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ART HISTORY/A DOUBLE - SIDED PORTRAIT MINIATURE 

 This unusual double-sided miniature, 
having been previously catalogued as an 
anonymous 18th-century English artist 
work, and which is in outstanding condi-
tion, was first recorded in 1920 in the very 
fine collection of miniatures formed by the 

The Nationalmuseum in Stock-
holm is the fortunate possessor 
of one of the world’s largest and 
most outstanding yet ever-

growing collections of historical portrait 
miniatures. Among the works shown to 
spectacular effect in the Museum’s 
Treasury, a new space devoted to precious 
small objects, is a striking late 18th-century 
double-sided British portrait miniature 
depicting on the one side an older man 
and on the other side a younger man 
(Figs. 1 and 2)(Figs. 1 and 2). One may easily surmise 
that these two bewigged gentlemen with 
their plain forthright expressions may be 
a father and son. From the stylistic details 
of the wigs and costume as well as from a 
study of the small scale of the miniatures 
and the meticulous realist technical 
approach made in the pictorial treatment 
by the artist, one can be confident that 
they were painted in Britain outside the 
metropolis of London, and as such are 
likely to date from the second half of the 
1770s or more likely the beginning of the 
1780s. It is the contention of the author 
that these two exquisitely painted minia-
tures, which were reframed at some point 
during the later 18th or early 19th century 
in a gold and pearls locket surrounded 
with plaited hair, were painted in the 
Scottish capital of Edinburgh by the 
greatest of Scotland’s Enlightenment 
portrait painters, Sir Henry Raeburn RA 
(1756–1823), during his hitherto poorly 
understood early career there before his 
visit to Rome, 1784–86.

A Double-Sided Portrait Miniature 
Attributed to Sir Henry Raeburn (1756–1823)

Stephen Lloyd
Curator of the Derby Collection, 

Knowsley Hall, Prescot, Merseyside 

cork merchant Consul Hjalmar Wicander 
(1860–1939). It was catalogued and illus-
trated in the first of two sumptuous cata-
logues of Wicander’s miniatures. compiled 
by Karl Asplund.1 Wicander both donated 
during his lifetime and bequeathed his high 

Figs. 1 Henry Raeburn (1756–1823), Portrait of an Unknown Old Man, a DoubleSided Miniature, c. 1780–84.  
Watercolour on ivory, set in a gold locket with pearls and plaited hair, 4.3 cm (h). Gift of Consul Hjalmar 
Wicander 1927. Nationalmuseum, NMB 1033 recto.
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made by his older friend and mentor 
David Deuchar (1743–1808), the success-
ful Edinburgh-based lapidary, seal 
engraver and etcher after Dutch old 
masters (Fig. 3Fig. 3).3

It seems that the young Raeburn soon 
showed promise as a portrait miniaturist, 
creating small likenesses taken in the 
then fashionable “modest school” style – 
popular across Britain from the 1750s to 
1770s – neatly painted in watercolours 
onto thin ivory plaques. These would 
then be fitted as love or memorial tokens 
into lockets and jewellery to be worn on 
the body as brooches, necklaces and 
wristbands for ladies as well as being 
hidden in snuffboxes for men to carry on 
their person. 

ART HISTORY/A DOUBLE - SIDED PORTRAIT MINIATURE 

business. Henry was a pupil from 1765 to 
1772 at the famous and still extant George 
Heriot’s Hospital or School located to the 
South of Edinburgh’s Old Town, which was 
established by a wealthy goldsmith in the 
early 17th century to educate orphaned 
children. On 21 October 1771 an arrange-
ment was made between George Heriot’s 
Hospital and the Edinburgh goldsmith 
James Gilliland (fl. 1730–90) for Henry 
Raeburn to be apprenticed on 27 June 
1772 to this leading silversmith and 
jeweller for seven years, whose shop was 
in the luckenbooths (or lock-up shops) in 
Parliament Square at the heart of 
Edinburgh’s Old Town.2 At this point in 
his life Raeburn was portrayed in a lively 
profile pen and wash portrait drawing 

quality European portrait miniatures to the 
Nationalmuseum, with this double-sided 
miniature being given as part of his major 
gift to the Stockholm institution in 1927.
 Henry Raeburn was born into a mer-
cantile family in 1756 based in Stockbrid-
ge, an industrial village imnmediately to 
the North West of what a few years later 
was to become Edinburgh’s famous neo-
classical New Town. His father, Robert, 
who was a weaver and yarn-boiler, part of 
a cluster of woollen mills on the fast-
flowing Water of Leith, which runs steeply 
from the Pentland Hills down to the 
seaport of Leith on the Firth of Forth just 
to the North of Edinburgh. Orphaned at 
an early age, Henry was supported by his 
older brother William who ran the family 

Fig. 3 David Deuchar (1743–1808), Henry Raeburn as a Youth, c. 1773. Pen and 
wash on paper, 18.6 × 11.7 cm. Purchased with a contribution from Melville Gray 
1931. National Galleries of Scotland, Edinburgh, D 3800. 

Figs. 2 Henry Raeburn (1756–1823), Portrait of an Unknown Man, a Double
Sided Miniature, c. 1780–84.  Watercolour on ivory, set in a gold locket with 
pearls and plaited hair, 4.3 cm (h). Gift of Consul Hjalmar Wicander 1927.  
Nationalmuseum, NMB 1033 verso
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Arguably among Raeburn’s earliest 
miniatures is his confident 1773 portrait of 
his friend and mentor David Deuchar, the 
heraldic engraver and etcher after the old 
masters (Fig. 4Fig. 4). This is a plain, carefully 
drawn, restrained yet characterful portrait 
of the older artist.4 From a similar date is 
the pair of miniatures which the teenage 
Raeburn painted c. 1773–75 of his master 
James Gilliland and his wife Elizabeth 
MacMurray (Figs. 5 and 6Figs. 5 and 6). She was the 
sister of John Murray I, a leading Scottish 
publisher based in London. Gilliland acted 
as Murray’s agent for booksales in 
Edinburgh, while Murray acted as agent 
for Gilliland’s silver and jewelry commissi-
ons from Edinburgh Scots in London. This 
pair of little portraits reveals Raeburn’s 
early awkwardness as a miniaturist, but 
also demonstrate his hallmark attention to 
linear detail, muted colouring and incisive 
facial depiction.5

 Raeburn’s lifelong friend Andrew 
Duncan, a leading Edinburgh physician, 
who as a young man had commissioned 
Raeburn to create an affecting mourning 
locket – since untraced – for his late friend 
Charles Darwin (1758–1778), noted in his 
memorial tribute to the late artist in 1824: 
Before RAEBURN’S apprenticeship with 
Mr GILLILAND was finished, he had shown, 
at his leisure hours, many miniature 
pictures, in watercolours, in such as style as 
clearly to demonstrate, that nature had 
intended him, not for a goldsmith, but for 
a very excellent Portraitpainter. And it was 
agreed between him and his master, that he 
should change his profession. Accordingly 
selftaught, he became a miniaturepainter 
in Edinburgh. In this employment, however, 
he did not long persist: For he had sufficient 
ambition to think, that, as a portraitpainter 
in oilcolours, he might imitate the whole 
example of Sir JOSHUA REYNOLDS, 
whose portraits were, at that time, viewed 
with admiration by every discerning Briton.6

 By 1780 Raeburn – by then in his early 
twenties – had left his apprenticeship to 
the goldsmith Gilliland and must have set 
himself up as an independent portrait 

Fig. 4 Henry Raeburn (1756–1823), David Deuchar 
(1743–1808), c. 1773. Watercolour on ivory, set in 
a turned wooden frame, 6 cm (h). Purchased with 
a contribution from Melville Gray 1931. National 
Galleries of Scotland, Edinburgh, NG 1762.

Fig. 5 Henry Raeburn (1756–1823), James Gilliland, 
( fl. 1730–90), c. 1773–75. Watercolour on ivory 
(cracked), watercolour on ivory, set in a gilt-metal 
frame, 5.1 cm (h). Private Collection.

Fig. 6 Henry Raeburn (1756–1823), Elizabeth Mac
Murray, Mrs James Gilliland, c. 1773–75. Water-
colour on ivory (cracked), set in a gilt-metal frame, 
3.9 cm (h). Private Collection.
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These three male portraits show increa-
sing sophistication and assuredness by 
Raeburn as he begins to master the 
small-scale potential of the watercolour 
on ivory technique, introducing a softer 
tonality to the physiognomy of all three 
sitters, and in the case of the Andrew Wood 
depiction, a greater sense of penetration 
in understanding the appearance of the 
character before him.7

 It is surprising that hitherto so few 
portrait miniatures by Raeburn have been 
identified from this formative period. How-
ever, this paucity has been confound ed by 
the fact that Raeburn hardly ever signed 
his portraits whether in miniature or in 
oils. There are still a small number of un-
traced miniatures by Raeburn that were 
known to exist in the 19th century, and 
may well survive in Scottish private col-
lections to this day. In the large exhibition 
devoted to Raeburn held at the Royal 
Scottish Academy and the National 
Gal leries of Scotland in Edinburgh in 1876, 
five miniatures by the artist were display-
ed. Apart from the portraits of David 
Deuchar and Andrew Wood, miniatures 
were shown of the Highland laird Sir John 
Peter Grant of Rothiemurchus, Bart. and 
the Edinburgh University Professor of 
Midwifery James Hamilton. Most intrigu-
ingly also on loan was a Head of a Madonna, 
which was signed and dated “H.R. 1777”, 
having been loaned from the important 
collection of the Edinburgh solicitor and 
book collector James Thomson Gibson-
Craig (1799–1886).8 The last work was 
probably an academic copy after an old 
master painting that the young artist 
would have access to in an hitherto un-
identified private collection in Scotland.
 Further light on Raeburn’s transition 
from an apprentice goldsmith to a portrait 
miniaturist in Edinburgh during the artist’s 
formative period 1772–84 is revealed by an 
informative account of the artist’s early 
career development, as outlined in his 
obituary composed anonymously by his 
contemporaries the famous novelist Sir 
Walter Scott and Hugh Murray in 1824:

painter in Edinburgh. He was well estab-
lished enough to have been able to marry 
an older well-off widow Ann Leslie (née 
Edgar), in the summer of 1780. Their two 
sons Peter and Henry were born in 1781 
and 1783 respectively. It appears that 
Raeburn continued to work as a portrait 
miniaturist, but also devel oped his skills 
as an oil painter without formal training 
but by copying pictures lent to him by an 
older artist David Martin (1737–1797). In 
the early 1780s Raeburn painted at least 
three identified portrait miniatures of 
male sitters (Figs. 7, 8 and 9Figs. 7, 8 and 9). They rep-
resent two young men, a minor land 
owner from the county of Fife, George 
Sandilands of Strathtyrum (1755–1824); 
a solicitor and antiquarian, Sir Henry 
Jardine of Harwood (1766–1851), and an 
older sitter, the established Edinburgh 
surgeon, Andrew Wood (1742–1821). 

ART HISTORY/A DOUBLE - SIDED PORTRAIT MINIATURE 

Fig. 7 Henry Raeburn (1756–1823), George Sandi
lands of Strathtyrum (1755–1824), c. 1780. Water-
colour on ivory (cracked), set in a gilt-wood frame, 
3.9 cm (h). Purchased 2011. National Galleries of 
Scotland, Edinburgh, PG 3672.

Fig. 8 Henry Raeburn (1756–1823), Sir Henry 
Jardine of Harwood (1766–1851), c. 1780–84. Water-
colour on ivory, set in a chased gold brooch locket, 
4.0 cm (h). Private Collection.

Fig. 9 Henry Raeburn (1756–1823), Andrew Wood 
(1742–1821), c. 1780–84. Watercolour on ivory, set 
in a gold bracelet locket surrounded with plaited 
hair with velvet attached, 3.8 cm (h). Private Col-
lection loan to the National Galleries of Scotland, 
Edinburgh, PGL 2431.
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The circumstances of young Raeburn ren
dering it urgent that he should, as early as 
possible, be enabled to provide for his own 
support, he was accordingly, at the age of 
fifteen, apprenticed to an eminent goldsmith 
in Edinburgh. It was soon after this that he 
began to paint miniatures. In what manner 
his taste first showed itself is not exactly 
known; but it certainly was altogether 
spontaneous, without lesson or example, 
and without even having ever seen a picture. 
His miniatures were executed, however, in 
such a manner as drew immediate attention 
among his acquaintances. His master then 
took him to see [David] Martin’s pictures, 
the view of which altogether astonished and 
delighted him, and made an impression 
which was never effaced. He continued to 
paint miniatures; they were much admired, 
and were soon in general demand. His time 
was fully occupied; and he generally painted 
two in the week. As this employment of 
course withdrew his time from the trade, an 
arrangement was made by which his master 
received part of his earnings, and dispensed 
with his attendance.9

 If the double-sided portrait miniature 
of an unknown father and son in the 
Nationalmuseum can be be dated to the 
early 1780s, it can also be seen as the high 
point of Raeburn’s early career as a minia-
turist with its meticulous attention to 
detail, more sophisticated colouring, and 
a greater convincing spatial depth, com-
bined with a revelatory understanding of 
character for both the younger and older 
sitters. Considerable light is shed on 
Raeburn’s working practice as a portrait 
miniaturist in Edinburgh by the author’s 
re-attribution here of two preparatory 
drawings in pencil for portrait miniatures 
in the collection of the Scottish National 
Gallery in Edinburgh from the Scottish 
draughtsman John Brown (1752–1787) to 
Henry Raeburn, and datable from details 
of the wigs and costume to c. 1775–80 
(Figs. 10 and 11Figs. 10 and 11). The two studies show a be-
wigged older man and a younger man re-
spectively; they may indeed be preparatory 
ad vivum sketches of a father and son, as 

ART HISTORY/A DOUBLE - SIDED PORTRAIT MINIATURE  

Fig. 10  Henry Raeburn (1756–1823), Study for a Portrait Miniature of an Unknown Old Man, c. 1775–80. Pen-
cil and watercolour on paper, 15.6 × 9.5 cm. David Laing Bequest to the Royal Scottish Academy, transferred 
1910. National Galleries of Scotland, Edinburgh, D 274.
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they clearly seem to have been drawn on 
similar pieces of paper at about the same 
time. The evidence for these two sketched 
portrait drawings being used for minia-
tures is based on the oval compositions of 
the two studies, but also most convincingly 
by the artist using the side and blank spaces 
of the paper for watercolour test marks. 
This spontaneous marking on paper was 
in contrast to using a more conventional 
mussel shell as a testing palette, as was used 
more typically by miniaturists in Britain 
going back to the origins of this small-scale 
portrait format in the 16th century. The 
detailed and careful linear style of the 
draughtsmanship of the two portrait draw-
ings, especially in the study of the older 
man, is very similar to that used by Raeburn 
in his surviving portrait miniatures from 
his early Edinburgh period. 
 There are various cursive inscriptions 
on the drawing of the younger man, which 
are very similar to Raeburn’s looping hand-
writing style as evidenced in his many sur-
viving letters. On the recto of the drawing 
these pencil notes state: “life posed”, the 
colour notes for the costume “blue”, and 
the letter “g”. On the verso of the study of 
the younger man are written in both pencil 
and in pen and ink many numbers which 
appear to be an aidemémoire of some basic 
financial accounts.10

 In 1784 Raeburn, like so many 18th-
century British artists, decided to leave his 
family in Edinburgh and travel out to Rome 
to study the artistic masterpieces there and 
thus enhance his prospects as a portrait 
painter on his return to Scotland two years 
later. He arrived in London in May that year 
and like many aspiring young artists hespent 
a couple of months studying the practice of 
oil portraiture in the Leicester Square 
studio of Sir Joshua Reynolds, the leading 
artist of his day and President of the Royal 
Academy. In July that year Raeburn left 
London by ship for Rome. Little is known 
about Raeburn’s artistic activities there, as 
to date only one finished oil portrait has 
been firmly linked to that two year long 
Italian period, together with two small oil 

ART HISTORY/A DOUBLE - SIDED PORTRAIT MINIATURE 

Fig. 11 Henry Raeburn (1756–1823), Study for a Portrait Miniature of an Unknown Young Man, c. 1775–80. 
Pencil and watercolour on paper with annotations on recto and verso, 13.9 x 9.1 cm. David Laing Bequest to 
the Royal Scottish Academy, transferred 1910. National Galleries of Scotland, Edinburgh, D 275.
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Notes:
1.  Karl Asplund, Hjalmar Wicanders Miniatyr
samling. Beskrivande Katalog, Stockholm 1920, p. 
145, cat. no. 307. The second folio volume devoted 
to Wicander’s collection of miniatures, which was 
also privately printed in only fifty copies, appeared 
in 1929. For Wicander see Magnus Olausson, “Det 
allra heligaste i vår helgedom”, in Europeiskt Mini
atyrmåleri in Nationalmusei samlingar, Stockholm 
1994, pp. 13–17.  For the most recent research 
studies on Henry Raeburn, see Viccy Coltman and 
Stephen Lloyd (eds.), Henry Raeburn: Context, 
Reception and Reputation,  Edinburgh 2012. I am 
immensely grateful to Duncan Thomson and Helen 
Smailes, for their constant encouragement and ge-
nerosity in sharing artistic and archival discoveries 
on Raeburn’s hitherto elusive early career as well as 
their deep knowledge of Raeburn’s life and artistic 
practice in Edinburgh.
2. For Raeburn’s early career in Edinburgh see 
Andrew Duncan, A Tribute of Regard to the Memory 
of Sir Henry Raeburn, R.A. Portrait Painter to the 
King for Scotland, read at the fortythird anniver
sary meeting of the Harveian Society of Edinburgh, 
Edinburgh 1824, pp. 5–27. [Sir Walter Scott and 
Hugh Murray], “Sir Henry Raeburn, R.A., No. XIX”,  
in Annual Biography and Obituary for 1823, VII, 
London 1824, pp. 378–80; Allan Cunningham, The 
Lives of the most eminent British Painters, Sculptors 
and Architects, 6 vols., London 1829–33 [life of 
Raeburn, vol. 5, 1832, pp. 204–241].  James Greig, 

began his long and productive career as 
an instinctive oil portraitist of distinction, 
painting the leading members of the landed 
gentry, as well as the intellectual elite and 
the pre-eminent mercantile families of late 
eighteenth and early 19th century Scotland. 
One of his first documented oil portraits 
after his two-year-long sojourn in Italy was 
a commission in 1787 to depict Robert 
Dundas, Lord Arniston (1713–1787), at the 
end of his life in his legal robes as Lord 
President of the Court of Session in 
Edinburgh (Figs. 13 and 14Figs. 13 and 14). Not only does 
Raeburn with this powerful portrait 
demonstrate his emphatic arrival back in 
Edinburgh as the new dominant force in 
Scottish portraiture, but he marries 
a painterly approach to composition and 
pictorial execution together with a detailed 
exploration of character in the florid 
sagging face of this leading Scottish judge. 
It is this emphatic treatment of this lived-
in face that is so reminiscent of the acutely 
drawn jowly facial expressions of the un-
known father and son seen in the double-
sided miniature at the Nationalmuseum.

sketches of figures copied from a Classical 
composition and an Italian Baroque old 
master painting.11

 Raeburn was also commissioned in 
Rome to paint a portrait miniature copy of 
a now untraced pastel portrait by the Irish 
artist Hugh Douglas Hamilton of George 
John Spencer, 2nd Earl Spencer (1758–1834), 
which is in the collection at Althorp (Fig. 12). 
This is a highly accomplished minia ture 
portrait copy by Raeburn, show ing the huge 
leap he had made by the middle of the 1780s, 
where he reveals himself as the master of 
a painterly and fluent form of portraiture in 
small, and where Raeburn in fact manifests 
himself as a truly confident portraitist – 
albeit in a copy – alongside his precocious 
ability as a meticulous miniaturist. Raeburn 
also made a second version of this miniatu-
re copy of the 2nd Earl Spencer, which is 
now in the Devonshire Collection at 
Chatsworth House. These were the last two 
miniatures that are known to have been 
painted by Raeburn.12

 On his return to Edinburgh in 1786, 
Raeburn was reunited with his family and 

ART HISTORY/A DOUBLE - SIDED PORTRAIT MINIATURE 

Fig. 12 Henry Raeburn (1756–1823) after Hugh 
Douglas Hamilton (c. 1739–1808), George John 
Spencer, 2nd Earl Spencer (1758–1834), 1785–6. 
Watercolour and bodycolour on ivory, 6.7 cm (h). 
The Collection at Althorp.

Fig. 13 Henry Raeburn (1756–1823), Robert Dundas, 
Lord Arniston (171387), 1787. Oil on canvas, 121.5 × 
102.5 cm, The Dundas-Bekker family.
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11. See Thomson 1997, pp. 52–53 (Patrick Moir, 
Private Collection on loan to the Scottish National 
Gallery, NGL  003.97) and p.15 (A Woman Descen
ding Steps and David with the Head of Goliath after 
G.B. Romanelli; both copies, which appeared on 
the Edinburgh art market in the 1980s, are now 
untraced).
12. See Irwin 1973, pp. 239–244; Thomson 1997, 
p. 54.
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