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c1 791, signed
LONDON No.
Vuillamy, 1775—1820 u
19st inches high. The semicircular, Doric rotunda of white
A Temple Clock,

'Vuillamy

246'Benjamin

marble and ormolu encloses a
biscuit porcelain figurc of the Muse
of Music playing a flute, supplied
by 4"iffiam Duesbury of the Derby
porcelain factory. Bought
Corporation Funds 1977.

Editorial
Man is a funny
lives in a funny
What he values
always assumes

animal and through his eyes he
world —funny peculiar that is.
is constantly changing but he
that it isn'. Some of his species
look backwards, others forward, with the common assumption that the present is a mess and
that the past —or the future —is bound to be
better. This may be nature's way of keeping him
up to scratch, so no doubt one should not
grumble.
Like the Stock Exchange the climate of
opinion changes from day to day and is similarly
influenced by the world press; trends, however,
last a little longer as a rule. We are all preoccupied now with the idea that our resources
are running out by which we mean the raw
materials necessary to an accepted way of life,
but human resources are increasing in the sense
that each day we have a longer recorded memory.
It might therefore be a good idea to dwell upon
the latter as an antidote to the former. At this
point the reader might well ask what on earth
this has got to do with art, architecture or
museums; the answer is quite a lot. Any of us may
be sitting on fossil fuel —if we are we are likely to
be in the forefront of those objecting to its
exploitation which would almost certainly disrupt our way of life. Unfortunately perhaps we
prefer living in the past rather than on it —it is
much less hazardous. Museums contain man'
achievements, etc. and many people assume that
these are well on the way to becoming fossilised,
a contemporary view well illustrated by the over
use of the words 'live arts'ith their connotation
that museums are mausoleums for 'dead arts'.
We need to take a broader view of resources.
No artist, for example, has ever worked with raw
materials alone even if you include the omnibus
term 'nature'. He has always built on the
achievements
of his practising ancestors. Of
course there have been good artists and bad
artists; it should be remembered, however, that
the criteria by which their work is judged are
usually formed long after its producers have died
and presumably ceased to be interested. Through
the ages there have also been artists whose work
is obscure to the most voluble of their generation;
their manifestations
may be good, bad or
indiff'erent. The certain thing is that they provide
fuel for professional and amateur critics. To the

former, knocking is more profitable than praising
for it appeals to a wider public; for the latter it
can be an outlet for emotion, sometimes subliminal, caused by a sense of inadequacy —and
there is nothing so enraging to the human ego.
The sad thing about all this is that in the mid
70's it is much easier to be negative, or at best
neutral, than positive in any constructive way.
There is always hope, however, that collectively
we will turn our attention to the capital amassed
from the interest accruing from past achievements and use this to subsidise improvements in
our environment over-all. This surely is using
our resources creatively without consuming or
burning up anything more than the energy of
living human beings. Maybe it is comforting to
realise that lack of money is not the only stumbling
block to providing for the future. It is worthwhile
also to reflect occasionally that the appearance
of a piece of sculpture on the Yorkshire moors or
an improved Art Gallery in a city centre may
well represent major victories over the timidity
which corrodes our society today.
After a spell of melancholy musing on the ills
of the arts it is sometimes possible to come down
to earth and find the ground more congenial
than might be expected. Not for the first time
this is so at Lotherton Hall, for it is a demonstrable fact that two more costume rooms have
been opened. This completes the suite of four
planned in 1968 and in fact takes up the full
capacity of the west end of the house. The new
rooms complete a walk-through circuit which it
is hard to believe the builders did not have in
mind nearly three-quarters
of a century ago.
The 'new'ooms are smaller than the first two
but the imagination and care for detail shown by
the designer, Roger Simpson, has made the most
of the available space in a highly ingenious way.
One of the nicest touches of this final phase of
the planned development is the way in which the
cases, true to the best practices of their own day,
act as stimulating young partners within the
not so very old traditions represented by the
shape and architectural details of the original
rooms. There is no sign of a generation gap here
for the past seems to welcome the present; all
should remain well as long as the present —and
this is an on-going concept —respects the past.
Having made the glazed boxes it only needed the

C:abinel on stand, c1745—50, probably
by Gillows, Lancaster; mahogany,
oak and pine, 81 inches high. This
unusual cabinet, made for the Bellot
family of'Co. Chester, has a central
door and sides mounted with floral
panels of chenille executed in cotton
and silk against a tent of stitched
ground worked in black wool. The
interior has 22 small drawers faced
with panels of silk embroidered on
a satin ground. Bought Corporation

Funds 1977.

artistic vision and deft hands of Michael Sheppard to transform them into an Aladdin's cave
where the spectator's steps are drawn inexorably
from view to view until he finds himself, rather
surprisingly, at the top of the stairs again. What
has become known as the 'Sheppard touch'as
probably done more than anything else to
stimulate interest in the historical as well as the
contemporary fashion collection. It is as firmly
felt in the new rooms as in the old.
The terms of Sir Alvary Gascoigne's gift made
the structural work possible for money could be
found to attract a grant of nearly half the total
cost through the Museum and Art Gallery
Service for Yorkshire and Humberside. More
improvements are planned for the house in the

very near future on a similar financial basis, but
they had better wait for another editorial. Let it
suffice to say here that there will, all going
reasonably well, be a number of new attractions
for next season. Enthusiasm throws up cliches
such as 'one good deed deserves another', or
'nothing succeeds like success', but the certain
knowledge that any achievement, especially to
do with the arts, will inevitably encourage some
Jeremiahs to moan about wasting resources on
minorities, brings one back to reality with a

bump.

A word about shops. That at Lotherton is now
well established; it was purpose built on a very
small site and its success, judged not only in terms
of cash flow —or whatever it is called in the

Cabinet «tt 5land,

cartouche.

dctai! of thc crowning pcdirncnt and

appropriate circles —but by the obvious pleasure
it gives to visitors, and incidentally staff'oo,
encouraged prospecting for a site at Temple
Newsam. Space is very limited in the great house,
but armed with the experience gained from the
pioneering scheme at Lotherton a small roomcum-large cupboard off'he oak corridor was
pronounced suitable. It has proved a highly
satisfactory venture, the choice of merchandise
has been master-minded
or rather mistressminded —by Jean English as at Lotherton. She
has proved beyond doubt her flair for knowing
what is wanted and where it will sell best. There
is no need to direct visitors to the shop by discreet
notices for the exotic smells exuding from soap
and scent made from exclusive medieval and
renaissance recipes can be homed in on almost as
soon as one enters the house. Shelley might have
thought that gentle odours led their steps astray.
Never mind, the phenomenon at least poses the
question of how far human noses can be used as
instruments of pleasure in museums. Indoors )
especially, we are too apt to use them as early
warning systems for bad drains or dry rot: there
is an element of surprise in meeting an enticing
smell within an old house.

We hope that a more shop-like counter area at
the Art Gallery, for which the go-ahead has now
been given, will take off with similar ease. The
intention here is to continue selling our own
catalogues, postcards, prints etc., but in addition
to offer art books and the publications of other
galleries near and far. The odour of scholarship
might be generated here, or, more appropriate
to its modern image, the smell of hot newsprint.
But then this might be taken as the savour of
industrial pollution and its significance be lost
on the public, so perhaps we should concentrate
on keeping the goods clean in content and fresh

in appearance.
There is no better way to end an editorial than
by introducing a new member of staff. Adrian
Budge arrived on October 1st, his appointment
being made possible by the very successful Art
courses held during
the last
Appreciation
academic year. His assistance is desperately
needed for the heavy 'educational'rogramme
planned this Michaelmas. That he is particularly
well qualified to help school teachers and their
charges enjoy all the art galleries have to offer is
not gratuitous. We hope that he thoroughly
enjoys his time in Leeds and that his labours are
matched by what his colleagues can contribute

to his future career.

Allegory in Stomer's
The Adoration of the Shepherds
TERRY F. FRIEDMAN
'And there were in the same country shepherds abiding in
lhe fiel, keePing watch over their flock by night. And,
lo, the angel of the Lord came upon them, and the glory
of the Lord shone round about them: and they were
sore afraid. And the angel said unto them, Fear not, for,
behold,
bring you good lidings of greajtoy, which shall
be to all people. For unto you is born this day in the
city of David a Saviour, which is Christ the Lord.
And this shall be a sign unto you; Ie shall fin the babe
wrapped in swaddling clothes, Lying in a manger. And
suddenly there was with the angel a multitude of the
heavenly host praising God, and saying, Glory to God
in the highest, and on earth peace, good will towards
men. And it came to pass, as the angels were gone away
from them into heaven, the shePherds said one lo another,
Let us now go even unto Bethlehem, and see this thing
which is come to pass, which the Lord hath made known
unto us. And they came wilh haste, and found Mary,
and joseph, and the babe Lying in a
moving and popular episode in the life of

I

manger.'his

Christ (Luke 2: 8 16) seems to have particularly
appealed to Matthias Stomer, for he painted at
least eleven versions between 1630 and 1641,
each slightly different in composition.'tomer is
an exceptionally interesting artist whose work
has received only modest exposure in Great
Britain. Of the 150 documented paintings by
him, only three are now in public collections in
this country: a Capture of Christ at Dublin, An Old
Woman and a Boy by Candlelight at Birmingham and
The Adoralion of the Shepherds at Leeds (Fig. 1).2
Neither they nor their painter have attracted the
attention they deserve.
Born around 1600, probably at Amersfoort in
Holland, Stomer spent part of his youth in
Utrecht and Antwerp, it is thought as a pupil of
Gerrit von Honthorst (1590—1656), who was
later to become a prominent painter at the court
of Charles I of England. Honthorst was a leading
member of the Caravaggisti, a group of early
seventeenth
century painters (also including
Orazio Gentileschi, Jusepe de Ribera, Francesco
Zurbaran, Matthieu Le Nain, Georges de La
Tour, Hendrick Terbruggen, Jan Vermeer,
Stomer and many lesser names), who were the

direct heirs of the powerful legacy left by
Michelangelo da Caravaggio (1573—1610), one
of the greatest painters of the Renaissance. In
Caravaggio's work, like The Supper at Emmaus,
c1598, in The National Gallery, London (Fig. 2),
the 'types chosen from the common people, his
magic realism and light reveal his passionate
belief that it was the simple in spirit, the humble
and the poor who held the mysteries of faith fast
within
their souls'.s It was this tradition,
dramatically transformed in Northern Europe
in the years following Caravaggio's death in
1610, which Stomer developed and brought
back in to Italy in 1630. He worked first in Rome
for two years, then in Naples between 1633 and
1639 and around 1640 he moved on to Sicily,
where he died sometime after 1650. It was during
the six, highly productive years in Naples that
Stomer produced the largest number of works,
including the Leeds Adoration.
of the Biblical story is
His interpretation
The Virgin Mary
outwardly straightforward.
draws back the swaddling clothes to reveal her
new-born Child to the adoring gazes of three
shepherds: an elderly couple on the left (Cover
illustration) and a young man in the centre
holding a cockerell. These four figures occupy
almost the entire canvas and press forward to
encompass the Child within a gentle, protective
arc. Only St. Joseph, to the right of his wife,
outside the circle, stands hesitantly in the semidarkness.
Stomer obviously enjoyed this intimate interpretation of the Adoration, for elements, in
particular the arc-like grouping around the
Child and the Virgin lifting the clothes in
parallel outstretched
arms, appear in contemporary versions now at Capodimonte, Naples
and the Liechtenstein Collection at Vaduz,4 and
a comparison of these pictures suggest that he
employed the same models for the Virgin and
two of the shepherds (the young man and older
woman). Both the composition and the dramatic
highlighting of the principal figures owes much
to Caravaggio, particularly mature works like

l. The etdoration of the Shepherds, c1633—39, by ttatthias
Storncr (cl600—50), oil on canvas. Leeds City Art Gaucry.
The Supper

at Emmaus,

which

was in private

Roman collections during Stomer's lifetime and
which, therefore, he was likely to have seen before
1633. Caravaggesque too is the treatment of the
background, lost entirely in silent, inpenetrable
shadow, devoid of the usual paraphernalia which
might distract the spectator from this most
joyous moment in the story: 'And they came
with haste, and found Mary, and Joseph, and
the babe lying in a manger'.
The Child is rendered with exceptional
sensitivity. The tiny, naked figure is turned on a
slight diagonal inward towards His Mother and,
in contrast to the heavy, minutely
detailed
complexions of the adults, His flesh and hair are
soft and golden. Set against the white cloth, the
figure appears to be dissolving in a brilliant,
supernatural light which radiates from His body
and is, in fact, the exclusive source of illumination
in the picture.s This implies a foretaste of the
passage in the Gospels relating to the Transfiguration: 'And after six days Jesus taketh Peter,

James, and John his brother, and bringeth them
up into an high mountain
apart, And was
transfigured before them: and his face did shine
as the sun, and his raiment was white as the

17:1 2). The Leeds Adoration, therefore, is the story of divine birth and the acknowledgement of the presence of the Saviour on
Earth: 'And when they had see it, they made
light'Matthew

known abroad the saying which was told them
concerning this
And the shepherds
returned, glorifying and praising God for all the
things that they had heard and seen, as it was
told unto them'Luke 2: 18 and 20). But Stome'r
has insinuated into this familiar story an additional, hidden meaning which, I would suggest,
is the real message of this painting.
You will no doubt have noticed several peculiar
features in this rendering. I have already pointed
out St. Joseph's subordinate
position in the
composition. He is subordinate not only in his
relationship to the principal figures but in the
way he has been modelled. Unlike the others,
whose heads and hands have a precision and
rotundity which is emphasized
by the light
eminating from the Child, Joseph's head (Fig. 3)

child...

da
The Supper at Emma', c1598, by Michelangelo
Garavaggio (1575—1610), oil on canvas (reproduced by
courtesy of the Trustees, The National Gallery, London).

2.

is almost flat, with only its right half dimly lit.
Now look more closely and you will discover

bisecting the head from the brow, along the
ridge of the nose to the chin, the silhouetted
profile of a second head, which is the result of the
shadow cast by the Virgin's figure interceeding
between it and the Child. This second image,
characterized by a bald head, heavy nose and
full beard, is, in fact, a conventional representation of the Apostle Peter. His left eye is turned
sharply to the right and stares intently, not at the
Child, but at the cockerell. The Child, in turn,
while gazing raptly at His Mother, reaches with
his left hand towards the cockerell's feet held
tightly in the young shepherd's grasp. Now, in
Christian literature, the juxtaposition of Peter
and the cockerell (an animal not normally given
prominence in the Nativity story) is a symbol of
denial: 'Simon Peter said unto him, Lord,
whither goes thou? Jesus answered him, whither
I go, thou canst not follow me now; but thou
shalt follow me afterwards. Peter said unto him,

Lord, why cannot I follow thee now'? I will lay
down my life for thy sake. Jesus answered him,
Wilt thou lay down thy life for my sake? Verily,
verily, I say unto thee, The cock shall not crow,
till thou hast denied me thrice''J ohn 13: 36—
38).
The respective fates of Christ and Peter, therefore, are inextricably linked, as are also those of
Peter and St. Joseph, since the Old Testament
figure ofJoseph, son ofJacob, sold into slavery by
his brothers, has Christian associations with the
betrayal of Christ by
provides other veiled references to the
coming event of the Passion and the Resurrection. A cross is formed on the Virgin's red mantel
both sovereign power and
(red symbolizing
martydom) by a shadow cast by the raised end
of the swaddling clothes bisected at right angles
by the Virgin's left arm. The young shepherd is
dressed in a green cloak, green symbolizing
spring and the triumph of life over death. The
presence of six figures (Christ, Mary, Joseph and
the three shepherds) is a numerical symbol of
creation and birth, but if to these is added the
hidden figure of Peter and the cockerell, the
the Resurrection.
number
eight symbolizes
Judas.'tomer

Stomer's painting is an allegory of death and
rebirth.
In the two decades Stomer was working in
Italy, 1630—1650, the Caravaggisti tradition was
already beginning to loose a foothold in the place
of its birth in favour of the more advanced
Baroque ideas of a younger gene'ration
of
artists. Indeed, during this period, Bernini was
creating his earliest masterpiece for St. Peter',
the Baldacchino, Borromini was building S.
Carlo alle Quattro Fontane and Cortona was
painting his great composition on the Gran
Saloon ceiling of the Barberini Palace. The
painters of light were never again to dominate
European art but their example never disappeared entirely and the use of a strong, direct,
artificial light to emphasize the plasticity and
realism of objects and intensify the dramatic
content of the story-telling reappeared to become
a powerful device in the hands of secular
painters of the Enlightenment. The best known
example of this is Joseph Wright of Derby's
masterpiece, An Experiment on a Bird in the Air

3.

The Adoration

of

the Shepherds,

painted in 1767—
68, now in The Tate
Gallery (Fig. 4)'.
The painting depicts a not uncommon incident
which the artist himself must have witnessed
often in the Midlands: spectators in an interior
grouped around a table watching a white-haired
man pumping air out of a glass receiver in which
a bird has been imprisoned; as the air is extracted
the bird convulses and should the demonstrator
fail to reintroduce air into the receiver at the
precise moment, the poor creature will expire 'in
all the agonies of a most bitter and cruel death'.'"
Wright introduces a range of expressions on the
faces of the spectators: fascination in the young
boy on the left, apprehension
in the demonstrator and, most moving of all, sorrow in the little
girl who clings to her sister's dress, the pair
cradled in their father's reassuring embrace.
What makes this scene so poignant and full of
suspense is the uncertainty of the light source. It
is, in fact, a candle which has been placed on the
table between the base of the air pump and a glass
beaker full of fluid and which casts an eerie,
Pump,

detail of the heads of the Virgin, Joseph and the young shepherd.

I'.

distorted lumination upwards into the receiver,
into the underbelly and wings of the bird and into
the spectator's faces; a single light which appears
to eminate from the scientific equipment rather
than from any natural phenomena, such as the
moon, which is present but about to disappear
behind the clouds.
Footnotes

Benedict

Nicolson,

'Stomer

Brought

Up-to-Date',

45.
April 1977, pp. 230—
Nicolson, op. cit., Appendix, nos. 38, 84 and 120; this
lists eleven other gtomer's now in private British
collections. See C. Wright, Old Master Paintings in
Britain, 1976, p. 194. Leeds Art Gallery A Selection of the
Watercolours and Prints,
Paintings, Sculpture, Dratvings,
1976, section I, pl. I, illustrates the Adoration in colour.
either the circumstances of the commission nor the
original setting of the Leeds picture is known. It was
acquired in 1967 from Colnaghi's (Exhibition of Paintings
by Old Masters, May 1967, no. 23, pl. xiv); the work was
cleaned in that year by Herbert Lank; it measures 49 by

Burlington

69 inches.

Magazfne,

R. Wittkower, Art and Architecture
1965, p. 30. See also R. Hinks,
Caravaggio,

1953.

in Italy c6oo to t75o,
Michelangelo Mertsi da

Nicolson, op. cit., Appendix, nos. 33, 34 and 112.
Stomer's Adorations of the Shepherds are listed as nos. 6,
32—39, 111-112.

4.

The use of an unseen light source from within the picture
does not appear in Caravaggio's work, although The
Seven Works of Mercy, 1607, a major Neapolitan painting,
is a rare occasion where he experimented with the effects
ol'everal ditferent light sources: from beyond the top
and lower lef't edges of the canvas as well as from a
light< d torch held by a figure in the background (Hinks,
op, cu., cat. no. 58, pl. 84).

6. I am

gr;<teful to Lawrence Gowing for drawing
t« this aspect of'he picture.

attention

my

7. G. Ferguson, Signs &'ymbolsin Christian Art, 1961, p. 57.
8. Horace Walpole regarded Caravaggio's representation
ol'humanity as 'foul and burlesque'F. Herrmann, 7 he
English as Collector, 1972, p. 84).
9. Benedict Nicolson, joseph Wright of Derby Painter of
Light, 1968, I, pp. 43 —5, 112—14, cat. no. 192; II, pl. 58.

10. James Ferguson, Lectures oo Select SubJects, 1760, quoted
in Nicolson, op. cit., p. 114.

on a Bird in the Air Pump, 1767—
68, by Joseph WrightofDerby(1734 —97),oiloncanvas(reproduced
of the Trustees, The Tate Gallery, London).

An Experiment

by courtesy

Wright admired the work of the Caravaggisti,
particularly Honthorst, and during his Italian
visit in the years 1774 to 1776, when he painted
in Rome and Naples, he may well have become
acquainted with the work of Stomer and like
Stomer's Adoration, the Air Pump is also about life
and death.

Views of Kirkstall Abbey
WILLIAM BISHOP

Could hallow'd walls or ruin'd Tow'rs inspire,
Or moss-grown cells call forth Parnassian fire,
Kirkstall! should be sweetly sung,
Thy praise,
Thy ancient grandeur dwell upon my tongue!

0

Verses on the Ruins

of E'irkstatt

Abbey by A Lady,

17979

After the Dissolution of the Monasteries in 1539
Kirkstall Abbey, the great Cistercian settlement
near Leeds founded in 1152, suffered a familiar
fate: divested of religious significance, the church
roof was stripped of lead, its bells confiscated, and
as stone was progressively removed for use in
building enterprizes elsewhere, the fabric fell into
decay and became overgrown with vegetation.
It is shown in this state in the engraving, published in 1715 in Ralph Thoresby's Ducatus
Leodiensis, after a drawing by the Leeds topographical artist, W'illiam Lodge, done sometime
before 1690 and perhaps the earliest view to
come down to use (Fig. 1). In the foreground are
two figures, one pointing to the building which
was then considered little more than an object of
curiosity. It is interesting that although Thoresby
describes the Abbey in his book, it is mentioned
neither by Celia Fiennes during her journey
North in 1697 nor by Daniel Defoe in A Tour
Through the Whole Island of Great Britain published
in 1724—
26. Not until the late seventeen-forties
did the ruins begin to appeal seriously to
pilgrims and from that time throughout
the
nineteenth
century they took on increasing
picturesque qualities and for artists and writers
became one of the indespensible
medieval
images of the Romantic Movement.~
James Walker's engraving of 1744, after a
drawing by the French rococo artist, Hubert
Francois Gravelot (Fig. 2), with its delicate,
lively figures and animated sky, was described in
the year of publication,
1745, by the diarist,
George Vertue as 'excellently done this surpases
all things of that kind done in England.... here
it seems Gravelot has conducted the drawing the
figures R. graving to the top perfection'.s It was
perhaps on the success of this venture that the
well-known engraver and print-seller, Francis
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(or Franqois) Vivares published a spectacular
view in January of 1747 (Fig. 3), taken from the
same vantage point as the Gravelot but far more

luxuriantly
foliaged. This popular engraving
in a number of reduced copies
reappeared
through the eighteenth and into the nineteenth
centuries.
A pair of fine watercolours by Moses Griffith,
cl773, in the collection of Leeds City Museum
(Fig. 4), a watercolour by Michael Angelo
Rooker in the Beausire Collection and an
engraving by Le Petit of 1769 show the Abbey in
its heyday and correspond favourably with the
description given in 1770 to Dr. Wharton by the
poet, Thomas Gray, who was guided through the
ruins by a gypsy woman encamped on the site:
'The whole church is still standing, the roof
excepted, seated in a delicious quiet valley on the
banks of the river Aire, and preserved with
religious reverence by the Duke of Montagu.
The gloom of these ancient cells, the shade and
verdure of the landscape, the glittering and
murmur of the stream, the lofty towers and long
perspective of the church in the midst of a clear
bright day detained me for many hours and were
the truest objects of my glass I have yet met with
anywhere'.4
Kirkstall's picturesqueness increased after part
of the crossing tower collapsed on 27 January
1779 and as major poets began to seek inspiration
in monastic ruins —the most famous is William
Wordsworth's
Zintern Abbey (also describing a
Cistercian foundation) of 17984 —a close correlation emerged between the writer and the artist.
A drawing, engraved in 1784, after James
Moore, the friend of Thomas Girtin, depicts the
ruins as an outgrowth of the wild landscape; in
the foreground are a man and boy with scythe
and rake, which add to the romantic feeling of
unity with Nature. Kirkstall Abbey An Elegy,
composed on 6 February 1787 and published in
1818 by the Rev. David M'Nicoll, speaks first
idylically of the environment, with the Abbey
nestled along the river bank and the hills of
and then of the
Headingly
rising behind,
building's ancient associational qualities:

Where Aire directs his slowly murmuring tide,
With smoothe meanders thro'he woody vale;
Whilst bending willows grace each verdant side,
And swains contented sing their love sick tale.
Solemn in ruins, Kirkstall rears her head,
In former times religion's haughty seat;
Her spires now lay in ruins on the ground,
Subdued by time's all conquering hand confess'd,
And ivy clasps her mouldering walls around,
Those walls that once with sculptured art were drest.

He who by chance thy fallen arches spies,
And sees the fragments of they grandeur lay;
Within his breast an anxious care must rise,
To think that we and all our works decay.
And genius here a sweet retreat may find,
And pensive urander by her sacred walls;
Whilst sueet poetic rapturefills his mind,
And to his fancy scenes of nature
calls.'he

scene made a deep impression on R. C.
Dallas, who visited in 1797: 'I visited the ruins,
for the first time, on the afternoon of the 9th June,
and they made a solemn but most agreable
l.

hirkstalt.4bbegfrom the north-uiesh before 1690, by William
11649—89i, engraving in R, Thoresby's Dueatus

Lodge

t.eodiensis,

1715.

T/u

impression on my mind. The picturesque scene
of a venerable ruin, a winding river, with a
distant bridge, woods in full foliage, the verdure
of the neighbouring fields, a village terminating
the valley, and the whole heightened by the
calm of the evening, gave me a
delightful
sensation of religious complacence and comfort
that may be felt but not described...'.'he
anonymous author of the History of Leeds, 1797,
thought 'Neither is the ruin less pleasing and
picturesque, on whatever side you approach it.
The soothing and harmonious variety of its
parts, with the venerable aspect of the whole,
captivate the mind to that degree, as to cancell,
in a manner, all concern for its present state... it
supports a dignity in decay which seems to boast
a triumph over time...'.
It was in the years around 1800 that Kirkstall
came into its own as notable landscape painters,
mainly working in London, made the journey
north. Joseph Farington was here around 1792
(and again in 1801, when he did a sketch now in
the Leeds Art Gallery) . Francis Nicholson
around 1799 presented the Abbey in a dramatic
manner by the choice of an upward viewpoint
which makes the river bank look quite cliff-like;
his watercolours after 1800, however, like one in

"j

Rueetd+c& rkrtttl~&Ng

2.

A'>rk>tall rlbbe>>/'roa>

3,

k'irk>tall rIbbrr Jioa> the >oath-east.

the.>oath-ea>6

1744

46>,

engr;tving

1746—47, engraving

I>>

J. t'11>lkcr;>I'ttr Hul>crt-Franc<>is

I>y

(>ravclr>t

t1699 1773>.

1'. 8ntitl> after Francis X'ivarcs (1709-80

.

Kirkuall Abbey from the north-east, c1773, watercolour
Moses Griffith (1747—c1809l. Leeds City Museum.

4.

by

the Leeds City Art Gallery with Cuyp-like cattle
drinking at a pool, are in the older, more
traditional manner of Dutch landscapes. Edward
Dayes did a view just before committing suicide
in 1804, which was engraved and published four
years later.
But above all two of the greatest painters of the
M. W. Turner came
age, Thomas Girtin and
to Kirkstall. Girtin executed a series of memorable
watercolours, including one of the nearby village,
between 1792 and 1802, the year of his death.
The best known of these is now in the Victoria
and Albert Museum. A brilliant example of the
Abbey becoming an integral part of the landscape, the architecture forms a vertical accent in
a placid expanse ofcountryside, where panoramic
scope and romantic unity of mood are reconciled
by means of the streak of light in the sky, the
economy of detail and the subdued colouring.
Here was exactly the type of scene which inspired
the anonymous author of the Historical Account of
Eirkstall Abbey, published in 1827: 'After a few
paces farther... unexpectedly bursts on the sight
the tranquil and pensive beauty of the desolate
monastery, as it reposes in the lap of pastoral
luxurience, and admidst the touching associations of seven centuries... from the Inn at

J.

Kirkstall Bridge, the whole range before the eye
presents an aspect of rural quiet and grandeur,
blended with traits of a deep but tender melanNor is it probable that the most
indifferent spectator, from whatever quarter it
attracts his notice, beholds unmoved, so delightful a combination of the richest gifts of nature,
sanctified by such splendid vestiges of the piety
of antiquity... nor when he surveys the mouldercan he
ing significance of the religious
avoid a salutary conviction of the vanity of all
of a
earthy solicitude, or the unworthiness
Temple, built by hands, for the service of an
enduring Providence'.
Turner's view of the crypt (in Sir John Soane's
Museum) is a sombre drawing that captures the
melancholy mood of the scene by means of thin
shafts of light, barely penetrating the gloomy
darkness, which illuminate a group of cattle
huddled near one of the Norman piers and
contrasts with a distant patch of daylight seen
through one of the arches.

choly...

pile...

P

dismal caves
Can ruin'd walls, dark aisles,
Delight far more than palaces of art?
Can sober ivy, as it wildly waves,
More than the garden, touch the enamoured heart.""

or, 'Perhaps the most favourable season for
viewing these ruins is early in the morning, when
of light and shade,
the happy disposition
13

'rmley

occassioned by the rising sun, thrown upon the
eastern front, contrasted with the impenetrable
gloom of the vaulted apartments
within, is
uncommonly striking'."
Architects too began to study Kirkstall as a
source for the revival of Gothic design." Ben-jamin Henry Latrobe, who was born nearby at
Fulneck in 1764, recalled the Abbey, which he
had visited as a schoolboy, in An Essay on Landscape, explained in tinted Drawings, written in 1798
in Virginia where he had gone to live and work
two years earlier. The Essay contains a frontispiece with a panoramic view of the buildings,
which he describes as 'magnificent'nd
situated
'in one of the most beautiful Vallies in England'.
This complex was the inspiration for several
Gothic Revival buildings
which this great
architect designed in the United States. The
celebrated gardener, Humphrey Repton, presented one of his famous Red Books to the leading
Leeds woollen manufacturer,
Benjamin Gott,
for improvements
to his suburban estate at
5. The Tourer artd
W. Craig, 1805.

Cloister

of Kirkstall

Abbey,

engraving

by

in 1810. One of the exquisite watercolours
accompanying the text shows the Abbey, far in
the valley below, brought visually into the
Armley landscape as a garden feature. Thomas
Taylor, a pupil of James Wyatt (architect of
gothic Fonthill Abbey in 1799) and a leading
designer of Gothic churches in Yorkshire, notably
St. Mary, Quarry Hill (1823—6), drew the cloisters
of Kirkstall for T. D. Whitaker's Loidis and Elmete,
1816. At the Northern Society for the Encouragement of the Fine Arts exhibition in Leeds in 1823,
the brilliant young draughtsman, Anthony Salvin
exhibited a view; he was later to become
architect for the 'reconstruction'f
Anwick
Castle, Northumberland
(1854—
65) and some
76 other country houses, many in the Gothic
style.
In the same year, 1823, George Cuitt issued a
set of engraved views under the title Select Parts
of Kirkstall Abbey (Fig. 6), composed with a
feeling for wild grandeur in a deep, velvety
texture which betrays the artist's admiration for
the still enormously
popular works of the
eighteenth century Italian engraver, Pirancsi.
Guide books to Leeds, often including descriptions of Kirkstall, began to appear regularly
from 1800. John Ryley's The Leeds Guide of 1806
has lines by Cornelius Cayley a<ldressed to a
company of young persons visiting the ruins.
M. Martindale, in Lines Written on the ruins of
Kirkstall Abbey published in the Methodist Maga-

zine in

1812:

Musing in mediation deep, on death,
And time, with all his changeful scenes, claps'd,
And dread eternity, while silent rules
Propitious to fair wisdom; here range
With solemn step, the verdant banks of Aire.

I

am

i

III

The shatter'd walls, and broken turrets look
Majestic, by corroding time impair'd;
Turrets lift their time-shook heads

And clasping ivy adhesive clings
And spreads a living robe offatal green
0'er all the mouldering pile.

John Gaunt's Kirkstall

Abbey,

1828:

Survey this scene with philosophic eye
See pendant arches totter to their fall;
But friendly ivy clasps the mould'ring wall.
what is man? —a fragile lump of clay,—
A dream of life, —the phantom of a day!

0

Rich was the scene all nature seemed to smile,
In pleasing contrast to the gloomy pile.
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6.

The. late uf h'irkslall .abber, engraving

by George Cuitt

(1779—1854)

in Select Paris

of h'irkstall

Abbe>',

1823.

After 1830, views and descriptions
become
prolific and to a great extent commercialized as
visits to the Abbey reached fevered pitch.'he
tower, as it continued to decay, began to resemble
a gibbet and the building took on a grim
appearance, which was noted by Robert Southey
in his tragic ballad, Mary the Maid of the Inn:

after 1850 appeared Mary Clarkson, or
Kirkstall Abbey Murder and A. Clarence
Foster's play, Mary the maid of the Inn, or the
Kirkstall Abbey Murder was first performed at the
Alhambra, Pontefract on 12 May 1893. In 1881
Howard's The Astrologer of Leeds: or
appeared
the twin Crusaders of Pontefract Castle and Kirkstall
Abbey, in 1926, Colonel T. Walter Harding's The
Abbot of Kirkstall, a romance of the time of the
Black Prince, and in the following year Nugent
Monck's Kirkstall Abbey miracle play, Robert,
King of Sicily.
the

Inn.'ometime

Where the old Abbey stands, on the common hard by

His gibbet is nour to be seen.
His irons from the roadyou still may espy,

The trav'lier beholds them, and thinks with a sigh,
the maid of the

Of poor Mary,

J.

Footnotes

1. History of Leeds, 1797, p. 30.
2. For a fascinating study of the impact of ruined buildings
on artists and writers, see Rose Macaulay, Pleasure of
Ruins, 1953, with a reference to Kirkstall, p. 348.
3. George Vertue, Note Books, VI, p. 200, in Walpole
Society, XXX, 1955.
4. John Heaton, Hislory of Kirkstall Abbey, 1828, 2nd edition,
p. 35.
5, Tinlern Abbey, lines composed on revisiting the banks of
the Wye, July 13, 1798.
6. In An elegy on the Ruins of hirkslatl Abbey, 1818, p. 64.
7. Miscellaneous lf'ritings, 1797, p. 3.
8. p. 22.
9. pp. 2 —4.
10. Rcv. David M'Nicoff, An elegy on the Ruiru of hirkstat/
Abbey, 1818.
11. John Heaton, History of h'irlsta/I »fbbey, 1828, 2nd
edition, p. 34.
12. Heaton, op. cit., p. 30, commented 'The pleasure arising
from the view of an ancient and magnificent edifice in
ruins is of a mixed kind, and arises from several sources,
one of which is, the consideration of them as part of a
grand and beautiful piece of architecture. Thc high
roof'ed Cathedral aisle and Gothic window, with its rich
compartments and delicate tracery are objects worthy
of attention, independent of their antiquity'.
13. pp. 159—60.
14. 'And still a quiet spirit dwells in thee,/0 Kirkstall, and
around thy towers,/All bared and shattered though
they be, /Float shadows
of ancestral powers./And
scenes of elder simpler times, /Come thronging o'r the
thoughtful heart, /That idly spins these tedious rhymes,/
With lingering steps, loth to depart,'rom W. A. Jackson, hirkslaft Abbey, 1839. The card of Samuel Topham
& Son, Leeds engraver and lithographer, c1846, shows
the character of this commercialism
(T. Friedman,
Engrav'd Cards of Trades-Men in the County of Torkshire,
Leeds, 1976, no. 4). Of post-1830 views, the most
interesting are William Nelson's lithographs,
dated
1836, in Six I'ieu's of hick»la(/:lbbey. Drau n /'rom .
London and Fulneck (LRL,
series of coloured
) and W. Robinson's
York, 1843 (LRL, FLIJK).

on Stoyre by W, /rr'etson',

FLK636/(942)

15.
16.
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Vaturr'nd

lithographs,
Charles G. Harper, Abbeys of Old Romance, 1930, p. 157.
Published by Anglesea Lloyd, c1870.

Selected Views of Kirkstall
Abbey before 1830
A large number of mainly anonymous and undated prints
and drawings of the eighteenth and nineteenth centuries, not
listed here, are in the Leeds Reference Library, Leeds City
Museum and The Thoresby Society. The Handbook of lhe Old
leeds Exhibition, 1926, pp. 224-29, lists 87 items, including
views by Thomas Atkinson, Charlotte Bronte, John Caw-

thorne, John Coney, N. T. Dali, W'. Havell, P. S. Munn,
George Nicholson, Joseph and John Rhodes and John
Varley, and a number of early guide books (pp. 230—31). The
following selection is arranged chronologically.
Abbreviations: I.AC (I.eeds»frts (atendar/, I.CAG (Lcccfs City Art
Gallery), I.CM (LeecLs City Muscumi, LRL (Leeds Refcrencc Library), NSF.FA (Northern Society for the Encouragement of'he Fine Arts exhibition catalogues), TS (The
Thoresby Society).

LODGF., William (1649 89)

Engraving, in Ralph Thoresby, Ducalus Leodiensis, 1715
This is the earliest recorded view. Thoresby listed in 1723
among the Lodge drawings known to him one 'of Leeds with
the ruins of Kirkstall abbey'George Vertue, Note Books, I,
p. 120, Walpole Society, XVIII, 1930; T. Friedman, 'The
Ingenious Mr. Lodge's View of Leeds', LAC, No. 79, 1976,
pp. 24 —26).

BUCK, Samuel (1696—1779)

Engraving, 'Saml Buck Delin et Sculpt
(portfolio II)
R. Sayer and J. Bennett's Catalogue of Prinls for r775 (reprinted 1970) lists under Buck's Antiquities;
or Venerable
Remains of above four hundred Caslles, Monasleries, Palaces, ko" c. tdc.
in Englarrd and Wales, no. 329 'Kirkstall Abbey'.
1723'S

BOWLLATT,

J. B.

Oil, signed and dated 1735, in J. F. Fielding, Kirkslat/ Abbey
Illustrated Historical Sketch, 1950, frontispiece
The artist may be identified as J. Boutell or Boutett or
Bowllatt who, with Thomas Chapman of York, painted a
view of Beningborough
Hall in either 1731 or 1751 (T.
Friedman, 'A Temple Newsam Mystery Solved', LAC, No.
78, 1976, pp. 5—11). Two views by J. B. Bowllatt, Senior,
dated 1735, arc listed in The Handbook o/ the Old I eeds I'xhibrlion, 1926 (nos. 7 and 18). None have been located, although

another view, dated 1749 and signed
Life, 8 September 1977, p. 598.

Counlry

'J.B.'s illustrated

in

GRAVELOT, Hubert-Franqois

(1699—1773)
Coloured engraving, 'James Walker delin. 1744 H. Gravelot
Sculp. Publish'd according to Act of Parliament July 1 1745.
by the Proprietor James
Walker'CM.

VIVARES, Francis or Franqois (1709—80)
i. Engraving, 'Tho. Smith Pin. F. Vivares Sculp. Publish'd
according to Act of Parliament. Jany. 15:

(Boyne II, p. 166)
ii. Engraving, signed and 'Publish'd 1769. by J. Boydell
Engraver in Cheapside No. 90, I. L. Parker in Cornhill
No. 82 & J. Bowles No. 13 in Cornhill.
(QLIJK Smith 1)
iii. Engraving, anonymous, 'Gent. Mag. Feb. 1790. PI.I.
p.
(TLIJK I/5)
iv. Engraving, 'W. Burton, Sc. This Etching of Kirkstall
1746/7'RL

London'RL

103'RL

Abbey as it existed in 1746/7 is from an old print in the
possession of John Stansfeld, Leeds by whom it is

(TLIJK 46)

presented'RL

Vivares, born in Switzerland, settled in London in 1727 and
had a well-known print shop in Newport Street (T. Fried man,
'Two Eighteenth-Century Catalogues of Ornamental Pattern
Books', Furniture History, XI, 1975, pp. 66—75).

HINTON,

J.

J.

Engraving, 'for the Universal Magazine,
Hinton, at the
Kings Arms in Newgate
(DLIJK Hinton 1); a reduced version, c1759, LRL
Street'RL

(TLIJK

I /4)

LE PETIT, H.
Engraving,

Johnson'S

'by H. Le

Petit... in

1769 published

by Joseph

(39C 10)

LCM
Two fine views by this artist are in the Museum's collection
(T. Friedman, Bejnamin Henry Lalrobe Revolulionary Archilect,
Leeds and Newcastle, 1975, no. 26; Kirkstall Abbey, guidebook).
Engraving,

'1 Feby. 1774.

(DLIJK D.L.I)

D.L.'RL

SPARROW

Engraving, 'by Sparrow March 7th. 1774 Published
Hooper May 4th.

by

S.

(LIJK 1/2)
PICOT, V. M.
Engraving, 'l l July 1774.. V. M. Picot Sculpt.
LRL (TLIJK 1774)
ROOKER, Michael Angelo (1743—1801)
1785'RL

1/5)

FARINGTON, Joseph (1747—1821)
i. Engraving, 'Painted by J. Farrington R.A. Engraved by
P. Roberts... Published April 12th. 1792, by P. Roberts,
Hampstead

Heath & W Dickinson, Bond

(TLIJK I/5)

Street'RL

ii. Pencil on brown paper, signed and dated 1801
LCAG (495/23)
GIRTIN, Thomas (1775—1802)
T. Girtin and D. Loshak, in The Arl of Thomas Girtin, 1954,
list a number of pencil sketches, watercolours and engravings
dating from 1792 to 1802 (Catalogues nos. 19, 20, 285, 388,
414, 448); Girtin also painted a watercolour of Kirkstall
village in 1801 (no. 449; Randall Davies, Thomas Girtin's
Walercolours, 1924, pl. 53k
TURNER,
M. W. (1775—1851)
i. Watercolour, R.A. 1798 (no. 346) as 'Refrectory of
Kirkstall Abbey, Yorkshire'Sir John Soane's Museum),
engraved by John Scott and 'Published May I, 1814 by
Longman & Co., Paternoster Row'A. J. Finberg, The life
of M. W. Turner, R.A., 1939, p. 50, no. 42; p. 460).
LRL (Boyne IV)
ii. Engraving, by John Bromley, 'River Scenery Plate 16
London published Aug 1st 1826 by W. B. Cooke, 9. Soho

J.

j

MOORE, James (1762—99)

Engraving, 'Drawn by James
to Act. Dec 1st

Moore... Published

LRL (Boyne IV)
LATROBE, Benjamin Henry (1764—1820)

Watercolour, in An Essay on LandscaPe, exPlained in tinled
Drawings, MSS, 1798 Virginia State Library, Richmond
A view and two details, reminiscences of the artist's Yorkshire
childhood (T. Hamlin, Benjamin Henry Latrobe, 1955, pl. 1).

NICHOLSON, Francis (1753—1844)
i. Engraving, 'by J. Walker from an Original Drawing by
F. Nicholson. Published Novr. 1st 1799 by J. Walker No. 16
Rosomans Street, London', in The Itinerary, Vol. IV, Pl. 188.
LRL (TLIJK 1/5), another LRL (DLIJK Nicholson I)
ii. Watercolour, 1803.
LCAG (12/38)

Nicholson exhibited a view at R.A. in 1803 (434); another
is illustrated in Apollo, LXXXIX, No. 78, p. 393.

MULREADY, William (1786—1863)

i. Watercolour,

Watercolour, c1 776
Beausire Collection
The artist was working at Harewood in 1773—74 and exhibited a 'stained drawing'f Kirkstall at the R.A. in 1776
(no. 262). A view of an unidentified ruined abbey, 1770, oil
on canvas, is at Temple Newsam (22.71/48). (E. Morris,
'The Beausire Collection of English Watercolours', Connoisseur, January 1971, p. 1, pl. 4).

(39C2)

LRL (TLIJK

Schnebbelie was draughtsman to the Society of Antiquaries
and a contributor to the Gentleman's Magazine.

Square'.

GRIFFITH, Moses (1747—c1809)
Watercolour, cl 773

D.L.

Castles in England and Wales. Drawn on the Spot by games Moore,

Esq., F.S.A, and executed in aquatints by G. L Parkyns, Esq.
(T. Girtin and D. Loshak, The Arl of Thomas Girtin, 1954, pp.
23, 26).
SCHNEBBELIE, Jacob (1760—92)
Lithograph, 'Published as the Act directs July l. 1791, by
J. Schnebbelie, Poland Street, London, and G. I. Parkyns
Esq, Nottingham*

according

1784'S

Moore collaborated with Thomas Girtin until 1794—5; in
1792 and 1793 he published Monaslic Remains and Ancienl

signed and dated 1804, inscribed 'This
drawing was done from nature by William Mulready, R.A.
in his early youth', probably exhibited R.A. 1804 (nos. 392
or 411) (A. Rorimer, Drauings by William Mulready, Victoria
and Albert Museum, 1972, no. 122).
Victoria and Albert Museum, Department of Prints and
Drawings
ii. Engraving, 'Drawn by Wm. Mulready R.A. Engraved by
John Cousen', in An hislorical antiquarian and picluresque accounl
of Kirkslall Abbey embellished uith engravings, by W. Ma/ready
and C. Cope, 1827

CRAIG, W. (working 1794—1811)
i. Engraving, 'by J. Pye from a drawing by W. Craig for the
Beauties ol'England & Wales', 1805
LRL (TLIJKA Tower 1)
ii. Engraving, 'Craig delin: Pye sculp'; another view

LRL (TLIJK I/2)

F..W. and James Craig, 5 Providence Row, Leeds, advertised
in the Leeds Inlelligencer in 1794 regarding their 'PUBLIC
SCHOOL... where DRAWING and FANCY PAINTING
are taught, in the most approved and fashionable Style'; they
also sold artists'olours
(T. Friedman, Engrav'd Cards of
Trades-Men <n lhe Counly of I orkshire, 1976, no. 13). W. M.
Craig of London exhibited a view of Kirkstall Abbey at
NSEFA, 1810 (no. 125).

BUTTER WORTH, John and William (1769—1834)
Engraving, 'Butterworth. fc. Leeds', dated I January
in John Ryley, The Leeds Guide, including a Sketch of
virons,

and Kirkstall

Abbey,

1806.

Sculpt. Published

90, Cheapside,

July 1st. 1812 by Messrs. Boydell & Co.

(FLIJK 54)
London'RL

RHODES Joseph (1782—1854) and John (1809—42)
The work of these two local artists, father and son,

is often
or initially 'J. Rhodes'nd 'JN Rhodes'. Both
exhibited views at the NSEFA, 1822 (nos. 29, 54); one signed
'JN Rhodes's in LRL (QLIJK Rhodes I) and a group is in
LCAG. (W. H. Thorp, john Ã Rhodes, A Torkshire Painler,
1904, pp. 14, 20, 49—50).
BURRAS, Thomas (1790—1870)
Drawings, NSEFA, 1822 (no. 41), 1825 (no. 197); not located
Burras was a pupil of Joseph Rhodes (T. Friedman, 'Leeds in
1844', LAC No. 79, 1976, pp. 27 —32).

unsigned

1806,

lhe

En-

The Butterworth's tradecard is in T. Friedman, Engrav'd
Cards of Trades-Men in the County of Torkshire, 1976, no. 2.
DAYES, Edward (1763-1804)
and TopoEngraving, 'by J. Grieg for the Antiquarian
graphical Cabinet from a drawing by E. Dayes... Published
for the proprietor by W. Clarke New Bond St. & J. Carpenter Old Bond St. Oct I,

(DLIJK Dayes I)

RIDDELL, R. A. (working 1793—1812)
Coloured lithograph, 'R. Riddel delt. Archd. Robertson

1808'RL

SCHWANFELDER, Charles Henry (1773—1837)
Drawing, NSEFA, 1809 (no. 170); not located
CALVERT, Charles (1785—1852)
Drawing, NSEFA, 1810 (no. 108); not located
REPTON, Humphrey (1752—1818)
Watercolour, Red Book, inscribed 'Armley House near Leeds
in Yorkshire. A Seat of Benjamin Gott, Esq.', c1810
Paul Mellon, Esq.
A set of watercolours views with text (J. Harris, A Catalogue of
Decoralion, Sculplure and
Brilish Drawings for Arch'<teclure,
LandscaPe Gardeni»<g <»o «loo in American Colleclions, 1971,
12123).
pp. 172-74, pls.
TAYLOR, Thomas (cl 778 1826)
i. Two views, NSEFA, 1810 (nos. 164, 185); not located.
ii. Engraving, 'Thos. Taylor. del. J. Le Keux. Sculp'n T. D.
Whitaker, Loidis and Elmel», 1816, opp. p. 118.
(F. Beckwith, Thomas Taylor Regency Architecl, Leeds, Thoresby
Society, 1949; H. M. Colvin, A Biographical Diclionary of
English Architects»66o —»84o, 1954, pp. 605 —
6).

CUITT, George the younger (1779—1854)
Engravings, a set of five, 'G. CUITT. 1823 MASHAM'n

Select Parts
Cuitt t8aS.

of Kirkslall

Abbey.

Drawn

and Etched by George

LRL (ELIJK)

SALVIN, Anthony (1799—1881)
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Frampton's

Monument

ROSALIND BARNETT

November 27, 1905 was an especially important
day in the history of Leeds. One of the finest
pieces of modern sculpture in the world,'he
great bronze and Portland Stone monument to
the memory of Her Late Majesty Queen Victoria,
was about to be unveiled to a huge crowd
assembled in Victoria Square. Some four hundred mounted police and military, comprising
the Royal Field Artillery and detachments from
the Volunteer Corps, which had marched from
the Fenton Street Barracks led by the band of
the Rifles, formed a ring around the base of the
monument. The front of the Town Hall, rising
behind smoky and sombre, was hung with long
lines of coloured streamers and from the topmost pinnacle of its dome a flag fluttered gaily in
the breeze. The tram service in the centre of the
city was suspended for the occasion and the day
was cold with showers of sleet. The Leeds and
Torkshi re AArcurp
reported 'a solid mass of
humanity as far as the eye could range'nd the
yorkshire Evening News that 'men and women
stood packed together like herrings in a box.
Every point of vantage was occupied, people
taking up positions in shop windows and on
walls or low buildings, whilst more venturesome
spirits had secured positions on the house-tops,
and others clung in perilous attitudes to the backs
of the huge lions that flank the Town Hall'.2
Punctually at 3 p.m., amid roars of cheering, a
procession emerged from the Town Hall led by
the Memorial Committee, followed by the Lord
Mayor, Mr. Edwin Woodhouse, in the scarlet
robes of the Deputy Lieutenant of the West
Riding, the Town Clerk, Chief Constable,
Alderman and Councillors in their scarlet and
purple robes of office, and Mr. (later Sir) George
James Frampton, the sculptor of the monument.
The proceedings were brief. The chairman of the
Committee, Alderman F. W. Lawson asked the
Lord Mayor to accept the memorial on behalf
of the citizens of Leeds. Colonel T. Walter
Harding, who had been chairman of the building
committee of the new City Art Gallery in 1888,

to Queen Victoria

one of its first important benefactors and donor
of much of the sculpture in the then recentlycreated City Square, including The Black Prince,
spoke a few words in praise of Frampton, and a
vote of thanks was proposed by Sir James Kitson,
M.p., who spoke of 'the great development in the
arts, manufactures, and sciences which had taken
place in Leeds during the beneficent reign of
Queen Victoria'.3 More cheering, the sound of a
bugle and the band play ing the National
Anthem —far aloft under the Town Hall clock a
group of shawl-clad women beat time to the music
—the Mayor pulled a cord and the canvas fell
away to reveal the statue (Fig. 1>. The civic
party then returned to the Hall to the stiring
strains of 'God Bless the Prince of Wales'.
Leeds, in fact, had been planning a royal
statue for Victoria Square even before the
Town Hall was completed in 1858. Cuthbert
Brodrick's presentation watercolour of the previous year (Fig. 2) 4 shows his majestic, colonnaded
entrance and steps flanked by allegorical groups
(in the executed scheme replaced by lions) and
in the centre of a spacious piazza a statue of the
young Queen on horseback, a composition which
anticipates Thomas Thornycroft's famous bronze
equestrian of 1870 in front of St. George's Hall,
Liverpool.5 Thornycroft had exhibited a lifesize, bronze equestrian of the Queen at the Great
Exhibition of 1851,'nd it may have been this
work, which was the centrepiece of the Crystal
Palace and was undoubtedly
seen by many
visitors from Leeds, that inspired Brodrick to
encorporate a similar one at this penultimate
stage in the design. However, nothing came of
this ambitious scheme, although in 1858 Sir Peter
Fairbairn, the Mayor of Leeds, commissioned the
Yorkshire-born
highly-successful,
sculptor,
Matthew Noble, to carve the colossal marble
statue of the Queen for the Town Hall
the end of the century, nearly every important community in Great Britain had erected a
statue of the Queen; the most notable of these
was Sir Alfred Gilbert's bronze at Winchester
vestibule.'y

19

,~$Ws gll

1. The Memorial Statue lo Queen Victoria, 1901—5, by Sir George Frampton; a photograph
site in Victoria Square, Leeds (National Monuments Record).
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of 1938 showing the work on its original

2.

Leeds Toron Hall toith the proposed equestrian statue of Queen
Victoria, j857, watercojour
by Cuthbert Brodrick. Leeds

City Art Gallery.

(1897).'he history of the Leeds statue, one of
the finest of the group, is revealed in the Committee Minutes of the Corporation and in the
contemporary press.a
Queen Victoria died at Osborne on 22 January 1901. On 2 July, the Mayor of Leeds (F. W.
Lawson) held the first meeting of prominent
citizens,'hich was then formed into the
Memorial Committee, 42 worthies, including
the Mayor, as chairman, Sir James Kitson,
Colonel T. W. Harding, Colonel F. C. T.
Gascoigne, Councillor Richard Boston, another
donor of City Square sculpture, E. W. Beckett
the renown
(Lord Grimthorpe,
architect),
W. H. Thorp, the architect of the City Art
Gallery and Butler Wilson, the first biographer of
Brodrick. These men first considered the form
the memorial should take: various suggestions

were made, from building a maternity wing at
the Women's and Children's Hospital to endowing beds in Leeds Infirmary, erecting a main
entrance to the Yorkshire College and purchasing
pictures for the City Art Gallery. The majority,
however, were in favour of a statue, a decision
prompted by a letter received from the Lord
Mayor of London asking the citizens of Leeds to
subscribe to a national memorial in the capital."
Leeds, however, were not to be outdone by
London and an independent subscription fund
was launched, with a goal of not less than
10,000.'ix hundred people donated from
two shillings to
500 and Q7,722.13.5 was

$

$

raised.'s
The choice of sculptor was particularly appropriate. George Frampton (Fig. 3) was then
forty-five years old and at the pinnacle of his
career; his work was well known from articles
and illustrations
highly important

in The Sludio and from the
pioneer book, Brilish SculPture
and Sculptors of To-day by Marion H. Spielmann,

21

published in 1901. In the same year, Frampton
exhibited a colossal bronze statue of the Queen,
commissioned for Calcutta, at
was born in 1860 in London and studied at
the Royal Academy Schools where, in 1887, he
won a gold medal and travelling scholarship;
in the following year he went to Paris. There he
was attracted by the work of the recently
emergent French Symbolist artists, like Puvis de
Chavannes, Odilion Redon, Gustave Moreau
and Gauguin.'his interest is reflected in such
a masterpiece as Mysteriarch, 1892, in the Walker
Art Gallery at Liverpool (Fig. 4). In 1894,
Frampton became a leader of the Arts and
Crafts Movement with his appointment as joint
head (with the architect, W. R. Lethaby) of the
L.C.C. Central School of Arts and Crafts.
Knighted in 1908, three years later he produced
the work for which he is world famous, the bronze
Peter Pan in Kensington Gardens. He died in
Manchester.'e

1928.

Frampton's contribution to the contemporary
sculpture scene lay, in Spielmann's judgement,

3. Sir

George

Frampton

(1860—19281; a photograph

Bacon & Son in the OPeial Programme,
Library).
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1905 (Leeds Reference

in that he 'is one of the most versatile and most
original artists of the present day, thoroughly "in
the new movement" which he has done so much
to direct. Highly accomplished... he is at home
in every branch of his art —portraiture, decoration, ideal work, metal work, goldsmithery,
jewellery, enamel, and furniture... His big,
surfaces are as
broad, simple, undecorated
valuable as his ornamental ones; his spacing-out
and the shapes are well
is always interesting,
considered... His lines are simple and severe,
and strongly opposed... It reminds us somewhat
in its character of the early Italian masters, whom
he must surely have studied deeply
Frampton, together with Sir Alfred Gilbert, Sir
Thomas Brock, Frederic, Lord Leighton, Alfred
Drury, Frederick Pomeroy, Sir Hamo Thornycroft and others, belonged to the group of late
Victorian sculptors who were 'in open rebellion
is marble, and
against white sculpture','hat
who favoured a return to the great moment in
the history of bronze sculpture, the Italian
Renaissance. Frampton achieved this not only
in his many small cabinet pieces but in large
scale works like the Leeds Queen Victoria, which
is amongst his most ambitious efforts.
The Queen (Fig. 5) is shown at about the age of
fifty, enthroned and crowned, holding the Orb
and Sceptre, wearing the richly brocaded and
tasselled Coronation robes. Below, on the Portland Stone base, is an elaborately carved royal
arms, with the inscription 'Victoria 1837—1901';
on the back of the base, facing the Town Hall
entrance, the inscription 'Raised by Volunteer
Subscription of Citizens of Leeds in the Year
1901', surmounted by the City's Arms. The flanking sides have luxuriant swags of the fruits of the
Earth and Sea, symbolic of a plentiful reign and
naval supremacy, and in large niches sit bronze
figures of 'Peace', represented
by a woman
holding the world in one hand and the palm
branch of peace in the other, and 'Industry',
an heroic, muscular male, stripped to the waist
and surrounded by implements of the industries
of Leeds. Around the foot of the base is a bronze
band inscribed 'India', 'Canada', 'Africa'nd
'Australia', with their respective emblems, indicative of the great regions of British influence
abroad. The entire monument rose over thirty
feet from a broad, stepped base."
Leodonians immediately acclaimed the monument. Mr. Lawson thought there 'is no other
statue like it in Great Britain', Colonel Harding

4.

Mysteriarch,

1892, by Frampton, plaster, 36 inches high. Walker Art Gallery, Liverpool.

5.

Queen Victoria,

the crowning figure on the Leeds Memorial;

Reference Library).

a photograph

in the OPrial Programme,

1905 (Leeds

spoke of its 'simplicity and dignity of treatment,
and for imposing, artistic effect, none could
the Leeds
surpass, if, indeed, any equalled'nd
and I'orkshire Mercury noted that the 'late Queen
was of small and unheroic stature, so that a
seated position was by far the best for a memorial
of her, and Mr. Frampton... has planned his
statue on lines that make for nobility and dignity
of bearing'. The yorkshire Post considered that
'Leeds, whose former dingy aspect was so long
the scorn of the travelled stranger, will, on
Monday next, present fresh evidence of that
enlightened policy and feeling for art which has
in recent years imparted a sense of dignity and
even beauty to some of its open spaces and
thoroughfares. To its possession of one of the
noblest equestrian statues in Europe, the city is
about to add a memorial statue of the late
Queen Victoria, which has, not inaptly, been
described as one of the finest pieces of modern
sculpture in the
the entire period of designing and
production as well as the day of unveiling,
Frampton appears to have made a considerable
impact on Leeds. As early as 1902, when his
design for the memorial, submitted as a model
(now lost), was approved by the Committee, he
had already entered into discussion regarding
the improvement of Victoria Square and early
in 1903 submitted a scheme whereby the area
would be enclosed by palisades of local stone,
with entrances on four sides, together with an
estimate of 5,000 for carrying out the work.
The Committee approved the scheme but the
Corporation requested its withdrawal and nothing substantial was done.'his failure was noted
one
by the contemporary press: 'There
deterrent from the appreciation with which the
artistic eye will incline to regard the situation;
and that is the out-of-place character of some of
the buildings on the Park Lane side of the
Square. The uneven nature of the ground itself,
too —a matter which it is hoped will be improved
in due time rather detracts from the general
effect. Had the rulers of Leeds thirty or forty
years ago but displayed foresight in dealing with
the Town Hall frontage, what a magnificent
vista and what an altogether dignified architectural outlook southwards might not have been
opened up!'.2" In a special interview in the
I orkshire Evening Post, entitled 'Jumbled-Up
Leeds. Mr. G.
Frampton on the City'
Buildings', the sculptor replied to the reporter'
world'.'uring

$

is...

J.

'ith

question 'Is Leeds ugly?
the observations:
'Some of the buildings in Leeds are very fine...
but like all cities more or less jumbled up, there
is no plan. If there were some controlling
authority for these cities, such as a Minister of
Fine Art, probably it would be better. If some
controlling hand had been at work when the
Town Hall was built, they would certainly have
ensured a space of 400 or 500 feet in front of it.
What is the good of putting up one of the finest
buildings in England, all jammed in with a lot
of bad property. I can quite understand a fine
building being surrounded by historic buildings,
which are treasures, but these are not treasures;
they are an eye-sore to a great city'."
We catch another glimpse of the sculptor on
unveiling day at the reception in the City Art
Gallery given in his honour by the Lord Mayor
and Lady Mayoress, at which non-alcholic
beverages were served. 'Kester'escribed
the
occasion in the yorkshire Evening Post: 'The Art
Gallery was simply packed to overflowing. The
difficulty was to keep one's partner by one's side,
and prevent her from being announced and
presented to Mr. Frampton as somebody else'
lady... "What a fine-looking man Mr. Frampton
is" a very young lady said to me. "Why does he
wear a robe, though?"... "That's the Lord
Mayor," I told her... The crowd was very dense,
and the anxiety of the people to meet the sculptor
must have been very great. Certainly it is no
mean thing to be able to mention casually
during the conversation that Mr. Frampton, the
R.A., you know, told you that he thought Leeds
was the dirtiest town he had ever seen, or words
to that effect... "He's there." "Who?" I asked.
"Why, Mr. Frampton, of course. Who'd you
think?" A clean-shaved man of medium height,
with a roundish face, and rather frightened
looking eyes, peeping through spectacles, who
might easily have been mistaken for a clergyman,
was talking to a lady. We stood about for half an
hour or so, waiting for someone to introduce us,
but as no one did so we decided to go upstairs and
console ourselves with pictures. Here we meet
the very young lady. "Have you seen Mr.
Frampton?" she eagerly inquired.
got his
autograph!" she cried excitedly. "Here it is, next
to Rossetti...
If Frampton did not approve of Victoria
Square, he did admire the two pendant statues
flanking the Queen's memorial. One was of Sir
Robert Peel by William Behnes, 1852, removed

"I'e
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from its original site at the south end of Park Row
in 1903 to make way for City Square, and the
other of Zhe Duke of 14'ellint,ton by Baron Carlo
Marochet.ti, 1855. The trio formed a splendid
enhanced an
civic tribute and considerably
otherwise inadequate approach to the Town Hall,
although the group was not destined to remain
together for long. An apparently unnecessary

scheme initiated in the 1930's, when the appreciation of Victorian sculpture was at its lowest,
resulted in the removal of all three statues to a
wholly inappropriate and forlorn banishment on
Woodhouse Moor, where they remain, and
Victoria Square became a small municipal car
park, which it remains to this day.
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New Ideas in Art
MIRANDA

STRICKLAND-CONSTABLE

In this note my principal purpose is to discuss a
selected few works from among the Art Gallery's
acquisitions in the past two years. By way of
background, I want to say a little about 'conceptual art'a subject which has attracted the
biggest crop of funny jokes about avant-garde
art since the Cubists) since some of the ideas
connected with this movement are embodied in
the works I shall discuss. Strictly speaking, while
one can on the one hand maintain that all
serious art is conceptual to some degree, the
term 'conceptual art'hould be restricted to the
work of only a very few artists, and to some of the
work of some others, and it would be quite
inaccurate to 'label'he artists I am going to
discuss as 'conceptual artists'. 'Labels'f this
kind are useful in analysing works of art, and
should not be used to pigeonhole artists; however,
such terms do get widely used and do sometimes
point to a common currency of ideas in which
artists of a particular time participate, more or
less.
During the last ten years or so there has been
an enormous increase in artistic activities which
go beyond the traditionally accepted boundaries
of painting and sculpture. It is an increase, not a
beginning, since such activities go back at least
to the work of the Dada artists in 1916; and
Marcel Duchamp, whose first important contributions to a new idea of art were made even
earlier, and who died in 1968, must be considered
at least an important ancestor.
In 1967, the American sculptor, Sol LeWitt
wrote 'I will refer to the kind of art in which I am
involved as conceptual art. In conceptual art the
idea or concept is the most important aspect of
the work. (In other forms of art the concept may
be changed in the process of execution.) When
an artist uses a conceptual form of art, it means
that all of the planning and decisions are made
beforehand and the execution is a perfunctory
afFair. The idea becomes a machine that makes
the
What the work looks like isn't too
important. It has to look like something if it has
physical form...
Conceptual art is only good when the idea is
good'.'his programme can be made to apply,

art...

in LeWitt's case, for instance, to drawings which
he makes or has made by other draughtsmen,
in
which the lines are plotted according to a
written set of directions as to their length and

direction. The results can and do 'look good', but
that is not the point; the point is that we are not
dealing with a 'style'f visual appearance, we
are dealing with a set of ideas, an attitude of
mind. Appearance will follow on from content,
which dictates the means to be used to express it.
Conceptual art eschews altogether the idea of
art as decoration. While the phrase 'merely

decorative'as been in use for a long time for
dismissing bad art, the conceptualist will go so
far as to say that such a work is not a work of art

at all. The primary function of art, according to
Joseph Kosuth's to question the nature of art,
and to present 'new propositions as to art's
nature'. Meaning is all important, its presentation, 'beautiful'r otherwise, is subservient.
The kind of art which is generally labelled

'conceptual'an vary widely in its manifestations. Minimal sculpture (of which more later)
preceded conceptual art but shares something
of its concerns; performances in the studio or
before an audience, recorded on video or film;
earth art and work done directly in or with the
landscape; photographs with or without documentation; written texts; these are some of the
means used to communicate a variety of concerns involving the nature of art, its relationship
to philosophy, its political attitudes (the artist'
relation to society, a prime concern with many
artists reflecting often the disgust felt at the way
art works have come to be used as marketable
commodities on the investment market) and so
on. Because the range of media is so wide, and
because records, either visual or written, are
given equal status with made objects, the range
of vision in both time and space is opened up
wide —events which originated in Africa or the
Andes or last year are made equally available.
Richard Long was born in 1945 in Bristol,
where he now lives, and studied at the St.
Martin's School of Art. His work Five Stones
Iceland tg75 (Fig. 1) while answering LeWitt's
definition quoted above, also illustrates how an
27
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Five Stones Iceland sg75 by Richard Long.

apparently limited formula can be used to open
up and expand our horizons. It is a work
originating in the total privacy of an isolated
mountainous landscape, and is presented in the
form of a photograph, a medium which carries
the authenticity of a true record (since that is
how we most often use it ourselves). Richard
Long works with landscape, often in lonely,
remote places or over great distances.
Sometimes his work will consist in simply
travelling through it in geometric patterns alien
to and imposed upon the natural configuration
of the countryside, marking his route and the
times taken on a map, as in A Walk of Four Hours
and Four Circles, Dartmoor England I97z; sometimes
taking the landscape's own forms as a guide and
following it out completely, recording the given,
chance-determined
pattern on the map as in

A six day walk over all roads and double tracks inside a
six mile wide circle centred on the Giant of Cerne Abbas,
Dorset rgb. Both these examples take place in

country bearing many remains of pre-historic
man (the Giant of Cerne Abbas is an ancient
monument of this kind, a fertility figure cut out in
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the chalk) and this gives these walks ritual associations apparent to anyone sensitive to history,
and observable from study of the map. Where the
landscape is so remote as to be untouched by the
hand of man, Richard Long himself changes it
in some way, introducing straight lines or circles
or squares into an otherwise wild situation, by
shifting the pebbles on a beach, walking a path
into gravel or grass, standing stones upright on
the ground, or using sticks found nearby. The
contrast of geometry with unorganised nature
sets up associations in time and space which have
a magic quality all the more potent for the
knowledge that these alterations to the landscape
are so slight (gentle would be an appropriate
word) that they may not even last very long. The
photographic record is the permanent monument.
The works may disturb our consciousness but
not the landscape itself with which they are one.
(The neolithic monuments which they sometimes
resemble have themselves through the action of
time come to be seen as landscape features.)
Occasionally, for an exhibition Long will introduce materials taken from the landscape into a
gallery and there construct a floor sculpture —of
stones or sticks or driftwood, laid out in regular

configurations, like the powerful series of concentric stone circles shown in The Xetv Art at the
Hayward Gallery in 1972. Five Stones Iceland tcI75
(Fig. 1) was made by setting five boulders to leap
down the side of a volcano, and photographing
the pattern made by their tracks. This action
combined a pre-determined system with acceptance of the chance configurations
made by
setting that system into motion. There is a nice
balance between these elements. Here Long is not
really imposing a pattern on the landscape; he
has co-opted the natural forces —weight and
gravity —onto his side, and beside the fortuitous
star pattern made where three tracks cross at the
same place, we can see that the lines of the tracks
and the lines made by the distant hills resemble
each other, because these same forces went into
their making.
This work has no text apart from its title, and
besides associations we ourselves can bring to it,
from our own knowledge of Iceland (country of
snowy volcanoes, land of Norse sagas) all of its
content can be deduced by the observer. It does
not need explanation, it is self-sufficient, and yet
infinitely extensive, private but allowing each of
us to share in its privacy.s
The American sculptor Robert Morris was
born in 1931 in Kansas City. He studied
engineering, then art, and at the outset of his
career engaged in film, in dance and performance
pieces, and in painting. After moving to New
York he studied art history, and wrote his
dissertation on Brancusi. Since then a considerable body of sculptural work has been
accompanied by critical writing, notably the
series of articles entitled 'Notes on Sculpture',
published in Artforum from 1966 onwards.4 His
range of sculptural concerns has been particularly wide, and associated variously with minimal
art and conceptual art. If one thumbs through
the pages of the catalogue of Morris's Tate
Gallery exhibition of 1971, one gets an impression
of an artist working 'in a variety of styles', but to
describe the visual diversity of his work in this
way is to misunderstand it, and an examination
of the actual works will dispel the notion.
What Robert Morris has done is to pursue
certain ideas, which can be related to each other,
about the function of sculpture, in whatever
directions they might lead, and where possible
to discount 'style's a component of the work
altogether. A particular piece will take a form
which most readily makes clear the idea behind

it, and the materials chosen are the most useful
for that purpose. In much of his work Morris has
pursued some of the same pre-occupations as
Carl Andre, Don Judd and Sol LeWitt, whose
art has come to be described as 'Minimal'. The
concerns of these artists overlap, though they
are not, of course, always identical. What they

have most in common are: the use of simple
geometrical shapes, polyhedrons like the cube,
which can be easily identified as such by the
observer, often used in multiple units, in an
arrangement
which is non-hierarchical
(i.e.
regularly placed so that no one unit is more (or
less) interesting than another either in shape or
positioning than any other. Thus the balance of
relationships which has played so important a
part in previous abstract art is eliminated). The
sculpture is placed in a specific relationship with
its architectural surroundings, thus forcing the
observer to consider the space these structures
occupy, and the shape of the space that is left for
him to move in. It follows that the actual size of
the sculpture matters very much in this situation.
A much quoted extract from an interview
between Robert Morris and the sculptor Tony
Smith illustrates this: 'Robert Morris Why didn'
you make it larger so that it would loom over the
observer? Tony Smith I was not making a monument. RM Then why didn't you make it smaller
so that the observer could see over the top? TS
I was not making an object'.s In relation to the
size of a man, Morris writes, things which are
large tend to have a 'public'haracter,
things
which are smaller become 'intimate'. Morris has
experimented with a number of different shapes
used in this way, sometimes singly, sometimes in
sets, usually made of plywood or fibreglass
painted a neutral grey, or not painted at all, with
fiat, anonymous surfaces (an important tenet of
minimalist art is that it shall not betray the
personal touch of the artist which would be
unnecessary, even obstructive, introducing unwanted emotional overtones).
He introduces complications such as arranging
the units in different combinations in the course
of one exhibition, or —in an example of which
one version is in the collection of the Tate
Gallery —using mirror glass to face the sides of the
blocks, thus adopting part of their surroundings
for themselves. He has also used expanded metal
mesh so that the units are seen not to be solid,
seen to be volumes and not masses. A wish to
identify closely the form of a work with the
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2.

Location

tg73 by Robert Morris.

properties of its material led him to make
sculptures of felt, and of earth, in which the
force of gravity played a part, and determined
that the pieces would never look exactly the
same when re-installed in a new location. The
random configuration of felt strips hung from a
wall accepted also the workings of chance,
apparently contradicting the thinking behind the
rigid conformations of 'minimal'culpture,
but
in fact connecting with Morris's work in that
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mode in specific ways. For instance, the mirror
boxes change when exhibited in a new place,
partly because he likes them to be spaced
according to the proportions of the room, partly
because the reflections will be diflerent.
Location (Fig. 2) is a piece originally made in
1963, early in Robert Morris's career (collection
of Mr. and Mrs. Robert C. Scull), but repeated
in a small edition in 1973. It is one of several
pieces at that time (1963) involving the use of
words and the idea of measurement. It relates
to the idea of sculpture as an occupier and, so,

3.

Condensed

Edge Grid, 1976, by

Joel Fisher.

definer of space, and again changes according
to where it is placed. It is equipped with actual,
manufactured
number counters which can be
set to read off'he number of feet the piece is
placed distant from the ends of the wall on each
side, from the ceiling and from the floor. It thus
pre-empts the wall space as part of itself, as well
as indicating its own position in that space.
Visually it is a satisfying piece of graphic design,
appropriate to its informative function.

Joel Fisher is an American artist, born in 1947,

who trained at Kenyon Gollege, Ohio, and after
winning several awards and a travelling scholarship, held his first one-man exhibition in 1970.
He has been making works with paper for some
years. Where traditionally paper, however carefully chosen or even specially made, is thought of
as the 'support'n which the drawing is made,
with Joel Fisher the paper is the work. He makes
the paper himself, and often exhibits it on its own,
without any added marks or manipulation; the
variations in colour and texture being the result

of using different materials with which to make

the pulp
instance,
colours),
the pieces
their own

in the first place (he has used, for
old clothes —his own —of different
and the rough, handmade quality of
gave them the physicality of objects in

right.

Edge Grid (Fig. 3) is more easily
the conventional
recognised as a 'drawing'n
sense, since the paper has lines, made with a
Pentel pen, over most of its surface. The paper is
rough and has irregular edges, and the lines are
drawn following this wavering outline, parallel
to each edge and repeated to the middle of the
paper, thus making a grid. The lines, therefore,
depend on the paper's configuration for their
form, and could not be the same on any other
piece of paper. Here we have again that nice
balance between planned intention and chance
the
we saw with Richard Long, although
'objectness'f this piece makes it a very different
kind of work.
Condensed

A feature of much of the new art is a stress on
the act of making (or performing, or saying).
Many events which have contributed to, or
constituted exhibitions of conceptual art, have
been ephemeral in character, surviving only in
records or museum catalogues. However, artists
have certainly not, despite the prevalence of
around
amusing quips about 'non-events'andied
when the subject is raised, given up making
works of art, some of which we hope will stand the
test of time. But their principal concern now is
with the present; no work of art ever has quite the
same impact after many years as when it was
quite new —it may be as good but it will be
different, because the circumstances, beliefs and
feelings of its audience will have been changed
(perhaps even by the art itself. So it does seem
important to look at new art now, without
waiting for posterity to tell us whether we are
right or not.
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