls. 

 

 



 

                                                                         

Suggested questions for Discussion 

 What similarities and differences do you see in Turner’s Petworth oil and Claude Lorrain’s 

Tivoli scene? 

 

 How is Turner’s work so Romantic and emotional, yet Claude Lorrain’s work more 

restrained and fundamentally classical in approach? 

 

 Why might Lord Egremont commission Turner who had such a sublime romantic style? 

 

Discussion prompt:  Patronage. The patronage of the Earl of Egremont. Besides these panel 

paintings, Turner also painted a series of informal interior sketches, showing a sense of 

pleasure in the warm atmosphere of the house.  These are intimate sketches done with a 

large number of swift water or body colour drawings.  He recorded the details of life in the 

great house.  Guests gathering for dinner, the billiard room, the picture gallery.  The Earl’s 

lack of concern for social convention, and easy going hospitality made him the centre of a 

large and motley household.  

 

Georgian Britain was among the wealthiest nations in 18th century Europe. Yet, while British 

landowners spent lavish sums in Italy, there was little public support for British art. Most 

commissions were private (monarch and aristocrats) – portraits, or funeral monuments and 

the British Parliament gave little support to history paintings and public monuments. This set 

Britain apart from France and caused British artists to find other avenues to make art. The 

British had a preoccupation with the sublime and the cultural heritage of the Middle Ages. 

 

The art world that Turner had been working in at the end of his life had altered considerably 

to the one in the 1790’s.  At the start of his career he managed to attract the attention of the 

aristocracy.  Their patronage raised Turner’s standing in society by the prestige of higher 

prices and demonstrating their validation of the artist’s contribution to an understanding of 

culture, its principals and values shared by the educated classes. Forty years later, middle 

class taste had become the dominant force. The art market had developed and merchants, 

entrepreneurs and industrialists were the purchasers, embracing Turner for his modernity. 

Many of Turner’s later patrons were from the manufacturing class e.g. Robert Vernon who 

built up a collection that he donated to the National Gallery in 1847, which included four 

Turners.    

 

 

 

 

 

 

 

 

 

 

 

 



 

                                                                         

Time with Turner: Focus 2 

 

Clouds at Sunset, [c1823-30] and Sun Rising or Setting over Water by 

J.M.W. Turner [1825-30] 

 

In contrast to The Lake, Petworth, Sunset, Sample Study [c1827-8] work, this sketch shows 

Turner’s experimental technique responding to the sky, light and nature.  This work was not 

painted for a patron or for Academic show but for his own personal study.  

 

 

Clouds at Sunset, by J.M.W. Turner [c1823-30]  

Watercolour on wove paper 

 

In an age when the standard method was to apply a series of thin pale washes over a careful 

pencil or pen drawing, Turner experimented with watercolour and sometimes mixed it with 

gouache, gum arabic or pencil to give it more body and then creating highlights by removing 

areas of paint with blotting paper or a damp brush.  Here however, we can see how he is 

worked rapidly on the spot, allowing the colours to mix into one another, exploiting each 

effect as it occurred to create a magical evocation of light and atmosphere.  

 

This work captures a spectacular sunset and shows how Turner uses colour poetically. Gerald 

Wilkinson has described it as ‘concentrated on what seems to be the struggle of the colours 

of fire and blood against the encroaching purple of night, or death. There are many 

indications in his notebooks that Turner thought of his colours in just such terms.’ This 



 

                                                                         

echoes John Ruskin: ‘The scarlet of the clouds was his symbol of destruction. In his mind it 

was the colour of blood.’ It is not always necessary to show the orb of the sun in order to 

portray it. He once said in a notebook: ‘the sublimity of the whole lies in the simplicity of the 

parts and not in the historical colour’. It is typical that Turner should look at the general 

effect of the subject matter, capturing the ephemeral as well as being expressive. 

 

His sketches and notes pay great attention to the overall colour harmonies of his paintings. 

He became conscious of an analogy between musical harmonies and the scale of colour which 

varies in paintings according to mood, reflecting Goethe’s theories of refracted light, the 

circular wheel and the emotions that colours convey.  

Turner emphasises Goethe’s theory that colour can impact, and be affected by, mood and 

emotion. Goethe noted a division between ‘plus’ and ‘minus’ colours; yellow and yellow-red 

were ‘plus’ colours, because (he claimed) they are positive and life-enhancing in character, 

while blues, purples and blue-greens were ‘minus’ colours, because they (allegedly) evoke 

anxiety and restlessness. Not only did the colour wheel assume a circular form, but light did 

too and the spiral movement in his picture below mirrors creation in Genesis. 

  

 

Light and Colour (Goethe’s Theory) - the Morning after the Deluge - Moses Writing the Book of Genesis, J.M.W. Turner 

[1843] 

 



 

                                                                         

 

Colour Circle No. 1, Lecture Diagram, J.M.W. Turner [c1822-8] 

 

 

Suggested questions for Discussion 

 How have 19
th

 century developments in colour theory affected how depth is portrayed in 

paintings? 

 

 Why do you think Turner’s use of colour may have been seen as shocking? 

 

 How does Turner manage to show so much luminosity in this work despite not painting the 

actual sun? 

 

 Why does Turner paint a circular painting?  What is the effect? 

 

 Do you see any similarities between his sketches and his finished oils? 

 

Discussion Prompt: Technique. In the display case lies Turner’s watercolour palette in a 

leather wallet. He was the first artist to use a travelling water colour kit in the 1830s.  

Otherwise he mixed his own paints at night. He had been reproached for basing his practice 

in oils using his watercolour technique. Oil was regarded superior to watercolour, just as 

history painting was regarded superior to landscape. 

 

Colour Theory.  Looking at the properties of the colour wheel, complementary colours are 

affiliated with emotional states.  By avoiding toning down colours with brown or black and 

instead using purer colours we can gain a stronger impact from a work.  

  



 

                                                                         

Time with Turner: Focus 3 

 

Going to the Ball (San Martino), by J.M.W. Turner [1846]  

 

 

Going to the Ball (San Martino), by J.M.W. Turner [1846]  

 

This was Turner’s last painting of Venice and was exhibited at the Royal Academy. It was in 

Turner’s studio at the time of his death in 1851, and was one of a pair. More than any other 

painter, he caught the Romantic charm of Venice, transforming itself from decaying trading 

port to modern tourist-trap, that Byron had expressed in verse. From 1833 Venetian subjects 

were among his most sought-after pictures and so Turner felt he needed to return to Venice.  

From then on most of his sketches in Venice were in watercolour.  

 

The custom of the Grand Tour thrived from about 1660. During a good deal of the 19th 

century, most educated young men and some women of privilege, undertook the Grand Tour 

which had a standard itinerary. It served as an educational rite of passage.  The British idea of 

Venice as the "locus of decadent Italianate allure" made it an epitome and cultural set-piece of 

the Grand Tour.  

Venice, rich in literary and historical associations, was a popular subject in the 19th century. 

Here, boats take revellers to one of the city’s infamous masquerade balls as the sunsets and 

the moon rises, although here, perhaps he could be depicting a rising sun too. 

   

Turner was not only British but European in nature and in his curiosity, and wanted to learn 

from Claude Lorrain, Titian and Rembrandt. Turner’s first visit to Venice was delayed by the 

Napoleonic war.  When it came in 1802, he was well prepared.  The visit led to an outpouring 

of watercolours and drawings.  Between 1819 and 1820 Turner used no less than nineteen 



 

                                                                         

sketch books.  The sheer quantity shows us the immense importance the he attached to his 

journey. His watercolours were fresh and spontaneous and his drawings mixed with 

watercolour, showing atmospheric effects. 

Despite spending just under four weeks in the ‘City of Water’, Turner found great inspiration 

there: from 1833–46 Venetian scenes accounted for a third of his output. This work, with its 

pair, was his last painting of Venice. Ruskin recorded how extraordinarily sensitive Turner 

was to the changing clouds, mist and light and how he faithfully represented nature.  He 

questioned what illusion the sky presented us with. He prepares the ground with extensive 

topographical drawings.  He interprets the city both as a real place and a source out of which 

he could extract the materials for his fantasy.  From now on he introduces the full perception 

of atmosphere and light into his paintings of Venice. Turner uses a variety of textures, from 

building on the linear definition of the city, to the water for its calm reflection, in contrast to 

the thickness and scumbling emphasising the sun and sky.  

 

Unlike his contemporary painters such as Reynolds and Gainsborough, he did not use a mid-

toned primer but a white one. He used to first paint vast large areas with a paint loaded hard 

brush, whose use is documented by the many brush-hairs found stuck in his paintings.  Later 

he would come back to retouch and glaze them, even with his fingers. His skies are often 

made with a palette knife, while highlights are applied with small brushstrokes of thick paint. 

In Turner’s painting technique, ‘Varnishing Days’ were very important, when a painting was 

prepared and ‘finished’ for an exhibition with glazing, retouches and varnishing. 

 

Some of Turner’s most daring innovations centred on the use of yellow which he used 

liberally. As industrially manufactured chrome yellows had begun to appear on the market, 

Turner was considered treacherously too bright.  Art critics accused him of suffering from 

‘yellow fever’, ‘jaundice on the retina’ and a ‘strong fit of yellow insanity’. 

 

Suggested questions for Discussion: 

 How do you think the light of Venice could influence artists and change their 

 work? 

  

 What mood and status does Turner give Venice through the use of yellow? 

 

 Throughout art history artists have often travelled.  Can you think of artists who   left their 

countries to experience other cultures and take on new influences?  

 

Discussion prompt: Travel. Turner was competitive and cosmopolitan, keen to learn from 

the Old Masters, and travelled to experience their landscapes, as well as absorb and create 

different moods in a diversity of light and weather conditions.  Venice had a profound impact 

on artists as a city on water.    



 

                                                                         

Time with Turner: Focus 4 

 

Comparative Study: Sea and Sky [c1845] and Sun Setting over a Lake, 

by J.M.W. Turner [1840]  

 

 

Sea and Sky, by J.M.W. Turner [c1845] 

 

Like the Como and Venice sketchbook that contains ‘Colour Beginnings’, this work is similar 

in its simple structure in the broad bands of colour laid horizontally on top of each other. 

Again this sketch was intended for his own personal use and not for public view.  We can see 

the workings of his mind in how he contrasted colours, layering and working out atmospheric 

light through the particles in the air.  

 

To quote Goethe’s theory of how the eye perceives light as colour: 

‘The highest degree of light, such as that of the sun… is for the most part colourless. This 

light, however, seen through a medium but very slightly thickened, appears to us yellow. 

The density of such a medium be increased, or if its volume become greater, we shall see 

the light gradually assume a yellow-red hue, which at last deepens to a ruby colour’.  



 

                                                                         

 

Sun Setting over a Lake, by J.M.W. Turner [1840]  

 

Looking at the sketch of Sea and Sky and Sun Setting over a Lake, the viewer can see how the 

observation of light is transferred from his watercolour to an oil painting. Turner’s work is 

very difficult to reproduce because of the brushwork and layering of colour. This leads our 

eye to explore the depths and textures. It is very difficult to communicate this verbally and it 

touches all our senses. Turner would like us to explore the picture for ourselves. 

 

While the topographical details of this painting are hazy and indistinct, the sunset is vividly 

depicted, lighting up the sky in vibrant reds and oranges, reflected across the water. On the 

right, paths of white paint may hauntingly depict snowy Alpine mountains, perhaps those 

around Lake Lucerne. The sensitivity in his sketches and ability to use colour to reflect the 

whole atmosphere in his paintings shows his mastery. Dark and light areas contrast, areas 

becoming more transparent on closer observation, subjects dissolve in order to appear in 

movement and we experience the picture directly.  

 

 

Influence on John Ruskin 

Turner’s style is unique.  He was highly criticised at the time, however, In Modern Painters 

Ruskin said that Turner’s pictures enabled one to see the world in a new way and talked 

about the ‘innocence of the eye’, looking at things in a childlike manner, observing colour for 

its own sake. Here the viewer is active.  This was a revolutionary way of engaging the viewer. 

 



 

                                                                         

 

Sunset through the Smoke of London, from Herne Hill, by John Ruskin [1876]  

Watercolour  

 

Ruskin studied Turner’s techniques carefully. In this sketch Ruskin shows a sunset in entirely, 

as he called it, pure weather, above the London smoke as he sat high up in Herne Hill, above 

the city.  With these conditions he wanted to show that although the sun is just hidden, the 

gold and vermillion shine through, simplifying the reflection on the water. 

   

Suggested questions for Discussion 

 In Sun Setting over a Lake, what would happen if you took the circle of the sun away? 

 

 What do you see that Turner could have added on his Varnishing Day? 

 

 How does Turner define the water against the sky? 

 

 Reflecting back on the works in the exhibition, thinking about your senses, do you feel that 

different paintings have different sounds, some louder and some softer?  If so why do you 

think that is? 

 

Discussion prompt: Turner the father of modernism. In Turner’s later sketches one can 

clearly see that he was not aiming at portraying a particular view, but increasingly allowed 

himself to be led more and more by the effect of each transparent layer of colour, or by the 

flow of the wet pigment. Horizontal bands of colour can represent the horizon, the land or 

sea or the sky and clouds. The viewer’s gaze is led into the distance, eliminating any form of 

linear perspective or form.  

 

 

 

 

 

 

 

 



 

                                                                         

Legacy and link with Art Historical Movements  

 

Modernity - Turner’s painterly techniques, process of painting and abstraction  

A few years after Turner died in 1851 and buried in St Paul’s Cathedral, according to his wish 

‘to be buried among my Brothers in Art’. Ruskin took on the task of arranging for public 

display, sections from the vast body of works that had passed to the nation. This was a 

labour of love, since the official view was that the collection was of little use to anyone. 

Ruskin, by contrast, saw its potential, recognising how professional and amateur artist could 

benefit from being able to study Turner’s preliminary sketches, as well as his fully finished 

paintings. Yet Ruskin too overlooked certain studies as ‘rubbish’.  What was valuable to him 

was not the aesthetic appeal, but what it might reveal about Turner’s methods.  It wasn’t till 

nearly 20 years later, that artists such as James McNeill Whistler began to appreciate these 

sketches for their intrinsic qualities. 

 

Turner’s works have more meaning today in their entirety than they did in his own time. His 

sketches were not meant for exhibition but for his own experimental use, however, we now 

see them as works in their own right. His works are universal and transitory in nature, in their 

timelessness appealing to our humanity for our interpretation. Turner’s power and speed of 

his creative process sets him among the first artists for whom the creation, the act of 

painting, began to play a role for the picture. Following are a number of movements, and just 

a few artists which drew inspiration from Turner. 

 

     Sunset in Venice, by Claude Monet [1908]  

                 

 

 

 

 

 

 

 

 

 

 

 

 

 

Nocturn Sun, by James Whistler [1872] 

 

 



 

                                                                         

           

The Sun, by Edvard Munch [1909]                    No.14, 1960, by Mark Rothko [1960] 

 

Impressionism: The ephemeral, free brushwork and use of complementary colours   

Influence on Monet and Pissarro. 

 

Post Impressionism: Expression through colour. For example see Van Gogh’s Sower at 

Sunset [1888] 

 

Neo Impressionism: Colour theory and pointillism. Colour and meaning. 

 

Symbolism:  For example see Whistler’s Nocturn Sun [1872] 

 

Expressionism: For example see Edvard Munch’s The Sun [1909] 

  

Fauvism: Free handling of paint and texture. Bright colours. Matisse. 

 

Die Blau Reiter: Expressive use of colour, colour harmonies. Kandinsky  

 

Abstract Expressionism: Forms, colours, gestures, brush marks and materials devoid of 

recognisable subject matter but for themselves. For example see Rothko’s (No. 14, 1960, 

1960 Oil on canvas), Malevich. 

  



 

                                                                         

Post-Visit Activities  

 

Painting the Sun 

Exploring Turner’s techniques in his devotion to the sun. 

Turner took the view that lighting effects could acquire moral or symbolic meanings, for 

example the light of the dawn, traditionally understood to mean home and promise, while 

sunset decadence or the approach of death.  

 

Activity 1: Watercolour - Turner used layers of washes of watercolour that replicated the 

gradations of light across the sky, experimenting with different tones or paper types. 

 

Using a blue piece of paper, across the top wash an expanse of cadmium yellow.  Vigorously 

blend into this an area of scarlet lake in the sky with a large pointed brush. While your brush 

is charged with the red colour, brush it over the foreground to create the reflection of the 

sunset. Start creating a river bank with washes of burnt umber. Add touches in the sky for 

darkening clouds.   Using a finer brush, draw in the span of a bridge with a sweeping stroke 

of cobalt blue mixed in with ivory black. Now add more detail to the bridge and horizon, 

using a fainter wash for the distant buildings.  Figures and features can be added with the 

burnt umber. Finish the sky by strengthening the reds and yellows.  Put a touch of chrome 

yellow for the setting sun.  Continue the effect below by lightly tracing the sun’s reflection in 

a calligraphic flourish.  

 

Activity 2: Oil pastels – Turner used oils to create and build up texture and used his senses 

to evoke a subject.  We know this from anecdotes of him being tied to a mast to experience a 

storm at sea and when Ruskin reported his stuck his head out of train window in order to 

experience the speed and effects of weather in a moving train. Turner was experimenting to 

create the best feel of the subject. 

 

Using a grey piece of paper, working in oil pastel, and look at either copying one of Turner’s 

works or look at your own landscape view. With oil pastel you can create different textures as 

you apply different pressure.  This captures movement and builds up tone. Work from dark to 

light, either copying the marks of paint, looking at curves or noticing your own shapes in 

your subject. Try to think of your subject as an abstract work, made up of different colours 

and shapes, working in areas of colour and tone.  Try to remain fluid and avoid straight lines 

as there are no lines in nature.  Vary your brushwork so that they describe the energy and 

movement in your subject.  Brush marks describe the movement.  You may wish to squint at 

your subject so that the tones and colours come out. In an age when photography had started 

to be used Turner’s technical process of painting is all the more romantic, calling on our 

experiences of nature. 

  



 

                                                                         

Activity 3: In the footsteps of Turner- architectural sketching   

 

As we know Turner travelled extensively. In 1795 he visited Winchester and studied many of 

the city’s favourite architectural sites. You could follow in his footsteps and try sketching The 

Buttercross, Winchester Cathedral, Winchester City Mill and Westgate in Winchester. 

Alternatively pick some interesting buildings in your area and try to use Turner’s technique to 

capture the main architectural features you see, thinking about silhouette, line, and 

perspective.  

 

  

Winchester: The West Front of the Cathedral, by J.M.W. Turner [1795] 

 

 

          

Winchester: Butter Cross [1795]           Winchester City Mill [1795]  



 

                                                                         

Glossary 

 

Abstract – A term associated with early 20
th

 century art which communicates meaning 

through lines, forms, colours, textures, rather than imitating material objects.  

 

Abstracted - Taken from something we can recognise but often simplified or distorted, not 

represented in a realistic matter. 

 

Abstract Expressionism - American painting movement of the 1940’s and 1950’s associated 

with abstraction and self-expression, for example in the work of Mark Rothko 

 

Academicism - relating to traditionalism, often based on classism and a formal rule-bound 

appreciation, especially in the arts. 

 

Acrylic Paint - A synthetic, quick-drying and versatile medium, capable of being applied 

thickly or thinly, but perhaps best suited to areas of flat unmodulated colour.  

 

Antiquity - Referring to the classical past or period, before the Middle Ages.  Also known as 

classical antiquity.  Comprises the interconnected civilisations of Ancient Greece and Ancient 

Rome from the 6
th

 century BC to the fall of the Roman Empire in the 4
th

 century AD. 

 

Atmospheric or Aerial Perspective - A term that describes the changes in tone and colour that 

occur when objects recede towards the horizon line. Colours tend to fade and appear bluish 

at their furthest point from the viewer. Atmospheric/Aerial perspective refers to the effect of 

an object being viewed in the distance through atmosphere. 

 

Avant-Garde - Art and artists regarded to be at the forefront of artistic development because 

their work challenges established conventions and norms.  

 

Canon - authoritative rule or criterion; the accepted standard.  

 

Canonical - Included in a group of officially recognised and accepted works.  

 

Collectors - people who collect things of interest, in this context, art. A collector’s item is an 

object associated with monetary value and/or beauty.  

 

Complementary Colours - Pairs of colours which are opposite to each other on the colour 

wheel, when placed next to each other, create a strong contrast.  The optical strengthening of 

such combinations was explored by the chemist, Michel Eugène Chevreul. He wrote The 

Principles of Harmony and Contrast of Colours, and Their Applications to the Arts in 1839. 

 

Contract - A written or spoken agreement between two parties intended to be a binding 

commitment enforceable by law. Contracts between artists and patrons often dictated the 

content, materials, costs and timescale of the work to be produced.  

 



 

                                                                         

Contre-Jour - A French photographic term used to describe photographs taken into the light. 

The effect is often a rim of light around the objects of the camera’s lens.  In painting, the 

term is used for an object seen against the light.  

 

Critic - Someone who writes and publishes their opinions on art and artists. They can be very 

influential, raising or lowering artists’ status.  

 

Daguerrotype - The first widespread photographic process introduced in 1839.  A chemical 

reaction on a highly polished silver surface formed an image. The process was invented by 

Louis-Jacque-Mandé Daguerre.  

 

Delineating - Describing something precisely, e.g. drawing using line to create a crisp, hard-

edged finish. 

 

Draughtsmanship - Ability to draw with great skill. 

 

Expressionism - When referred to with a capital ‘E’ it relates specifically to two early 20
th

 

century movements: Die Brücke (the Bridge) and Die Blau Reiter (The Blue Rider). Both groups 

employed a non-naturalistic use of colour and presented the world from a subjective and 

emotional viewpoint.  When the term is used with a small ‘e’ it refers more generally to art 

which expresses emotion or to the works of forerunners to Expressionism such as Edvard 

Munch and Vincent van Gogh. 

 

Fauvism - Early 20
th

 century French avant-garde movement characterised by bold, 

disharmonious colour palettes and dark outlines for expressive effect. Henri Matisse was their 

leading figure. The critic Louis Vauxcelles labelled the group ‘Fauve’ (Wild Beast) derogatorily 

at the Salon d’Automne where the Fauves exhibited in 1905. 

 

Formal Analysis - A consideration of an artwork in terms of the following elements: 

composition, line, colour, light, shape, space, scale.  

 

Fresco - water based painting applied onto wet lime or gypsum plaster, often on to a wall.  

 

Genre - French term meaning ‘kind’, ‘type’, or ‘category’. In painting a genre might be ‘still 

life’, ‘landscape’, ‘portrait’ or ‘history painting’.   

It can also mean ‘a scene of everyday life’.  

 

Glaze - A thin and transparent layer of paint applied over the top of an opaque layer.  

 

Hierarchy of Genres - Formalization which ranks different genres/subject matter in an art 

form in terms of their prestige and cultural value. 

 

Hierarchical Scale - A hierarchy of size or proportion is a technique used by artists to 

manipulate scale to show the relative importance of subjects.  

 

Iconography - The study of the symbolic meaning of images in a work of art, such as 

particular objects, animals, plants, physical gestures.  

 



 

                                                                         

Idealisation - the representation of subjects, people or things in an ideal or perfect way.  

 

Ideology - A sociological concept that refers to a set of ideas (that of the dominant class) that 

are presented as the only way of seeing things and therefore accepted despite their being 

based on a partial truth.  

 

Impasto - Thickly applied paint (usually oil) that stands up above the surface to which it has 

been applied.  

 

Impressionists - Members of the French Impressionist movement. Unlike other movements 

(e.g. Pre-Raphaelites) they were not a clearly defined school with unified objectives and style. 

They were a loose association of artists whose common aim was to reject the established or 

‘academic’ art by exploring new subjects and techniques.  Many artists were only 

Impressionists for part of their career. Fifty different artists exhibited in the eight 

Impressionist exhibitions. Their work is characterised by bright palettes, loose painterly 

brushwork, scenes of contemporary Paris and landscapes.  

 

Linear Perspective -The method of representing solid, three-dimensional objects on a two-

dimensional surface using the optical impression that parallel lines converge as they recede 

to a vanishing point on a horizon or eye level line.  The geometry allows the artist to plot the 

relative size of objects.  

 

Medium -The type of material used by artists, such as oil, watercolour, acrylic. 

 

Modelling - In two-dimensional work, the way artists achieve volume and a sense of three-

dimensional realism by shading from light to dark. It is often used inter-changeably with the 

more technical term chiaroscuro, although this implies a dramatic use of extreme light and 

dark.  

 

Modernity - The condition of being modern, up to date, but used by the French writer and art 

critic Charles Baudelaire to describe a particular aspect of the modern –the fleeting 

experience of life in the urban city of Paris in the nineteenth century.  

 

Monochromatic - A term referring to objects or images with a narrow range of colours. The 

term is often applied when black and white is used.  

 

Mythological - concerning a body of myths from Greek and Roman mythology. 

 

Mythology – Stories relating to superhuman beings (gods and goddesses) from Antiquity.  

 

Naturalism - In art, depicting the natural appearance of things. 

 

Neo-Classical - describes a style in European art of the 18
th

 and 19
th

 centuries that drew 

inspiration from the art, architecture and ideas of ancient Greece and Rome. It was 

considered to offer a ‘pure’ style.  

 

Oeuvre - The collective works of an artist; their entire body of work.  

 



 

                                                                         

Oil Paint - A type of slow-drying paint that consists of particles of pigment suspended in a 

drying oil, commonly linseed oil. The viscosity of the paint may be modified by the addition 

of a solvent such as turpentine or white spirit, and varnish may be added to increase the 

glossiness of the dried oil paint film. 

 

Orthogonals – Lines that recede and help linear perspective. 

 

Opacity - describes being unable to see through, lacking transparency. 

 

Painterly - Brushstrokes that are clearly visible.  

 

Palette - Range of colours used by a particular artist or in a particular picture. 

 

Patrons - Patrons commission, support or collect works of art and architecture (clients).  In 

commissioning a work they may exert influence over its creation and specify what they want, 

what materials should be used and the timescale for its completion. 

 

Picture Plane – The flat surface of a picture from which the illusory three-dimensional space 

appears to recede. 

 

Picturesque - Visually attractive, beautiful scene. An aesthetic ideal introduced into English 

cultural debate in 1782 by William Gilpin. 

 

Pigment - A substance, usually dry, used as colouring when mixed with a liquid binder.  

 

Plein Air - A French term meaning ‘open air’ used to describe painting outdoors.  

 

Polychromatic - Many-coloured. 

 

Post Impressionism - A term used to describe the work of a generation of painters who came 

after the Impressionists, rejecting the naturalism and optical qualities found in 

Impressionism. It is an umbrella term for a wide variety of styles. 

 

Primary Colours - In pigments, red, yellow and blue are the colours from which all other 

colours are derived.  

 

Raking light - A light applied to the picture plane at an acute angle.  

 

Romanticism - A movement in all the arts that emerged at the same time as Neo-Classicism. 

Romantic artists focused on emotion, imagination, irrationality and man’s relationship to 

nature. 

 

Salon - Refers to annual or biannual art exhibitions held in Paris under the auspices of the 

French Royal Academy from 1725 and in the 19
th

 century sponsored by the French 

government.  

 

Scumbling - A painting technique where a thin, broken, speckled or scratchy layer of colour is 

added over another so that patches of the colour beneath show through. It is done using a 



 

                                                                         

dry brush, or by dabbing at the surface with a rough sponge or crumpled cloth dipped in 

paint. 

 

Secondary Art Market - The resale art market. A sale achieved after the original (primary sale).  

 

Secondary Colours - Colours made by mixing two primary colours to form green, orange and 

purple in pigments.  

 

Techniques and processes - Describes the various ways artists and architects handle the 

materials they use.  

 

Tempera - A permanent and fast-drying medium also known as egg tempera because pigment 

is mixed with egg yolk, which acts as a binder.  

 

Thinner - A liquid used to dilute paint, making it flow more easily. In oil-based paint, this is 

generally turpentine, which can also be used as a cleaning agent.  

 

Tondo - An Italian word for ‘round’, used to describe a circular painting or relief sculpture.  

 

Tone - Relating to the quality of brightness; a shade of colour. 

 

Wet-on-wet - A painting technique in which wet paint is applied on to layers of wet paint or 

wet ground.  For the technique to be effective, the paint must be applied quickly before the 

first layers have dried out.  Also known as ‘au premier coup’ and ‘alla prima’.  

 

Useful Links 

 

http://www.tate.org.uk/ 

http://www.turnersociety.com/ 

http://turnershouse.org/ - Sandycombe House in Richmond has recently reopened. 

https://www.turnercontemporary.org/ 

http://www.fitzmuseum.cam.ac.uk/ 

http://www.britishmuseum.org/ 

http://www.nationalgalleries.org/ 

http://www.museumwales.ac.uk/ 

http://www.ashmolean.org/ 

http://www.nationalgallery.ie/ 

http://www.whitworth.manchester.ac.uk/ 

https://www.royalacademy.org.uk/article/royal-charter-society-of-artists 

http://www.bbc.co.uk/iplayer/episode/p02vmx6x/colour-the-spectrum-of-science-1-colours-

of-earth 

https://www.khanacademy.org/humanities/becoming-modern/romanticism/england-

constable-turner/a/who-is-jmw-turner 

https://www.youtube.com/watch?v=9xBJgPaZHHo  The Sun is God Documentary 

https://www.youtube.com/watch?v=WE0VQ0HfD9Y   The Genius of Turner  

http://www.tate.org.uk/
http://www.turnersociety.com/
http://turnershouse.org/
https://www.turnercontemporary.org/
http://www.fitzmuseum.cam.ac.uk/
http://www.britishmuseum.org/
http://www.nationalgalleries.org/
http://www.museumwales.ac.uk/
http://www.ashmolean.org/
http://www.nationalgallery.ie/
http://www.whitworth.manchester.ac.uk/
https://www.royalacademy.org.uk/article/royal-charter-society-of-artists
http://www.bbc.co.uk/iplayer/episode/p02vmx6x/colour-the-spectrum-of-science-1-colours-of-earth
http://www.bbc.co.uk/iplayer/episode/p02vmx6x/colour-the-spectrum-of-science-1-colours-of-earth
https://www.khanacademy.org/humanities/becoming-modern/romanticism/england-constable-turner/a/who-is-jmw-turner
https://www.khanacademy.org/humanities/becoming-modern/romanticism/england-constable-turner/a/who-is-jmw-turner
https://www.youtube.com/watch?v=9xBJgPaZHHo
https://www.youtube.com/watch?v=WE0VQ0HfD9Y


 

                                                                         

 



 

                                                                         

  



 

                                                                         

 


