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Editorial
The famous inscription which forms part
of the balustrade round the roof at Temple
Newsam is in trouble —serious trouble.
Recent high winds have blown some of the
cast iron letters out of their moorings—

fortunately they fell backwards onto the
slates and not forwards into the courtyard.
One Sunday morning a member of
admiring the view from a passage
window when he noticed that some of the
words did not make sense. When he had
partially recovered his equilibrium
he
dared to look again and was more convinced than ever that his eyes had not
deceived him. This revelation led to an
immediate inspection when it was found
that quite a lot of the letters were shaky and
therefore had to be removed forthwith. The
eff'ect is curious indeed and visitors, who
invariably first scan the house from skyline
to ground, are apt to wonder if the legend
is in a bastard form of Latin which they
cannot comprehend. It may have its funny
side but the situation is very serious indeed.
This endearing feature of the house, which
helps so much to create its popular image,
must be preserved; no philistine however
gross his self-satisfaction could surely say
otherwise, but repairs will be costly and
difficult. The sheer maintenance and care
of a great house built when craftsmen were
legion and work was financed by private
fortune or the historical equivalent of a
bank overdraft, is a terrifying prospect
today. We can no longer think of improvements —which is probably just as well —only
of conservation. As our artistic wealth is
dissipated through destruction and decay
what is left inevitably becomes rarer and
therefore more highly valued. This at least
is a good thing and one of the few circumstances which favour those engaged in
keeping historical bricks and mortar together.
1975 is European Architectural Heritage
Year as no doubt everybody who reads the
Calendar knows. Next year could more
staff'as

accurately be described as the climax of a
great campaign, covering all Europe and
started under the most august international
patronage, in 1973. Its objectives can be
summed up under three headings (I) to
awaken people's pride and interest in
their architectural
monuments —which
really all belong to the European continent
as a whole; (2) to underline the dangers
which threaten them from the ravages of
time and human avarice and (3) to do
something practical about it in the way of
conservation.
An enormous
amount of
work has been put into the campaign and
excellent
literature
published.
Great
schemes and little schemes of improvement
have been launched upon and many will be
complete by 1975. Exhibitions are being
held and will be held. That at the Victoria
and Albert Museum on The Destruction of
the Country House should do a lot of good —so
long as the message remains clear and
unadulterated
by political —in the widest
sense of the term —emotions. Those of our
great houses and parks that are still left
must be saved as works of art in their own
right and the defunct social and economic
conditions which allowed them to be
created should not cloud our vision of their
beauty. We must look forward and realize,
before it is too late, that they offer the
greatest potential source of aesthetic enjoythat Britain still
ment, for everybody,
possesses. The London exhibition
was
certainly backed by a great deal of publicity
—something which to our shame we are not
very good at in Britain. There is no cause
for complacency however. As always everything really depends on how seriously
people take the problems sitting on their
own doorsteps —which brings us straight
back to Temple Newsam. For years the
precinct of one of the finest houses in
Yorkshire has been allowed to become ever
more derelict for lack of money to do anything about it. The east end of the north
courtyard has been an eyesore far too long

barriers to
with its 'temporary'ooden
save the public from disaster should large
areas of retaining wall collapse. The word
squalid is too mild to describe the sight
which greets visitors to the house when they
leave their buses and cars. The stable block
itself is a fine building designed to be
to the main mass of the
complementary
mansion. Certainly much was done to put
at least part of it to good use when the
exhibition galleries were created a few
years ago and it proved practicable to do
some restoration work while the builders
were on the job. But it is impossible to
appreciate the quality of this important
architectural unit until the original window
composition is replaced and some stonework restored to hide crude brick repairs.
In many instances the damage was done
generations ago when England possessed
so many fine buildings that expedient, if
disfiguring, adaptations to a few seemed
hardly worth comment. In any case, until
our own time, only the people who initiated
these visual crimes had any right to pass
judgment —they were afer all dealing only
with their own property. Public ownership
with all its concomitant heart-breaks has
much to be said for it. How wonderful it
would be —and what a perfect exercise if

Heritage Year
European Architectural
initiated, or even stimulated, the thorough
restoration of the stable block and its
curtilage. Is it too much to hope for?
Incidentally interest in the buildings has
been given a flip recently in that the
architect has almost certainly been identified as Daniel Garrett,l a character of
considerable consequence in Yorkshire.
If the outside of Temple Newsam is
sometimes a cause of despair the inside is
just the opposite. Here great things have
been happening with the restoration of the
of the
library and the reconstruction
original chapel. All this will have to wait
for another issue of the Calendar, probably
the next, as there is a lot to report. It would
be absurd, however, not to mention here
one of the most important purchases of
English furniture ever made for the house
lsee the cover design). The pier tables
and looking glasses from Croome Court are
1.

See

County Life,

September

12, 1974.

in every sense magnificent
and never
not
perhaps have pieces of furniture,
actually made for the house, looked so
completely at home once the correct —and
this seems to be the appropriate word—
place was found for them. They have been
fixed on the east wall of the long gallery
either side of the door to the restored
library; when this is open and light pours
through from the great bay window the
full effect is felt. Their position also means
that they are seen first from the north-west
drawing room and after this initial impact
their beauties of concept and detail unfold
before the eyes as one progresses down the
long gallery. Briefly: they were made by
the Royal furniture makers Vile and Cobb,
the pre-eminent London cabinetmakers of
the day, for the Earl of Coventry's house,
The
Croome Court in Worcestershire.
original invoice exists, dated 6 Dec. 1760,
so they are fully documented and therefore
take their place in the detailed history of
English furniture to which subject so much
time is devoted at Temple Newsam. To
talk money in the face of such objects brings
one back to reality with a bump, but it
must be emphasised
that without the
of private
generosity and determination
benefactors plus the goodwill and help of
the dealer concerned the pieces would never
have been saved for Temple Newsam —in
spite of all the generous grants so gratefully
received. The asking price was
55,000,
dropped finally to 46,000 and this figure
was met as follows:

$

Leeds City Art Galleries
purchase fund
Government grant
National Art-Collections Fund
The Pilgrim Trust
Leeds Art Collections Fund
Private donors

$

$ 12,000
$23,000
$6,000
$2,500
500
$2,500

A very exhilarating
exercise in fact in
preserving our heritage for the delectation
of everybody and in finding a near perfect
new setting for objects no longer fulfilling
a useful purpose in their original home. The
'Croome treasure'ill certainly be written
up in a later issue.
The latter-day story of the Art Gallery is
one of sorrow and anguish. Most of the
galleries have had to be closed because

structural defects have been discovered in
the floors. It should be added, however,
that these problems appear not to have
arisen, but rather to derive from the
architect's specification when the building
was erected. It is all very puzzling as the
Art Gallery was designed as such and has
never been used for any other purpose. The
fact remains that the best technical advice
available today cannot responsibly
be
ignored, and the only possible action has
been taken. What is known as a 'feasibility
study's being prepared by the architects
and engineers and is now awaited before
any decision can be taken about what to do
next. The tragedy is that this blow should
fall at a time when there is so much talk of
local government, and every other body
for that matter, being bankrupt. There
seems to be nothing more to be said at the
moment, the wringing of hands can soon
become an irritating mannerism
which

e

g-

everybody tries to ignore. To be severely
factual that Paul Klee and the Martin
Naylor exhibitions had to be cancelled,
they would have been shown in one or
more of the suspect rooms, and the programme of temporary shows will have to be
brutally curtailed until the situation improves.
One exhibition will certainly go ahead )
however, come what may, that being
organised to celebrate European Architectural Heritage Year. Terry Friedman
is currently spending a great deal of time
and thought on this exercise which will
illustrate the architectural history of Leeds
from the time it was a market town to its
present state as a provincial metropolis,
1. Garniture of Five Vases, porcelain de~orated with
underglage
blue, enamel colours and gilt. Rockingham
Works, Swinton, 1orkshire c. r828. This rare garniture
from the Llewelyn Collection was bought from the Lotherton
ndou ment Fund with the aid of a government grant, rg7d.

with all the problems implied by such
status. The material will consist largely of
and early photodrawings,
engravings
graphs and there is bound to be a strong
nostalgic element as well, it is hoped, as a
foretaste of the most promising improvement schemes afoot. Information about the
latter is to be contributed by the City
Planning Department. It should fit comfortably, readers may be assured, into the
central gallery —a modern conversion built
a few years ago over the lecture theatre
which will be used to screen a continuously
running series of colour slides, some with
commentaries, on aspects of Leeds archi-

tecture.
On the subject of exhibitions there is a
note of triumph in the simple statement
that all those scheduled for the summer
season in the Stable Court Galleries at
Temple Newsam were in fact held. This,
in spite of the crisis caused by hoards of
beetles who had been quietly

eating the

roof timbers for centuries. It was only when
some of them carelessly dropped crumbs
from their meals above on to the floors below
that the alarm was raised. To cut a long

story short, the anti-social habits of insects
have eflectively
closed the temporary
exhibition galleries joyfully opened in 1970
and referred to earlier. Only the ground
floor rooms, designed to elucidate the
history of Temple Newsam during its
private and public life were therefore
available. Terry Friedman, with Timothy
Clifford of the Victoria 8t. Albert Museum,
was responsible for the exhibition 'The
Man at Hyde Park Corner', i.e. the
sculptor John Cheere, which opened in
May and then went on for a second showing
to Marble Hill House Twickenham. This
broke a lot of new ground and received the
critical appraisal it deserved. The last
exhibition of the year 'Furniture Made in
Yorkshire 1 750—1900'lso pointed to profitable, if previously neglected, fields of study.
and
selected
It was researched
by
Christopher Hutchinson who was the first
product of the history of decorative art
degree course at Temple Newsam run in
conjunction with Leeds University. While
the stafl could rejoice in an ex-student's
prowess, the physical aspects of exhibition
planning in 1974 have entailed working

under conditions only too reminiscent of
war time. Admittedly most of them are too
young remember those hazardous days,
but they are learning to be prepared for
anything without showing outward signs
of stress.
Staff news is bad and good. To take the
debit side first; the technical or conas it is more
servation
department
accurately known now —has lost Steve
Phillips and John Naylor. They are much
missed and will be hard to replace, but all
good wishes go with them in their new jobs.
Mrs. Hardy has left the Print Room and
Art Library to spend more time with her
family. One cannot think of a better reason
for giving up paid work but her public, as
well as the staff, accept her absence with
great reluctance. In the credit column one
might list the fact that Robert Rowe has
completed his year of office as President
of the Museums Association and has now
passed into the second division. He prefers
his year of Vice to being the number one.
Christopher Gilbert has been made editor
of the Furniture History Society Journal.
He has done an enormous amount of work
for the society since it was founded and its
rapid progress in the world of scholarship,
as well as the aforesaid appointment,
suggests that there is a good deal of worldly
Peter
wisdom among the membership.
Walton has been distinguishing himself in
the United States where he lectured to the
Manor Forum, the Delham
Pennsbury
Institute for Ceramic Research and the
Wedgwood Society of Boston. All these
institutions are spelled out here as they are
well known in the world of ceramics where
the honour done him will be most appreciated. It can be taken for granted that his
visit had great propaganda value for Leeds
and that he made the most of opportunities
to study American collections. It is always
good when staff activities pay international dividends.
The rest of the team are struggling on
and only occasionally feel that the dice—
those spotted cubes which hide the identity
of gremlins concerned, it appears, to
create as much financial and structural
as possible —are too heavily
instability
weighted against them for any worthwhile
work to be possible.

Some Recent Loans
In 1971 it was announced that Mr. Alistair
McAlpine had given to the Tate Gallery a
collection of no less than sixty sculptures.
What was remarkable about this gift was
not just the donor's generosity, but that
Mr. McAlpine had been over the previous
five years or so collecting sculpture from a
particular group of sculptors working in a
related idiom, buying over the period
several works from each artist. This is the
kind of constructive patronage, in which
there is commitment on the part of the
patron, from which artists derive encouragement as well as financial support
and one wishes there could be more of it.
The collection contained work by Anthony
Caro, William Turnbull and six younger
sculptors (all born between 1934 and 1937)
who had studied under Caro at St. Martin'
School of Art. What these artists had in
common was that they all worked in an
abstract mode free both from references to
the human figure and from the traditional
conceptions of sculpture as something to be
wrought from the solid by carving or
modelling. They made use ofbright colours,
which was what attracted Alistair McAlpine
to their work in the first place: 'I am a
glutton for colour'e writes in his introduction to the catalogue when the collection
was exhibited at the Tate Gallery.~
Less publicised has been the fact that
Mr. McAlpine has also been a more
extensive patron than even the Tate gift
would demonstrate, and Leeds has recently,
along with other galleries in the regions,
been fortunate enough to receive a fine
group of four paintings and three sculptures
on long-term loan. With the works lent by
the Arts Council, and some other generous
private collectors, we have at present an
impressive display of British abstract art
of the sixties to supplement the Gallery's
own modern collection. This note discusses a few of the paintings from among
these loans.
I want to try to discuss these paintings
in a fairly factual way, to describe what is

actually going on on the canvas. It is
certainly difficult not to react emotionally
to these paintings (in varying degrees, of
course —John Hoyland's painting has tremendous force, Mark Lancaster's are cool
and controlled for instance), but I think
that the emotion generated by a painting
can be truer if it is left to emerge from the
dialogue between the work and the spectator. I have a feeling that one of the reasons
why I find it difficult now to look at postwar School of Paris painting, for instance,
is that all the writing
about cosmic
consciousness put out in its support at the
time sets up a barrier against the painting.
For the artist painting is a matter of
wrestling with certain problems and of
making a series of decisions, beginning right
away with how large and what shape to
make the canvas; for the spectator it is a
matter of becoming informed enough about
the nature of those decisions to be able in
the end to trust his own reactions to the
work.
Patrick Heron was born in Leeds in 1920;
Cadmium with Violet, Scarlet, Emerald, Lemon
and Venetian (Fig. 1) was painted in 1969. It
is very large —six feet six high and just

twice that in width. Most of the area of the
canvas is occupied by a field of bright red
interrupted at the lower left by a large disc
of deep violet; the shape of this disc is
echoed at upper right by a similar disc in
the main colour which, however, is not
actually detached from the main colour
area —it is almost surrounded by an area
of another red, which is used again on the
left hand side of the picture in a fairly large
quantity.
Very much smaller are the
patches —thin, irregular-shaped strips clinging to the edges of the canvas —of Venetian
red, lemon yellow and emerald green. All
the areas, with the exception of the violet
which is thinly brushed on with visible
strokes, are laid on flat and smooth with
clear-cut boundaries between the fields.
The colours are vivid, and if the spectator
stands not too far away he can feel himself

1.

Patrick Heron,

'surrounded'y

Cadmium

raith violet, scarlet, emerald,

colour in an almost physical
way —a consequence of the great width of
the canvas, which makes it impossible to
look at both ends at once except from a
distance. If he then looks at it for a minute
or two, he will find that the colours are
vibrating gently; where two colours meet
at a boundary reactions are set up which
create a strange kind of space, strange
because it is not the conventional kind, of
one coloured shape simply appearing to be
'in front of another. The violet disc
detaches itself from the red and seems to
hover now in front and now behind the
surface, and a curious ripple effect seems
to sweep along the line where two reds
meet. Patrick Heron has described what is
happening here, in an article written the
same year as the making of this painting.2
He writes 'All sensation of colour is relative.
I mean by this that it is not until there is
more than one colour in the visual field
that we can be fully aware of either or any
of the colours involved. If I stand only
eighteen inches away from a fifteen-foot
canvas that is uniformly covered in a single
shade of red, say, my vision being entirely
monopolized by red I shall cease within a
matter of seconds to be fully conscious of that

lemon and Venetian,

78 x t56in.

red: the redness of that red will not be
restored until a fragment of another colour

is allowed to intrude, setting up a reaction.
It is in this interaction between diff'ering
colours that our full awareness of any of

them lies. So the meeting-lines between
areas of colour are utterly crucial to our
apprehension of the actual hue of those
areas. Hence a jagged line separating two
reds will make them cooler or hotter,
pinker or more orange, than a smoothly
looping or rippling line. ?he line changes the
colour of the colours on either side of it'nd then
'I have always been intrigued by observing
the way in which first the colour on one
side and then the colour on the other side
drawn
of a common, but irregularly
frontier dividing them, seems to come in
front. As you eye moves along such a
frontier the spatial positions of the colourareas alternate —according, however, to
the nature of the loops in that frontier,
rather than to any change in the colours
since these do not change.'he artist'
concern with the mechanics of colour should
be plain from this extract —he is frankly
enthusiastic
about his own purpose in
pursuing the exercise. Writing of the space
created by colour he says 'in manipulating

2.

John Hoyland, 7—8—88, 78x Iyyin.

colour, painting is organizing the very
stuff of which sight or vision consists...
The contemplation of pure colour holds
pleasures too numerous to name here; in
fact there is an intense elation in allowing
awareness of colour to flood the
Heron has been working in a
purely abstract mode since the later 1950's,
but had earlier than that exhibited paintings which were figurative (an attractive
Still-life upwith lemons in the Leeds Art Gallery
dates from 1950).John Hoyland is fourteen
years younger, and although he worked on
figurative painting during his years at
Sheffield College of Art and subsequently
at the Royal Academy Schools, when he
was given a restrospective exhibition at the
Whitechapel Gallery in 1967 it was possible
to show a complete range of abstract
paintings beginning with the year he left
college.4 In that year he took part in the
Situation exhibition at the R.B.A. which
was something of a landmark in the history
of post-war British abstract painting. The
paintings shown at the Whitechapel range
through various ways of disposing colour
on the canvas, first in precisely drawn
stripes, then through more fluid shapes to
the use of block like forms which echo the
mind.'atrick

rectangular
shape of the canvas itself.
Mostly they were smoothly painted, and
it was in the next two years that the various
different kinds of texture apparent in
7—8—6'g (Fig. 2) were developed. (Hoyland
titles all his paintings with the date on
which they were completed.) It is possible
to stand in front of this painting and
describe how it was done, without any
previous knowledge. First the canvas was
stained all over with an uneven greenish
brown, and over this were poured, from
just below the upper edge of the canvas,
two great swaths of orange and yellow
paint which have dried with a slightly
granulated texture over the stained ground.
Finally a great dark rectangle of solid blue
occupies the most part of the lower half of
the canvas, leaving just room enough at the
bottom for the orange and yellow of the
previous layer to emerge. Clinging to the
edges of the blue rectangle are explosive
flashes of red, orange, scarlet, a warm
brown and more orange (explosive in their
vividness of colour, in shape they are
elongated streaks). The colour is strong,
even harsh, except in these active streaks,
and there are no concessions to decorative
effects; it is not a beguiling painting but it

3.

Mark Lancaster, gapruder III, d8x 8d in.

The blue rectangle is like a
brooding presence, very positively there,
relieved only by the highlights reflected off
the thickly impasted paint which also
serve to assert its identity as painted
coloured surface. Such spatial effects as are
set up by the colours are both reinforced
and held in check by the paint textures and
of the blue
by the severe rectangularity
area which, by echoing that of the canvas
refers the spectator back to the fact of the
painting's existence as a physical object —a
flat rectangular surface.
Another device for anchoring a painting
to its surface, which has
unequivocally
been in use for some years, is the grid. The
picture surface is subdivided by vertical
and horizontal lines into a number of
rectangles. The grid both articulates the
painting, in an architectural sense, and
provides a reference point for the surface
of the canvas —anything else which happens
must be either behind or in front of or
between the lines of the grid. Mark
Lancaster has made extensive use of a
regular grid which he says separates the
spectator from the image. In gapruder III
(Fig. 3) lent to the gallery by the artist
Keith Milow until this autumn) it forms
is a grand one.s

the main structure of the painting, over a
ground of clear green thinly brushed on
with an eflect of light coming through.
Lancaster will invoke architecture when
asked about his sources —of America mostly,
New York, the Howard Johnson motor
lodges, the clean white wooden country
housesa —but he also spent two years at
and George
Kings College, Cambridge
Frederick Bodley in the Leeds collection is
one of a series called after the architects of
Cambridge buildings. The grid is here toobut only notionally:
four small white
crosses mark where the lines of a grid would
intersect if there was one, and the painting
carries on as before, 'behind'hem.
The
colour various shades of a warm stone is
brushed on in a sort of free criss-cross
pattern at forty-five degrees to the not quite
existing grid. The little crosses very efficiently remove any suggestion of landscape that
might have crept in, a reminder that 'this
is a painting'.

Alan Green's Scrapbook 7z (Fig. 4) is an
impressive painting in which conflicting
elements
have
been
delicately
very
balanced. Painted in a subdued
and
pleasing range of light blues, pink, yellow,
warm brown and various shades of grey the

whole is sustained on a grid of thin black
lines, dividing most of the canvas into large
squares. However, at the right some of the
squares have been extended up or down to
become rectangles of unequal height. This
counteracts the rigidity of the grid, as does
the way the brush strokes have overlaid
and blurred the grid lines in places (with
sometimes ragged edges and little spatters
of paint which contribute a certain matterof-factness to the painting). Alan Green
has written that at one time he 'felt completely hemmed in by the grid paintings',7
and has in fact gone on to do without the
4.

horizontal lines altogether so that his more
recent paintings work more as columns.
Finally to a different solution altogether
to the problem of articulating a surface in
order to make it carry colour. Instead of
being on the usual flat rectangular canvas
Richard Smith's Amazone (Fig. 5), lent by
James Dugdale, consists of five canvases on
shaped stretchers over which the canvas is
pulled taut in a series of rhythmical curves.
The upper surface is painted in a rich
glowing transparent green; at the lower
edge the surface is bent back to make a
narrow band this under surface is deep
purple. So there are two main surfaces and
they are identified by the two diflerent

Alan Green, ScraPbook 7o, 84 x g6 in.
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Richard Smith,

Amazone,

like the density of a hedge. You can see
through the colour but it's still a solid, a
wall, though you can penetrate it and see
the different parts of the hedge on various
levels. Think of a blossoming hedge with
the colour varying within that area, varying in light as well as in
these painters have in common
then is a concern with colour as the essential
element in the activity we call painting and
how it can be made to activate a surface in
what you might call an 'honest'ay, that
is, without denying that there is a surface,
or trying to make it stand for something
else. They would also mostly agree that
they would look to New York for a lead
rather than to Paris as a pre-war generation
would have done. But they are not members of a group or school, except in so far
as they all stand committed to painting as a
fruitful field for exploration.

54 x r8o in.

or as the artist himself puts it 'The
is done by the stretcher... I
outline the form in this way and
the quality by painting it another
The present paintings are only two
because there are only two forms
idea for shaping the
to identify.'he
canvas came earlier in the artist's career
when he was interested in packaging of all
kinds as a specifically modern kind of
image-making —he had at that time a
marginal connection with the British Pop
painters but he was always more interested
in the pictorial possibilities suggested by
this source material, than in cigarette
packs or whatever as subject-matter. Here
is what he said about his colour in 1966 'I
tend to think of colour ripening, or colour
shimmering, and I think of hedges of colour
because there is a density in my colour

colours,
drawing
simply
change
colour.
colours,

1.

2.

TIrv Alisfair

MvAIPine Gift

30 June —22 August 1971.

density.'hat

MIRANDA

Other British painters of Hoyland's generation
have seemed to me to use colour in this way, i.e. to
avoid sweet and pleasing colour combinations,
lest they distract the spectator from what the
colour is doing. However Hoyland's more recent
work does have a more seductive colour range.
See Anne Seymour, in the catalogue of the
exhibition Marks on a Canvas, Museum am Ostwall,
Dortmund, 18 May —13 July 1969, p. 66.
'Alan Green on his paintings'n
SfurIio Intrrnaflonal, vol. 186, October 1973, p. 144.
In an interview with Bryan Robertson, printed
in the catalogue to the exhibition Richard SmithGallery,
Painhngs
r958—r966, Whitechapel
London, May 1966.
But see Patrick Heron Studio Infernahonal,
September 1967, February 1968 and December
1970, and a further three articles in The Guardian
10—12 October 1974. Mr. Heron argues that the
dominance of America has been exaggerated and
that British artists should take more credit for
their own achievement.

Tate Gallery, London,

There is another factor, which is also important.
Artists have been concerned with the nature of
the painting as a physical object —essentially a
a flat surface with definite boundaries
and whatever happens on
that surface should not be allowed to contradict
that fact. In colour-painting, where illusion
kind other than the purely optical is denied,
a painting which wants to be on an ambitious
scale has to match that ambition in its actual size,
painting

is

of certain dimensions,

of'ny

3.

Patrick Heron 'Colour in my paintings', Studio
Intvrnafivnrd, vol. 178, December 1969, pp. 204 —
5.

4.

See the catalogue of that exhibition, which has
an introduction
by Bryan Robertson and a
statement
by the artist; and, 1'or the 1969
paintings, a helpful article by Charles Harrison
vol. 177, May 1969,
in Studio International,
pp. 238 —40.
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Turnerelli's

Bust of Queen Charlotte

The extraordinary Mr. Turnerelli! It is
said that he carved the marble bust of the
Irish patriot, Henry Grattan, in eleven
hours,'roduced eighty marble copies of
the 'ubilee Bust'f George IIP and grossed
$50,000 on the sale of 10,000 plasters of his
celebrated bust of the Irish politician,

O'onnell.'e exhibited nearly one
hundred portraits at the Royal Academy
alone (between 1802 and 1838) and counted
among his sitters Charles Townley, William
Pitt, Sir Joseph Banks, Fanny Kemble,
Lady Caroline Lamb, Wellington, Nelson,
Blucher, Platoff; the King of France, the
Queen of Portugal and numerous members
of the English Royal Family.s He twice
refused a knighthood. He had thereputation
of being 'a charming singer, with a voice
of singular quality and sweetness'.4 Yet,
Farington records that Turnerelli copied
Josephs Nollekens's bust of Wellington and
'sold it as His own performance's and, when
Louis XVIII of France sat for his portrait
at the Tuilleries, in 1813, that the sculptor
'spoke to the King with a most unbecoming
familiarity, indeed His whole deportment
was brutally improper'.s
Peter Turnerelli (1774—1839)'as born
in Belfast; his mother was Irish and his
father, James Turnerelli, a modeller and
figure-maker of Italian descent. The family
name has been anglicized from Tognarelli,
presumably at the time James's father, a
Count of the Holy Roman Empire, lost his
estates at Corno and fled to Ireland as a
political refugee. The family moved to
Dublin in 1787 and to London in 1792. At
the age of eighteen, Peter was apprenticed
to a competent, minor decorative sculptor
named Peter Francis Chenu and was also
Daniel

admitted as a student to the Royal Academy
Schools.s In 1797, Benjamin West, the
Academy's President, and Sir Thomas
Lawrence, the royal portrait painter,'"
recommended
Turnerelli to George I I I
and his subsequent
rise to fame was
meteoric, perhaps out of proportion to his
talent: in 1797 Sculptor and Modeller to
the Princess of Wales, in 1800 Sculptor-inOrdinary to the Royal Family and in 1813
Sculptor-to-the-Queen.
Temple Newsam House has recently
acquired Turnerelli's small marble bust of
Queen Charlotte, completed in the year of her
death, 1818 (Fig. 1)." It is a work of
exceptional interest in the history of early
nineteenth century British sculpture. Alhitherto
unrecorded'unlike
though
Turnerelli's many other royal portraits, it
was not exhibited at the R.A.), the circumstances of its production are related in 7 he
Literary Gazette and journal of the Belles
Lettres for 28 November 1818, under the
topic of 'Varieties'Appendix
A).
The reader is informed ('with painful
reference'o the Queen's death, a week
earlier, on 17 November, at Kew) that
Turnerelli is now completing 'the only
bust (we believe) of her late Majesty'. The
Literary Gazette also states that at the same
time that he was carving the 'ubilee
George III, in 1809 (Fig. 2, Appendix B),
the Queen's bust was being modelled and,
furthermore, that the Queen herself 'actually wrought at
it under the
sculptor's tuition. This presumably refers
to the preliminary terracotta or plaster
model, which probably has not survived.
The fact that both the King's and Queen'
busts are nearly the same dimensions
Bust'f

part'f
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1. Queen Charlotte

by

Peter Turnerelli,

r8r8;

Temple 3'etosam House.

which, as we know, was still being carved
during the previous month. The second
version, in the collection of Colonel and
Mrs. Rupert Alee-Smith, is a marble,
and dated r9r8,'4
signed P. Turnerelli
identical in composition and dimensions
to the Temple Newsam bust.
The Queen Charlotte is the penultimate
stage in Turnerelli's important series of
marble busts of English royalty, which
together present a full and accurate picture
of the Family in the eventful, closing years
of the Regency (Appendix B). They are
characterized
unresilient
by shallow,
which renders the features
modelling,
immobile and somewhat artificial; there is
no attempt to idealize, nor is there much
concern in emphasizing
blemishes and
other physical idiocyncrasies. They are
quite distinct from the supple and lively
portraits of Turnerelli's greater contemporaries, Joseph Nollekens and Sir Francis
Chantrey. One suspects that Turnerelli's
success relied on the appeal of his renderings
to the taste of the older members of the
Royal Family which, throughout
the
eighteenth and early nineteenth centuries,
with few exceptions, tended towards the
conservative, in both sculpture and painting.
Strickland suggests that Turnerelli was
'the first to introduce the practice, suggested
his
by Benjamin West, of representing
sitters in modern costume, and not in the
hitherto conventional classical drapery','5
and it was presumably this aspect which
prompted a contemporary to describe his
busts as having a 'spirited and
(Appendix A). The emphasis on
dress is obvious in the
contemporary
'jubilee Bust'Fig. 2) and in the bust of 7he
Duke of Eent, 1820 (Fig. 3), where the torso
is splendidly encrusted with military paraphenalia. 7he Literary Gazette, describing
the Queen's bust, revels in such details:
'Round her neck are two rows of beads,
and an embroidered tippet, and in front
suspended a medallion of His
4); it could also have mentioned the
embroidered cap, its details meticuously
incised and drilled, framing carefully arranged, tightly curled locks of
scrupulous attention to mundane
details, although hardly of interest to other
impressive'ikeness

2,

King George

III

by Peter

Victoria and Albert Museum.

Turneretli,

r8og —ro;

suggests that originally they may have
been conceived as companions. However,
the Queen's bust is not unique, as 7he
Literary Gazette believed, for, apart from the
Temple Newsam
example, two other
versions are known. One, at Blair Castle,
Perthshire, is a plaster inscribed on the
back P. 7urnerelli Fecit Publo December zt,
r8t8,'erhaps one ofa series ofinexpensive
replicas cast from the marble and manufactured along the lines of the O'onnell
busts. This plaster establishes a convenient
date for the completion of the marble

Majesty'Fig.

hair.'uch

English sculptors of the day, was a convention of English portrait painting," and
was also to be found in contemporary
French portrait sculpture, examples of
which Turnerelli would have seen during
his visit to Paris in 1813. Joseph Chinard's
celebrated bust of josephine Bonaparte, 1805—
06 (Fig. 5), which was displayed in the
royal apartments of the Tuilleries, shows
the Empress, her curled hair crowned by a
diamond tiara, wearing a decollete court
dress, with the bodice embroidered with
anthemion, the sleeves ornamented with
cable and frills.'s
Turnerelli's bust is not an iconic reprein the French
sentation of monarchy
manner. According to The Literary Gazette,
Charlotte is here portrayed as 'the Alma
with a veil, which covers the
back part of her head, and folds loosely
over the shoulders'. The Queen was similarly portrayed in 1807 by P. E. Stroehling
(Fig. 6) so, where she is shown seated,
wearing an embroidered cap and tippet
portrait of the
and a diamond-enframed
King, her robes casually draped on a stool,
her favourite dog at her feet and to the left
a statue representing Britannia, arm outstretched and holding the laurel crown.
Were not these portraits of the last years
of the Queen's life intended as aKrmations
of an intensely maternal love for her

Mater...

country?

T. F. FRIEDMAN
3. Edward, Duke of Kent

Scottish National

1.

J.

by

Portrait Gallery.

('eter

Peter Turnerelli,

t8aoi

Magazine (May 1821, vol. I, p. 387) remarked
that Turnerelli 'has executed more sculptures of
illustrious characters than any British artist of the
age'nd The Gentleman's Magazine (May 1839,
vol. XI, New Series, p. 548) that these portraits
'will long preserve his name and memory from
oblivion', a prophecy which, unfortunately, has
not proven true.

Sculptor 1774—
of the Irish Georgian Society,
—
vol. X, no. 4, October December 1967, pl. 3, p. 7)
states that the bust, carved in Dublin in 1812,
Gilmartin

1839',

Quarterly

Turnerelli

Bulletin

was declared by Antonio Canova as 'the finest
example of modern sculpture he had seen in
England'. This is a surprising remark from
Canova, who must have known the incomparably
finer busts of Nollekens and Chantrey; Hugh
Honour (in a letter to the author of this article
August 1974) states that no such comment
appears among Canova documents and that if
made was done so probably out of politeness. A
version of the bust is illustrated in County Life,
28 June 1973, p. 1886, 26 July 1973, p. 240.
2. W. G. Strickland, A Dfitionary of Irish Artists,
1913, vol. II, pp. 467 —8.
3. In addition, Emperor Alexander of Russia was a
client (Gilmartin, op. eit., p. 5). 7 he European

4. The Gentleman's

of'6

Magazine, op. eit.

5. Nollekens was understandably annoyed, according to Farington (The Farington Diary by joseph
Farington, R.A., J. Greig, ed., vol. VII, 1813,
p. 194). Turnerelli's busts of Wellington were
exhibited at the R.A. 1813 (920) and 1816 (954)
and examples are at Castle Coole, Ireland and
recorded in Gilmartin, op. eit., p. 17 and J.
Britton and A. Pugin, Ediftees of'ondon Public
Buildings, vol. II, 1828, p. 85 (East India House).
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4. Detail of Queen Charlotte
of pearls, embroidered tippet and
hing.

bust, shotoing the string
medallion portrait of the

6. The Farington Diary, op. cit., vol. VIII, 1816,
p. 72. A bust of Louis XVIII was exhibited at the
R.A. 1816 (959).
7. His career is discussed brietly in The Gentleman'
Magazine, op. cit. (obituary notice), S. Redgrave,
Dictionary of elrtists, 1878, p. 438, W. G.
Strickland, op. cit., vol. II, pp. 466 —70, R. Gunnis,
Dictionary of British Sculptors r68o —s85t, 1951,
3, Gilmartin, op. cit., pp. I —19 (which
pp. 402 —
illustrates an 1821 portrait of the sculptor, pl. I);
the most complete list of works, those exhibited
at the R.A., is in A. Graves, The Royal Academy of
Arts A Complete Dictionary of Contributors, vol. VIII,
1906, pp. 43 —5.
8. Born 1760 (Gunnis, op. cit., p. 100).
9. S. C. Hutchison, 7 he History of the Royal Academy
s 768—t968, 1968, includes a discussion of student

tuition at the Schools.
10. Lawrence was a champion of young British
sculptors. Although his role in this field has never
been clearly defined, his friendship with Canova
served as an important entre to British sculptors
visiting Rome; Lawrence is known to have
launched the Leeds sculptor, Joseph Gott in
Rome in 1822 (joseph Gott t786—s86o Sculptor,
Leeds and Liverpool, 1972, pp. 8—9, 13, 57).

5. Empress Josephine Bonaparte by joseph
r8o5 —o6; Victoria and Albert Museum.

Chinard,

11. Signed on socle P Turnerelli Fecit and dated r8r8,
height 17$ in.; purchased 1971 (Inv. no. 33(71).
Its provenance is unknown. Mr. John Woodward
(in a letter to the author of 22 October 1972)

suggested that it once belonged to Rupert Gunnis,
although there is no reference to it among his
unpublished papers or in his Dictionary, op. cit.
12. A 'statue'f the Queen is mentioned by Gilmartin
(op. cit., pp. 3 —
5) without further reference.
13. Duke of Atholl Collection, 18 inches high. No
other plaster replicas of this bust have been

traced.
14. Winestead, Yorkshire, 17s inches high. This, with
the companion bust of George III (inscribed on
the panelled socle jubilee Bust and signed on back
P. Turnerelli Fecit, height 16s'n.), in the same
collection, were purchased by the present owners
from R. P. Carmichael and Co. of Hull in 1949,
who, in turn, purchased them at the sale of
Sewerby Hall, Bridlington (sale catalogue 16
June 1934, nos. 858%59); in the nineteenth
century, Sewerby was owned by the art collector,
John Greame.
15. Strickland (op. cit., p. 468), implying the first
British sculptor of the nineteenth century. This was
true not only of the royal portraits but of much

6.

Queen Charlotte

by

P. E.

Stroehling,

r8o7;

Reproduced by Gracious Permission

of Her Mjaesty

the Queen.

of Turnerelli's sculpture: for instance, in his
monument to Robert Burns, 1816, at Dumfries,
the poet is dressed as a plowman (Gilmartin,

op.

cit., pl.

5).

16. This is not to imply that Turnerelli neglected an
accurate portrayal of the Queen, for compare her
features in the bust with Horace Walpole's earlier
description: 'She is not tall, nor a beauty; pale,
and very thin; but looks sensible, and is genteel.
Her hair is darkish and fine; her forehead low,
her nose very well, except the nostrils spreading
too wide; her mouth has the same fault .
ed., The Letters of Horace
(P. Cunningham,
Walpole, vol. 3, 1857, p. 434). A small, painted
terracotta bust of Charlotte, and a companion
of her husband, datable c. 1770, sculptor unknown, are at Temple Newsam House (Inv. nos.
16. 3/45 and 16. 4/45).
17. Particularly the work of Benjamin West, William
Beechey, P. E. Stroehling and George Dawe (see
O. Millar, The Late Georgian Pictures in the
Collection of Her MaJesty The Queen, 1969, Plates
108ff). Stroehling's 1807 portrait of the King
(pl. 237, cat. no. 1093) should be compared to
the 'Jubilee Bust', and Dawe's 1818 portrait
Duke of Kent (pl. 251, cat. no. 742) unof'he

doubtedly was the basis for Turnerelli's post umous
bust (Fig. 3; see Appendix B).
18. For examples, see nineteenth Century French SculpB. Speed
ture: Monuments for the Middle Class,
Art Gallery, 1971, nos. 11, 35, 44, 71. Turnerelli
also admired and used the details of early Italian
Renaissance monuments (see (Gilmartin, op. cit.,
8).
pls. 6—
19. The Age of Eeo-Classicism, London, 1972, no. 344,
pl. 60. The version illustrated in this article is in
the Victoria and Albert Museum (A. 36—1939).
20. At Kensington Palace (O. Millar, op. rit., p. 236,

J.

cat. no. 1094).

In preparing this article, the author is grateful for
help from Col. and Mrs. R. Alee-Smith, Jane Cobrey,
Edward Ingram, John Physick, Jennifer Sherwood,
Timothy Stevens, T. P. Stewart, Dr. Duncan Thomson,
John Woodward and the National Portrait Gallery,
London; Her Majesty The Queen, the Scottish
National Portrait Gallery and the Victoria and Albert
Museum have generously given permission to illustrate works in their collections. This article could
not have been written but for the generosity of Dr.
Derek Linstrum.

Appendix A
The Literary

and 3ournat

Gazette

28 November

of

the Belles Lettres,

1818, p. 766.

VARIETIES
BUST OF HER MAJESTY
is the author of this bust, has
come before the public on many national occasions;
and this month, last year, we had to record a work by
him, (the bust of the Princess Charlotte,) rendered,
in like manner, deeply interesting by the death of the
lamented
original. We have now, with painful
reference, to mention the name of Turnerelli, as the
artist who has been honoured with sittings to complete
the only bust (we believe) of her late Majesty. And
what will render this production the more interesting,

The Artist's name, who

Turnerelli's

we are assured that in giving lessons to her Majesty,
at Frogmore, at the time of the Jubilee in 1809, she
actually wrought at part of it. The bust represents her
as the Alma Mater, with a veil, which covers the back
part of her head, and folds loosely over the shoulders.
Round her neck are rows of beads, and an embroidered
tippet, and in front suspended a medallion of His
Majesty. We consider the likeness spirited and
impressive, considering the period at which it was

modelled.

Appendix B
of the English Royal Family

Portraits

(1) Princess Charlotte of Wales (1766—1828), the
Queen's daughter; exhibited R.A. 1802 (1084); at
Windsor; Turnerelli was paid L2.12.6 on 13 May
1802 in connection with this bust (Windsor Castle
Accounts, 26700). (2) Ernest, Duke of Cumberland,
later King of Hanover (1771—1851), the Queen'
son; exhibited R.A. 1809 (863); at Trinity College,
Dublin (Strickland, op. rit., p. 469). (3) the 'Jubilee
Bust'f George III (1739—1820); exhibited R.A.
1810 (883), at Windsor; Turnerelli was paid f63 on
16 January 1811 (Windsor Castle Accounts, 26709);
some 80 copies in marble eminated from Turnerelli's
studio and other versions were exhibited R.A. 1812
(908), 1818 (1093); examples are in the Victoria and
Albert Museum (A.62—1965 and A.11-1937) and
listed in Gunnis, op. eit., pp. 402 —3, Gilmartin, op.
rit., pp. 17—18, and in this article, fn. 14. (4) George III
on Horseback; exhibited R.A. 1811 (944), in Sir
John Soane's Museum (Gilmartin, op. eit., pl. 2).
Princess Charlotte of Saxe-Coburg
(1796—1817),
daughter of'he future George IV; dated 1817;
exhibited R.A. 1817 (1044); at Windsor; other
versions exhibited R.A. 1818 (1060), 1823 (1112);
Portrait Gallery, London
examples in National

(4470; Gilmartin, op. rit., pl. 4); a letter from the
sculptor's son, C. D. Turnerelli, dated 1896 (National
Portrait Gallery files), states that the Princess sat for
the bust on her wedding day (2 May 1816) and that
Turnerelli was paid /10,000, which would have been
incredible. (6) Prince Leopold of Saxe-Coburg, later
King of the Belgians (1790—1865); dated 1817;
exhibited R.A. 1817 (1053); at Windsor. (7) Queen
Charlotte, 1809—1818. (8) Edward, Duke of Kent and
Strathern (1767—1820); exhibited R.A. 1820 (1030);
in Scottish National Portrait Gallery (241) . (9)
Princess, later Queen, Victoria (1819—1901),Edward's
daughter; exhibited R.A. 1823 (1072).
Although

Turnerelli appears to have made no bust

of George (1762—1830), either as Prince of Wales or
as King, the busts of Charlotte (no. 1) and of General
Elliot, 1805 (Windsor Castle Accounts, 26703) were
paid for by him. It is also interesting to note that

Turnerelli did not receive the important commission
for Princess Charlotte's monument in St. George'
Chapel, Windsor, which went to Matthew Cotes
Wyatt in 1820 (Gunnis, op. eit,, p. 446).

St. james

3 Painting

the Greater
by

Carlo Maratta

The leading painter of the Roman School
in the last quarter of the seventeenth
century; a 'Knight of Christ'; the restorer
of Raphael's Vatican and Farnesina frescoes; 'premier peintre'o Louis XIV;
virtual inventor and chief propagator of the
'Grand Manner'tyle,
Carlo Maratta,

his studio for a number of years, where he
must have been keenly aware of the main

artistic controversy

of the time, a contro-

versy which may be summed up as the
Baroque versus the Classicaks In the many
debates at the Accademia di San Luca one
of the subjects under discussion centred on
whether there should be few or many
figures in a historical picture. Few figures
allowed greater simplicity and dignity, and
preserved a unified whole. Sacchi was the

acclaimed by his biographer Bellori as
virtually the greatest painter who ever
lived, honoured and feted by his contemporaries, his reputation now is a mere
chapter in the history books.
The painting of St. James the Greater at
Leeds has a history going back to the
1660's'Fig. I). Rome, City of the Pope,
great princely families and splendid villas
and palaces was as great artistically as she
had been for a century and a half. The
Barberini family achieved especial prominence when one of its members was elected

main upholder of the Classical tradition of
restraint, with natural gestures and draperies simply arranged without exaggerated
movement. The High Baroque style aimed
to gain the participation of the onlooker by
incorporating
violent emotions and expressions by theatrical means of movement
and lighting. In the Palazzo Barberini,
however, there is no doubt that Sacchi's
performance
was decidedly
inferior to
Cortona's no matter which theory one
supported.
In 1661 Cardinal Antonio Barberini
commissioned Andrea Sacchi to paint a
series of the Twelve Apostles for the Palazzo
Barberini. A St. Peter was completed but
then the artist died and the commission
was handed over to Maratta. He had
already demonstrated his abilities in the
St. Augustine and the Child
painting
(Rome, S. Maria dei sette Dolori) which is
dramatic but simply handled. The commission from the Barberini was for life-size
figures to be shown with their saintly
emblems. Maratta's
Bellori
biographer
describes the St. James the Greater thus,
'Dipinse S. Giacomo Maggiore in abito di
Peregrino, che muove il passo col Bordone
in mano.'4 Six Apostles were completed
before 1671 and appear in the Cardinal'
inventory, along with Sacchi's St. Peter,
where the Leeds Apostle is valued at 150
scudi. The Apostles James and John were
called by Jesus while mending their nets
by the Sea of Galilee. The two brothers
together with Peter formed the inner circle
around Christ and were present close by

Pope as Urban VIII (1623—1644). The
family emblem, a swarm of bees, may still
be seen today on many buildings, fountains
and monuments
in Baroque Rome. In
order to promote themselves as the leading
family in the City the Barberini acquired
the Sforza palace, enlarging and rebuilding
it between 1628 and 1638. The artists
principally involved were Maderno and
Bernini with the participation of Pietro da
Cortona.2 The Pope's brother, Cardinal
Antonio Barberini, commissioned Cortona
and Andrea Sacchi to paint two of the
ceilings in the rebuilt Palace, one in the
Grand Saloon, the other in the second
largest room. Cortona's, an Allegory of
Divine Providence, is one of the greatest
ceilings in Rome, illustrating a theme of the
Barberini circle poet Francesco Bracciolini.
The whole is a series of scenes with swirling
figures, a tour de force of epic proportions.
Sacchi chose to represent an Allegory of
Divine Wisdom and in comparing the two
frescoes it is apparent that there exists a
fundamental
difference in approach, reflecting the division of opinion in Roman
painting circles at the time. Carlo Maratta
(1625—1713) a pupil of Sacchi, worked in
19

1.

Carlo Maratla.

Sl. games

lhe Grealer.

Leeds Cily Arl Galleries.
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2. Carlo Maratta. Sl, james the Greater. Windsor Castle.
gueen.

Reproduced

by

Gracious

Permission

of Her Majesty The

harmony are expertly handled. If the result
impersonal it was in line
with Bellori's theories, and of Agucchi
before him that the whole should consist of
the selection of beautiful parts rather than
of a preconceived notion ofbeauty.'isiting
English milordi were not slow to seize an
opportunity to have themselves painted by
Maratta, so that English Country Houses
soon had portraits or copies of Roman works
in their collections. One of the most outstanding is the portrait of Robert Spencer
at Althorp, Northampton, painted at about
the same time as the Barberini Apostles in
the 1660's. The official portrait tradition
as carried on by Maratta was impressive,
grandiose, sometimes pompous, even lacking in warmth, yet because of the bravura
in the handling, the luscious colour and the
assured placing of these monumental figures
in space, one cannot but acknowledge the
considerable gifts the artist had, managing
from both the
to combine elements
Baroque and the Classical styles into a
convincing whole.

The
Him at several events including
Agony in the Garden and The Transfiguration. James was later beheaded by
Herod Agrippa. A legend dating from the
seventh century claimed that the Apostle
went to Spain after Christ's Crucifixion and
later to Judea where he was martyred. His
relics were later taken to Compostella in
Spain where the shrine of the Saint has
remained a major centre of pilgrimage.
St. James's emblem in a pilgrim's staff and
a shell and wallet are also sometimes shown.
He is the Patron Saint of Spain and of
furriers. In the Royal Collection at Windsor
is a related drawing showing the Saint
carrying his staff and pointing'Fig. 2).
The swirl of the draperies and the animated
silhouette of the figure are common to both
the painting and the drawing. The fact that
the drawing is in reverse possibly means
that it is an offset. A study after Maratta
is in the Dusseldorf Print Room.s
The series of Apostles no doubt created a
strong impression when hung together.
Two more, St. Thaddeus and St. John were
commissioned in the 1690's. The pomp and
the simple but commanding
grandeur,
poses, the cloaks brilliant in colour and

is also somewhat

ALEXANDER ROBERTSON

1. St. James the Greater. Oil on canvas 87$ x 59 in.
(2 22 x 1 49 m.). Bottom left corner stencilled
number F.ro8.
Provenance: Cardinal Antonio Barberini, Palazzo
Barberini, Rome. Mentioned in the Barberini
inventories of 1671, 1692—1704 (F.108), 1738,
1812, 1817—18. In the 1692 inventory the picture
was listed as being in the Palazzo Corsini,
probably the Roman palazzo. At some point the
painting became the property of the Corsini
branch of thc family, and the James the Greater,
St. Paul, St. Matthew and St. John went to
Florence, to the Palazzo Corsini al Prato.
Bought by Leeds Art Galleries from Colnaghi,
June 1971 with a 50 per cent government grant.
lileralurer Amelia Mezzetti, 'Contributi a Carlo

hand.'ir

Maratta'n Rivista dell'Inrl'clulo Irc'acionate d'Archeologia e Sloria deil'Arle, N,S. IV (1955k pp. 273—
275 cat. 42 p. 314 and p. 323. (Under Palazzo
del Principe Tomasso Corsini al Prato. Richard

E. Spear,

Renaissame

and Baroque Pa'cnl'engr from Ihe

Sciarra and Fiano Colleclions, Rome 1972, p. 65 and

2.

3.

pp. 157—191. Carlo Maratta was himself President of the Accademia in 1664.
G. P. Bellori, Vile di Guido Reni, D'ndrea Saic hi e
Di Carlo Maralli, Rome 1700, 1942 ed. by
M. Piacentini, p. 85. 'He painted St. James the
Greater dressed as a Pilgrim, walking with his
staff in his
Anthony Blunt and Hereward Cooke, The
Roman Drauings of Ihe XVII and XVIII Cenluries at
Windsor Caslle (cat. 261). St. James the Greater
(4169) black chalk 343 x 237 mm.
Die Handzeichnungen
Dusseldorf Kunstmuseum,
c:on Andrea Sacrhi und Carlo Maratta, 1967 (no. 649),
515 x 370 mm.
A Portrait ol G. B. Agucchi by Domenichino is in
the collection of York City Art Gallery (787).
Agucchi's Traltato della Pillura was an important
contribution to seventeenth century Art Theory.
See Mahon, oP. cil., (note 3) Agucehi and lhe Idea
della Belleeeac pp. 111—154;
The pose of this figure is an interesting forerunner
of the crosslegged standing figure later taken up
in England by leading artists such as Hudson,
Devis and particularly Reynolds, e.g., 'The Earl

p. 67, Fig. 21.
Sir Anthony Blunt, 'The Palazzo Barberini: The
Contributions of Maderno, Bernini and Pietro
da Cortona', journal o/'he Wcirburg and Courlautd
Institutes, vol. 21 (1958), p. 256- 287.
Rudolf Wittkower, .4rl and Archileclure in Italy
r6oo —r75o, London 1973, pp. 171 —172 c.f: also
Denis Mahon, Sludies in Seicenlo Arl and Theory,
1971, 'Art Theory in the Accademia di San Luca',

of Lauderdale't

Thirlstane Castlr.

I would like to thank Dr. Frances Vivian for
information supplied via Mr. Patrick Mattheisen of
Colnaghi's, Dr. Peter Murray and especially Mr.
Jacob Simon for valuable assistance with this note.
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Forms and Reforms in )nineteenth
Century Silver
'Victorian silver is probably too ugly ever
to come into favour and the decade or two
immediately preceding the Queen's reign
produced little that was
present day writer would dare to
dismiss a century of silver with the same
conviction felt by this reviewer of 45 years
ago; unforseen changes in taste have now
established the decorative arts of the 19th
century in the 'highly desirable'ategory.
This article attempts to outline the major
characteristics of 19th century silver design
and manufacture, using as points of reference the silver in the Leeds Art

them was Benjamin Smith, and a dessert
stand made by him in 1807 08 (Fig. I) is
shown at Temple Newsam House. This
the excellence
of
piece demonstrates
Smith's work which has received much less
attention than that of his contemporary
Paul Storr who also worked for Rundell's.
The stand is in perfect condition and its
most attractive feature, the crisply finished
vine border was a recurrent theme in
Smith's work. This cast border f'orms a rich
contrast with the chased scroll decoration
and the engraved coat of arms in the centre.
The arms were those of the 4th Duke of
Richmond and Gordon and provide an
indication of the type of person who bought
silver from Rundell and Bridge. Although
this piece has the maker's mark of Benjamin
Smith, the signature of the firm is inscribed
round the foot. It reads:
prominently

good.'o

Galleries'ollection.

In the opening years of the century,
London still reigned supreme as the centre
of traditional silversmithing. Outside the
capital, Birmingham and Sheffield had an
international reputation for their Sheffield
Plate, the inexpensive alternative to solid
silver, which had been manufactured on a
large scale since the mid-18th century. It
was not until the formation of the firm of
Rundell and Bridge2 in the late 18th
century that the London silver trade became subject to efficient business methods.
Philip Rundell, together with his partner
John Bridge, built up a thriving business
from humble beginnings
and, through
an adroit use of 'contacts'n
society,
became Gold and Silversmiths
to the
Grown in 1796. Gonsequently their shop
in Ludgate Hill supplied many of the
wealthiest and noblest in the land with
silver of the highest quality and in the most
advanced taste. At this stage, it must be
that neither Rundell
nor
emphasised,
but
Bridge were practising silversmiths
men of business who took advantage of the
expansion of trade as Wedgwood had clone
in the field of ceramics. John Flaxman
designed for both firms and was a member
of the group of notable designers and
silversmiths employed by Rundell's. The
of renown to work for
first silversmith

RUNDELL BRIDGE FT RUNDELL
AURIFICES REGIS ET PRINCIPIS
FECERUNT.s
WALLAE
LONDINI

Philip Rundell retired from the firm in
1823, and in the same year John Bridge

registered his mark with the Goldsmiths
the
Company.
By this time however,
original group of designers and silversmiths had broken up. Both Smith and
Storr had lef't the arrangement to work on
their own account even before Rundell's
retirement, and in 1826 John Flaxman, the
firm's most prestigious designer was to dic.
One of his last designs for Bridge may have
been for a pair of silver-gilt two-handled
vases made for George IV in 1826. These
vases incorporate a pair of panels representing The Age of Gold and The Age of
Ailoer which are taken from Flaxman's own
illustrations to Hesiod's Works and Days.
Although the vases were produced in the
year of his death it is not impossible that
Flaxman may have played some part in
the manufacture of the moulds from which
the panels were cast. With this in mind, we
now turn to a hot water jug of'1833 in the
23
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Sitter-blitt

de»crt

stand

hr Bnnjamin

.5'mith,

londnn

Temple Newsam collection (Fig. 2). It has
the maker's mark of John Bridge and also
incorporates the Age of Gold and Age of
Silver panels, whilst its form is taken from
the Greek oinochoe pattern.4 This combination of form and decoration derived
directly from antique sources was characteristic of early 19th century classicism.
The dominance of the classically inspired
design was, however, challenged
by a
rococo revival which had been gathering
momentum throughout the 1820's.
'I'hc Gascoigne Collection includes a
tray of 1820-21 which is of'interest for its
combination of classical massiveness in the
border of'ine branches punctuated with
human masks and rococo-like chasing and

ltt07 08. Diam. l2tninht. 3>in.

engraving of flowers, fruit and scrolls in the
base. A morc spectacular piece of rococorevival silver, also in the Gascoigne collection, is a tea kettle and stand made in
Dublin in 1828 (Fig. 3). The scroll handle
and three-legged
stand festooned with
garlands are clearly derived from mid 18th
century examples but it has been suggested
that the lobed treatment of the body with
its incised lines and stylised flowers may be
influenced by oriental art and more especially imported Chinese ceramic vessels
of the 18th century. The quality of this
piece is certainly of London standard and
speaks much for the capabilities of Irish
silversmiths in the early 19th century. A
continued interest in the rococo style was

reflecte

in the publication
of Knight's
in 1833. This volume
contains designs for substantial pieces of
plate, such as racing trophies and soup
tureens, the majority of which are composed of melting rococo scrolls grafted onto
classically inspired bodies. The design of a
race cup made in 1842 and shown at
Lotherton Hall has great similarities with
Knight's version of the
most important technical advance
in mid 19th century silver manufacture
was the emergence of electroplate"'hich
speedily replaced Sheffield Plate as the
Uasex and Ornaments

rococo.'he

alternative to silver. The reasons arc not
hard to find. In contrast to the production
of Sheffield Plate, the electroplating process involved a minimum of risk sine( thc
object was first made up in a base metal
before being coated with a layer of silver in
huge plating vats. This economic use of thc
precious metal meant that silver-like objects could be produced comparativels
cheaply, but as in other branches of thc
decorative arts at this time, wealth of
materials and ease of manufacture often
led to slack repetitive design or extraordinary attempts at novelty.
A perusal of R. N. Wornum's essay in
The Arl journal Illustrated Catalotrue of the
1851 Crystal Palace Exhibition reveals an
awareness of'ndesirable features in F.nglish design. Wornum writes in his essav,
bluntly entitled The Exhibition as a I exxon in

'2. Ha(-sealer lug, ~itrer u'irh n'ary handle by lrrhrr Bridge,
l.andan l833—3vs, hl. l31 i r.

.'3.

Bitrrer

tea-heule

l828 29, hl.

l2se

and

in. evet.

uand

harulle.

by

games

Fray, Dublin

Taste:
'Though the English silver-work exceeds

in quantity
by several times all that is
exhibited by other nations, it displays f'ar
less variety of taste; it is clearly under thc
absolute control of trade conventionali-

ties

he compares English silver to that
continent
'In silver-work, for instance, the inferiority
of the English manufacturer to the French
is very striking, though, perhaps, the most
beautiful work of this class in the Exhibition is German....'" Wornum's admiration of French silver is vindicated by a very
fine tea caddy (Fig. 4) signed A. Veehte, and
shown at Lotherton Hall. It was made by
Antoine Vechte who was one of several
French silversmiths to come to England in
the aftermath of the 1848 revolution.9
'nd

of'he
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5.

Tea Caddy parcel gilt by Antoine Vechte.

l gg(t, ht.:)':,'n.

Silver-gill winej ug by joseph Angell, London

ltt:i.) iF(t, ht. toe in.

studios leaving others to produce the
finished article, and as may be expected,
there were few English designers whose
work constituted a challenge to that of
their French counterparts.
Perhaps the
least moribund was H. H. Armstead, the
sculptor who like Vechte, worked for Hunt
and Roskell.
It must not however, be concluded that
no English silver of note was produced
during the middle years of the 19th century. One piece obviously worthy of attention is a wine jug by Joseph Angell now at
Lotherton Hall (Fig. 5I. Although dated
1859, it is a replica of one shown by Angell
at the 1851 Exhibition. The writer of the
Art journal commentary clearly rated Angell's work highly:
'The palm of excellence in gold and
silver ornamental ware has hitherto, almost
universally been conceded to the manufacturers of France, but those who have
attentively examined British works of this
class, and among others, the productions

Wornum condemned English silver for the
'pure flashiness'f its finish, but Vechte's
tea caddy is notable for its variety of textures and colours. The grey background to
the arabesque decoration is the result of
oxidisation a process regarded as specifically French or German in 1851; in contrast, the panels representing putti at play
are brightly burnished, in shallow relief
and set in silver-gilt frames. Such subtlety
was rarely found in English silver in the
mid 19th century but the piece which
made Vechte's reputation in England was
on a much grander scale. It was a vase
depicting The Destruction of the Titans by
Jupiter,'nd was made as an exhibition
piece in 1847 for Hunt and Roskell, the
London retailers. One important element
in its success was Vechte's masterly use of
embossing since this technique was virtually extinct in England and another, the
fact that Vechte had both designed and
executed the piece. Many of the leading
English designers worked only in design
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of Mr.
ANGELL of London, will be
inclined to qualify their admiration
of
foreign rivals'." Compared to other silver
illustrated in the Catalogue Angell's jug is
indeed exceptional. Its elegant shape is
restrained
surface
complimented
by
decoration, both directly related to 'Etruscan'esigns of thc type fo<Ind in d'Hancarville's volumes on Sir William Hamilton's
collection of vases. The pattern on the
body has been effectively and simply
emphasised by cutting away the gilt surface to reveal the silver base beneath which
has been delicately textured
with engraved lines. Today we may agree that
this little wine jug is worthy of 'the palm of
excellence'ut the same could scarcely be
6.

CentrePieee,

silver, by Robert Garrard

&" Co. London

said of another of Angell's exhibits —a
sculpture group entitled Sir Roger de Coverly
having his fortune told bp gypsies. This episode
was unhesitatingly
dismissed by a contemporary as 'a dull episode for the dessert
table'ut not all silver sculpture merits
such scant attention.'s
The sole example of this genre in the
collection is now shown in the sympathetic
surroundings of Lotherton Hall. The John
Fowler centrepiece dated 1867 represents a
joyful harvest procession of putti (Fig. 6). A
photograph in the files shows the ensemble
in its original condition. It was unfortunately dismantled before being offered to
Leeds, but the central feature remains
intact. Viewed as a whole, something of
1887 88, bc l8in.

before his death one of his machines won a
ploughing competition held at Garforth
near Leeds. The centrepiece was presented
to Mrs. John Fowler by a group of friends
as a tribute to her husband's achievements.
It is unfortunate that there are as yet no
examples of later 19th century silver in the
collection since this period saw many
changes in attitudes to design.
A dissatisfaction with prevailing standards of design had been in the air since
the middle of the century. Metalwork was
one of the chief offenders and in his book
IftIetalttoor/c and Its Artistic Design published
in 1852 Matthew Digby Wyatt examined
the purpose of form and decoration. The
inevitable reaction against the elaboration
of middle of the century silver appears to
have taken two forms. One is represented
by the work of Christopher Dresser who
harnessed the power of machines to produce
silverware which embodied his ideas on
function and the economic use of the
precious metal. The Arts and Crafts movement, on the other hand, had as their ideal
a small workshop where pieces could be
designed and executed by the individual.
These conscious attempts to improve design
broke away from lifeless contemporary
reworkings of past styles and created new
ranges of forms which were to play their
part in 20th century silver design.

the lightness of touch characteristic of the
rococo style is achieved. In the design
of Victorian centrepieces the rococo was

styles which
one of many alternative
ranged from the Moorish to the Renais-

sance.
The superb quality of this piece reminds
us that silver sculpture was one area where
craftsmanship was not stifled. The maker's
mark on the centrepiece is that of Garrard
Ltr. Co. who
were appointed Goldsmiths to
the Crown in 1840, in succession incidentally to Rundell and Bridge, and the firm
still holds the royal warrant today. The
head of Garrard's design department from
1833-60 was the renowned Edmund Cot-

terill who was instrumental in establishing
the firm as one of the leading retailers of
silver sculpture in the country. Perhaps his
successor W. F. Spencer was responsible
for the design of the 1867 centrepiece —the
composition of'he group is certainly lively
and assured. The oval base gave an
unusual amount of freedom to the designer
since the foundation of many such pieces
was an ewer; thus the Chesterfield Cup of
1849 by Cotterill and Spencer for Garrard's
was a jug in the baroque style encrusted
with a scene of the Sioux Indians hunting
bison! L4 The recipients of centrepieces
were of'tcn notable scientists or engineers.
John Fowler, who died in 1864 played an
important role in the application of steam
power to agricultural use and two years

I.

EMMELINE LEARY

Vol. 84, 1929, p. 262.
of the firm see Shirley Bury, 'The
1<.ngrhc ning shadow of'undell's'arts
I, 2 and
3 Connni recur, 1966, pp. 79 85, 152—8 and 218—22
rcsper tively; Charles Oman, "I'hc Firm
Bridge and Rundell', Apollo, 196fi, pp.
174- 83; N. M. Penzcr, Paul Slorr, 1954, reprinrr d I!)71, ch. 4.

Connoirreur,

fi.

Frrr a history

7.

8.

of'undcll

3. "Made

rl.

Rundell Bridge and Rundell
Goldsmirhs ro the King and Prince of

by

10.

ol'ondon,

Wales."
4. A jug of the same form bur with different panels
The Cnlleitorr
is illustrated
in M. Clayton,

I I

Dictiunarr o/'he Silver and Gold of G'reat Britain and
America, 1971, pl. 657.

13.

series of race
is hoped that the outstanding
cups in the Gascoigne Collection will be the
subject of a future Calendar article.

5. It

1

28

ibicl, p, vii.

For an account of'he I'rench silversmith» in
lingland see P. Wardle, Fictoriau Silver and SitverPlate, lc>63, ch. 10 and passim.
W'ardl(, op. cit., pl. 18.

..Ictgourna/

12.

.tr/orth

Se«Shirie'y Bury, I'itturian ElectroPlate, 1971.
R. N. Wornurn, 'Thc Fxhibition as a Lesson in
'I'asre', Art journal Illustrated Catalogue o/ the
/ndurtr2r nf 4//.Vationr.
l85l, p, viii.

lllurtcnted
lllurtrated

lllurtrated

p. 21.
For a survey
i' t . , c'r . 6 .

4 . ibid, Fi g.

Catnliigue,

p. 16'2.

in 7 he Cr2r,rta/ Palace and its contents An
Crclopaedia ci/'he (treat Erhibr'trna

1

5.

o/'85/,

of silver

s<

ulpturc

see Wardle op.

A Decorative Sculptor's

Little is yet know about the sizeable trade
in mass-produced sculpture in eighteenth
century England. The leading figures in
London have been identified in the recent
exhibition at Temple Newsam, 7he Man at
Hyde Park Corner, devoted to the career of
John Cheere,'ut of minor metropolitan
figures and their associates in the provinces,
information
is still vague. Interesting,
1.

jnseph Greenuay's

Trade Card

therefore, is the apparently unique, engraved trade card of the hitherto unrecorded Bath sculptor, Joseph Greenway

(Fig.

I).'reenway

local family

was a member

of architects,

of a celebrated

builders and
masons whose premises were in Claverton
Street, Widcombe, Bath. Nearby was The
Cold Bath House (e. 1704), one of the first
of these public establishments, which was
designed by Thomas Greenway.s Benjamin
and Daniel Greenway, who are described

trade card, c. sr6cs.
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2. Sketehesfor vasesin Robert and Thomas Parson's »767 letter to john smyth
graph courtesy of County Life).

of Heath Hall. 1orkshire

(photo-

as 'marble

and free-stone masons, carvers
and vase-makers', supplied ornaments for
John Wood I's Bristol Exchange in 1740—
4L4 The family relationships between the
various Greenways is not yet certain.
What is clear, however, is that the reputations of the Greenways, and their colleagues,
3.

Title-Page to Isaac Ware's Designs

and others, t7g5,

the source

for

of Inigo JoneS
tiin Fig. r.

vase no.

l~
. 1(i ttL
sl

were established by catering to visiting
nobility and gentry and Joseph Greenway
appropriately included the accommodation
on his card that 'He will wait on Gentlemen
and Ladies at their Lodgings with Variety
of Draughts'. Just such visits were undoubtedly made, for instance, to Robert
Dundas of Arniston, who was in Bath or
Bristol for the 1756—
57 season. In May
1756, he purchased figures of Shakespeare
and Milton, probably bronzed plaster
statuettes, from James Brooke, 'Statuary &,
Engraver'.s In January 1757, a further
selection of items, for his gardens, was
purchased from Robert Parsonss and Joseph
Greenway. The latter included '1 Lyons
head Vase 1 Moasack Do. 5 Baskets and 1
Box't g4, 2.5.0. and 13s. respectively.
Parsons (1717—1790) and his son, Thomas,
had premises near Greenway and dealt in
much the same type of ornaments, as is
evident from the designs enclosed in a
letter to John Smyth of Heath Hall,
Yorkshire, dated 1767 (Fig.
his trade card, Greenway describes
himself as a 'carver'nd
proclaims the
scope of his business, emphasizing that he
'Executes the above Designs or any other
Ornamental Work... which may be sent
Safe to any part of Europe'. The dimensions
and price of each item are conveniently
recorded in ink, presumably in Greenway's
hand. Bath stone was used because it is
cream-coloured
and easily carved. The
date of the card may be reckoned in the late
1750's or early 1760's on the evidence of
the Arniston account as well as the florid,
naturalistic forms of the seven vases and
one pedestal illustrated, which would have
been unacceptable to sophisticated, neoclassical taste after the mid-1760's. Four of
the eight items were taken from examples
illustrated in inexpensive, widely-circulated
English architectural pattern books.
No. 1 is identical to William Kent's
marble vase made for the garden of
Alexander Pope's Villa at Twickenham and
engraved in John Vardy's Some Designs of
Mr. Inigo jones and Mr. IVm Eent, 1744.
No. 2 is identical to Kent's pair of vases
flanking the Praeneste, 1738—
39, in the
garden at Rousham in Oxfordshire. No. 5
is identical to a vase sketched in the 1767
Parsons-Smyth letter. No. 6 is taken from
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's

the engraved
Designs

frontispiece

of Inigo jones

of Isaac Ware's

and

Parsons also used designs from Gibb's
publication.7 Nos. 3, 4, 5 and 7 cannot be
readily traced to contemporary sources and
may be Greenway's own inventions. All the
items illustrate one of the important ways
in which the tastes for Palladian and rococo
design permeated into the country.
Evidence of the trade card alone is
insufficient to assign any special place to
Joseph Greenway as an imaginative or
significant sculptor, but as a document the
card, together with the Arniston account
and, hopefully, the recovery of other such
ephemera, might prove a fruitful approach
to the important
study of eighteenth
century sculpture in the provinces.

1735

others,

Greenway's engravings of
(Fig. 3).
vases nos. 1 and 6 are of the same dimensions
as the engravings in Vardy and Ware, but
reversed, we may assume that he merely
traced the designs and by blackening the
verso of the paper transferred them to the
copper plate for the trade card. No. 8 is a
version, more fullsome and florid, of a
design in James Gibbs's A Book of Art:hiteeture, 1728, Plate 148 centre, on which the
architect aptly commented in the text: 'In
my Opinion it is much better for Gentleman to have Pedestals of this sort, than to
have their Dials supported by Figures,
unless they be very well executed: These
may be done by a common Workman, and
are equally useful and less expensive'.

l.

T. F.

7. Parson, described as a 'House Carver', was also
concerned with the building of the Bristol
Exchange (Ison, op. eit., p. 98). The 1767 letter,
which refers to a communication
from John
Carr, the architect of Heath Hall, is reproduced
in A. Oswald, 'Heath Hall', County Life, September
26, 1968, Fig. 5. The vase, lower left, which was
supplied (Figs. 1 —2), was taken from Plate 143,
centre, in James Gibbs's A Book of Architecture,
1728.
8. Plate 25: 'Two Vases with Pedestals for Mr.
Pope.'reenway has added an egg and dart
moulding on the crown of the pedestal.
9. M. Jourdain, The Work of William Kent, 1948,
Fig. 106. These vases were not engraved but the
celebrated gardens were visited throughout the
century.
10. The vase, upper right, might be associated with
the item '1 Lyons head Vase'n Greenway's
Arniston bill, suggesting a further sharing of

7 he Man at Hyde Park Corner Sculpture by john
ryo9 —r 787, Temple Newsam and Marble
Hill House, 1974.
Cheere

2. Collection of Colonel and Mrs. H. Bagshawe,
Oakes Hall, Norton, Shetfield. Engraving with
pen and ink additions, inscribed in pencil '47',
11$ x9) in. In the eighteenth century, Oakes
was owned by the Bagshawe family. Greenway
is not recorded in R. Gunnis, Dictionary of British
The Georgian
r 66o—s85s, W. Ison,
Sculptors
Buildings of Bath, 1948, or the archieve department of Bath Reference Library.

3. For other

buildings
by Thomas Greenway,
including Beau Nash's house, c 1720, with its
Joseph Greenway-like ornaments, see Ison, op.
eit., pp. 116—24, Fig. 28, pls. 43b, 44a, 49, and
Gunnis, op. «it., p. 180.

4. Gunnis,

op. eit., p. 180 and W. Ison, The Georgian
Buildings of Bristol, 1952, p. 98; for other members
of the family, see pp. 35—6, 131—2 and H. M.
Colvin, A Biographical Dictionary of English Arehiteets, 1954, pp. 247 —
8.

5. The bill reads: 'Two fine polished
&

Milton't

designs between the two firms.

11. This well-known

Statues

2.2.0 (Arniston
$Brooke
was

of'hakesp:

Accounts). It is possible that
acting
as a distributor for John Cheere, who manufactured in London bronzed plaster statuettes of
the two celebrated poets at least as early as 1749
(The Man at Hyde Park Corner, op. tit., nos. 45,
54, pls. 8, 11). Brooke is not recorded in Gunnis,

2'"

op. eit.

/'1.11.6
6. The bill reads: '1 Eagle extended
1 Antique Jarr, 2 ft. Q2.2.0 4 Leav'd Husks a 4t—
16.0. 2 Sphinxes 2 Vasses in stone &c
Accounts).

FRIEDMAN

Q8.10.0'Arniston
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publication was an habitual
source for craftsmen; for instance, Plate 25
(Burlington's sphinx gates at Chiswick) was
copied for Temple Newsam park in the 1760's and
Plate 36 (Kent's chimneypiece and overmantle
for Sir Matthew Decker's Richmond residence)
was copied by Robert Doe in 1739—
40 for the
Long Gallery at Temple Newsam (Leeds Arts
Calendar, no. 39, Spring 1958, p. 21, and no. 53,
1964, p. 8).
I am deeply indebted to Col. and Mrs. H. Bagshawe
for permission to publish Greenway's trade card, to
Mr. Francis Bamford for generously drawing my
attention to the Arniston Accounts and to Mrs.
Dundas-Bekker for permission to quote from them.
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