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Editorial
In the editorial of the last Calendar an account
of the campaign to save the Mostyn
flagons. The present Calendar includes an article by Charles Oman, the leading authority on
and on much Continental silver
English silver
too for that matter
about the engraving which
embellishes them. So scholarship follows acquisition, the traditional pattern at Temple Newsam,
to which attention should occasionally be drawn
for it is not accidental. It is the object itself, its
overall artistic presence
its success as a work of
art that qualifies it for a home in Leeds. This is
the fundamental
reason why the collections are
so good. The defmable criteria used to make a
case for purchase are often worked out after an
acquisition has been made in the curatorial
mind. At a point, in fact, when it becomes
necessary to persuade a committee or other fund
controlling bodies to underwrite the exercise.
This is quite sensible, it puts first things first and
fits in with the pattern of life; no group of people, however eminent, can make progress unless
a proposition is put to them by an individual.
How happy it is, therefore, that our tankard's
arrival at Temple Newsam should be followed so
soon by the publication of an article by Mr.
Oman on the conception and realization of this
Elizabeth prodigy.
Something good, something bad, the framework of another pattern, but one that has to be
accepted rather than made. The near collapse of
the Long Gallery ceiling at Temple Newsam
seems to be thoroughly bad, a black event in the
history of the house and indeed of the art
galleries generally. It is tragic to see this most
magnificent room filled with steel scaffolding
and the library beyond made inaccessible. There
seems a certain irony too in that so much work
has been concentrated on these two rooms in the
last quarter of a century. The acquisition of furniture of suitable quality, some of it originally
made for the Saloon, as the Long Gallery in its
18th century form should properly be called,
and the full restoration of the fabric of the
superb library which took so many years to
was given

achieve. The practical
are
consequences
devastating. No Saturday evening concerts; no
annual soiree and A.G.M. this year or next year

and no carol party at Christmas. Worse still, the
alias Smithfield
whole of the floor above
so
recently opened up as a model educational unit
is out of commission
and has had to be
evacuated. It is here, above the ceiling, that all
the remedial work will have to be done. The
word evacuation inevitably reminds the older
generation of the war; in fact the emergency is
horribly familiar. The Art Appreciation programme and the even more recent service for
schools, both of which have been so successful
and become such an important part of the Art
Galleries image, are in jeopardy. They cannot be
allowed to fail for lack of accommodation —
they
are too young to die. 'Business as usual'ust
somehow be maintained and with a bit of sympathy from our customers it will be. How is the
great question, for the house which looks so vast
has very little spare space almost every inch has
been put to full use through the years apart
from the Tudor cellars which need a lot of
rehabilitation and therefore money before they
can be made fit for visitors. The restored chapel
will have to be used as a teaching space, but
Lord Halifax and the church authorities have
agreed to this emergency measure;
willingly
more of the war-time spirit recaptured. It is sad
to relate that the new vicar Michael Hunter had
to hold this year's annual service in his parish
church at Whitkirk. We wish him well in his
ministry and hope that he will be able to "resume
services" in the chapel as soon as possible.
The scene is not all black even in its most
material aspects. The ceiling, a major work of
art in itself, did not fall. It gave warning of its
condition by sagging gracefully, if positively,
allowing time for the alarm to be raised and
answered. No hunks of plaster fell on anybody
and no-one was precipitated from Smithfield to
the Long Gallery floor grasping a precious object
in his arms. Maybe the familiar words "by family
descent" usually applied to old families in old
houses refers to what nearly happened at Temple
Newsam.
However difficult the present is there must be
comfort in the fact that this famous ceiling is the
acknowledged jewel of one of the most important
houses in the country. Surely no authority, local

or national, could ignore its respective responsibilities towards such a monumental part of our
heritage; especially when dealing with a public
house in which plentiful spirit is available from
those who act as landlords. Normal opening
times must indeed be resumed in the Saloon as
soon as possible.
More unwelcome news since the last Calendar
went to press. Mrs. Goldie resigned her post as

Vwi

Social Secretary after some eight years of splendid work for the membership. She never spared
herself and was constantly thinking up imaginative programmes of visits to interesting exhibitions and places which she implemented with
great aplomb. We all owe her much gratitude
and wish her well in her retirement to devote
more time to her family. As this Calendar goes to
press her successor has yet to be appointed.
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occasional table made by James Cullen, 1769. Given by Henry Moore, Esq., 1978.

Nicaise Roussel and the Mostyn Flagons
CHARLES OMAN

The acquisition for Temple Newsam of one of
the pair of Elizabethan silver-gilt flagons'orming part of the ancestral plate of the Mostyns

provides a suitable occasion for discussing a problem which has been overlooked by the writers
on English silver. Until the publication of my
book on English Engraved Silver 1150 1900, no
one has paid much attention to the artists who
decorated plate by engraving. The general
attitude has been that the engraver was just
someone who worked in the shop of the
goldsmith whose mark was stamped upon the
piece. The master goldsmith was, indeed, under
an obligation to train his apprentices in all the
skills of his trade, amongst which engraving was
numbered. Generally this could be done in his
own workshop but should there be no teacher
available, he could come to an arrangement with
a colleague. The amount of skill imparted
depended, of course, on the aptitude of both
teacher and pupil but in Elizabethan times even
provincial
were usually
able to
goldsmiths
engrave tidily the ornamental band round communion cups. Not much originality was expected
as the decoration would be adapted from one of
the printed sheets of designs imported from Germany. When something rather different was required, the goldsmith might apply to a specialist
engraver. It is not known how early these
specialists made their appearance but they were
certainly at work by the reign of Elizabeth I.
They never formed a gild and although they
this was not
might join the Goldsmiths,
necessary. 1 he Goldsmiths were mainly concerned with the elimination of sub-standard plate
and did not bother much about the engraver.
The designs of Nicaise Roussel are so original
that they won the attention of D. Guilmard, who
included some in Les Maitres Ornamentistes
(Paris, 1880). They were taken from a tiny book
of which about a dozen pages survive including
the title page (Pl. I), entitled De grot esco
Perutilis atq. omnibus quibus Pertinebit valde

—

necessari

Liber.

Per

Nicaisius

sculP. Londinii, 1623. Each page consists of a
frame filled with grotesques composed of human
masks and animal and bird monsters attached to
plant forms. In the bottom left corner (P1.2) is a
cross of Lorraine which is matched in the opposite corner by
presence of the
cross of Lorraine misled Guilmard into supposing that Roussel came from those parts, whereas
it was clearly John Bar whose role would seem to
have been to arrange for the printers his selection of Roussel's designs.
In the Returns of Aliens,'ated 23 November
1595, Nicaise Roussel is stated to have been born
at Bruges, whilst the Register of the Dutch
Church'n
1617 lists him amongst
the

'J.b.'.'he

Pl. l. Fngravings from John Bar's De groresco, 1623, from
designs by Nicaise Roussel.

Rousseel,

ornatissimo generosissimo atq. variarum artium
pentissimo viro. Domino G. Heriot.johan Barra

~

~ f~ s~
$

Pawtus

~A4~ygr

krwfc~

'Goldsmits, Diamoncuters and Jewlers within the
Citye', stating that he had dwelt in London for
forty-four years, which means that he had arrived in 1573. This information suggests that he
was one of the Protestants who left Antwerp
owing to the worsening conditions under the rule
of the Duke of Alba. His baptismal name,
however, commemorates a local saint venerated
at Rheims, so that it is possible that his parents
had come from Champagne. The Regsster of the
Dutch Church tells that he had married an
English wife who had bore him eight children of
whom three seem to have died. His daughter
Susanne married Pierre Audiot in 1623.
When we come to attempt to identify Roussel's
handiwork we are faced by the diff1culty that our
guide is only John Bar's selection of the designs
which he chose to perpetuate and it can not be
doubted that he tidied them up in the process.
Nonetheless his grotesques with monsters, sometimes in flight and at others evolving out of plant
forms, are very distinctive. He was attracted by

Pl.2. Engravings from John Bar's De grolcsco, 1625, from
designs by Nicaise Roussel.

the abnormalities of plant life and there is noththe designs.
ing 'pretty-pretty'bout
In suggesting pieces which he may have
decorated, I would draw attention to the fact
that he would seem to have worked for quite a
limited number of goldsmiths and that he did
not enjoy their exclusive patronage. The following are my present attributions (hallmark followed by goldsmith's mark and location; the f1rst
three items are pairs).

Flagons:

1587, TS above imperial eagle,'t Mary Woolnoth, London (P1.4)
1594, GriffIn's head (?), Kremlin, Moscow (P1.5)
1601, IA,'emple Newsam House and Manchester City Art Gallery (P1.6)
1607, TB monogram, Westacre Church, Norfolk
Tankards:
1597, IH above

bridge

bear,'hrist's

College, Cam-

P1.3. Engravings from John Bar's De grotesco, 1623, from
designs by Nicaise Roussel.

tributed to him; this may have been an afterthought added to please a client.
It is likely that more pieces survive to witness
to the skill of this artist who was certainly alive in
1617, although he may have died before 1623,
when Bar produced his booklet. This last was
republished in 1644 and 1684. Its influence can
be traced on a tankard of 1663'with the York
hallmark and that of John Plummer, which is
decorated with blooms from the centres of which
emerge lions and monsters reminiscent of the
illustrations of the 'Garden of Wild Flowers'n
Alt'ce i'n Wonderland.
Though the idea may
have been borrowed from Roussel, the engraver
differed from him in being a lover of flowers as
may be seen from other tankards which he
decorated, although this did not prevent him
from taking liberties with their botany.

PI.5. Flagon, 1594, height 57 cm. Courtesy of the State

moury Museum,

Pleb Detaty af the drum
Mary Woolnoth, London.

1608, as above,

Cambridge

(Pl.i)

af a flagon, 1587. Courtesy of St.

Gonville

Goblet:
1587, IN monogram,"

(P1.8)

Of these

and Caius College,

Goldsmith's

Company

attributions
I consider that the
may be accepted without doubt. The
tankard and the goblet at Goldsmith's Hall both
show the plant forms which he favoured. The
tankard at Gonville and Caius also shows
monsters evolving out of flowers, as on the
Mostyn flagons, but the pounced background
does not appear on any of the other works atflagons

Moscow.

Ar-

P1.6.

The Moslyn Flagon, 1601, height 34cm. Temple Newsam House.

Footnotes

1. They would have been called 'livery-pots't

the time

dar, No. 82, 1978, pp.2 5.
On one page (PI.3) there is a CF monogram

instead of

when they were made since they only began to be called
flagons in the reign of Charles I. See Leeds Arts Calen-

2.

the J.b.
Huguenot
Huguenot

8. Jackson, ibid, p.105.
9. C. Oman, English Engraved

Silver, 1978, fig. 76;
English Domestic Silver from Yorkshire Houses, Temple
Newsam, 1959, P1.5.

7. Jackson, ibid, p.1 07.

Charles Oman was educated at New College, Oxford and
from 1945 to 1966 was Keeper of the Department
of
Metalwork at the Victoria and Albert Museum. He is a
Liveryman of the Company of Goldsmiths and his publications include English Domestic Silver, 1934, English Church
Plate, 1957, English Silverin the Kremlin, 1961, The Golden
Age of HisPanic Silver, 1968, Caroline Silver 1625 1688,
1971 and English Engraved Silver 7150 1900, 1978,

Pl.7. Tankard, 1608, height 24.5cm. Courtesy of Gonville
and Caius College, Cambridge.

ful Company

3.
Society, X, part II, 1902, p.262.
4.
Society, X, part III, 1907, pp.146, 160, 177.
5. C. J. Jackson, English Goldsmiths and Their Marks,
1921, p.106.
6. Jackson, ibid, p.1 09.

PI.8. Goblet, 1587, height 14cm. Courtesy of the Worshipof Goldsmiths.

Prince Pig Wiggin in Italy
JAMES LOMAX

Pl.l.

Portrait of Cesare Benvenuti by Pierre Subleyras, c1740, oil on canvas. Musee de Louvre.

similar. The early provenance of the Leeds picture has so far eluded the present writer, but it
was not at the great sale at Wolterton
so many treasures, described by Lady
Dorothy Nevill in her Reminiscences," were
dispersed, including the famous Rainbow LandscaPe by Rubens, now in the Wallace Collection.
Horatio Walpole was born in 1725, the eldest
later first Baron
son of Horatio Walpole,
Walpole of Wolterton ('ld Horace'. He married Lady Rachel Cavendish in 1748, succeeded
his father as second Baron in 1757 and was
created Earl of Orford of the second creation in
1806.'here is no account of his life but he
deserves to be remembered as the god-father o f
Ad
Nelson to whom the Walpoles were
o hisis
distantly related. A very few sketches of
character have survived and describe him as a
kindly man and a great gamesman. On her
travels in Norfolk in 1772 Lady Beauclerk Proctor visited Wolterton and wrote to a confidente
'My Lord and Lady were at home; you know
what a good natured creature he is, and Lady
Walpole was in one of her gracious humours,
and walked all over the house with us herself'."
Little need be said to introduce the artistic
climate of the Walpole family. Our sitter's father
was the younger brother of Sir Robert Walpole,
the Prime Minister, and was a distinguished
diplomat, serving in Madrid, The Hague and
Paris (becoming a close friend of Cardinal
Fleury). His career has been eclipsed by that of
his brilliant elder brother, as has his distinction
as a connoisseur. While Sir Robert built the
palatial Houghton Hall, his brother supplied
him with many of its most sumptuous furnishings
by means of his international connections. Most
of the pictures were later sold to the Empress
Catherine the Great to form the nucleus of the
'Old
Imperial Collection at St. Petersburg.
Horace'aised the more modest house at Wolterton to the design of the Yorkshire architect,
Thomas Ripley. Young Horace Walpole, the
great litterateur and Sir Robert's youngest son
(and our sitter's cousin) described a visit there in
1742: 'You know that I am not prejudiced in
favour of the country... but I was really
charmed with Woolterton [sic]...Their house is
more than a good one; if they had not saved
eighteen pence in every room,.it wou ld have
Hall,'here

'l

Pl.2. Monument to Catherine, Lady WalPole by Filippo
della Valle, I 745, marble, Westminster Abbey (courtesy of
The Courtauld Institute of Art).

Leeds is exceptionally fortunate in possessmg
three works by the leading portraitists active in
Rome in the eighteenth century. The portrait of
Sir Edward Gascoigne by Francesco Trevisani
and that of his son, Sir Thomas Gascoigne by
Pompeo Batoni have been discussed.'he present article examines the portrait b y Pierre
of Horatio Walpole, 2nd Baron
Subleyras
Walpole of Wolterton (Cover).
The identity of the sitter has always been a
slight cause for concern, hitherto being based
solely on an old inscription on the stretcher stating
that it was painted on the sitter's Grand Tour
in Naples. However, comparison with another
picture of Lord Walpole by Henry
later in life and very much the stout
country gentleman, confirms that indeed our sitter is the 2nd Baron, as his features, albeit
somewhat
ravaged
by time, are markedly
Walton,'inted

10

much to interest him there, including the great
portrait of Cardinal Fleury by Rigaud, a set of

~~

g'l.5.

The Artt'st's Studt'o by Pierre Subleyras, c1746, oil on canvas. Gemaldegalerie,

Vienna.

P1.4. Portrait of PoPe BenedIct XIV by Pierre Subleyras, 1740, oil on canvas. Musee Conde, Chantilly (courtesy Photographic
Giraudon).

The Ostracism of Athens, cameo, from a detail of
Plate I in John Russell's Letters of a Young Painter, 1750,
Vol. II (courtesy of The British Library).

ideal 'bear-leader'or
any young nobleman of
unassuming intellectual precosity: 'I am far from
thinking it the chief design to travel to examine
the productions of the fme arts even with the
greatest accuracy... and much less to become an
Antiquary or
April 1745 Pig Wiggin and Turnbull were
at Turin, the former 'having been now some considerable time at the Academy'.'
His father was
retired from public life but was obviously alarmed at the events leading to the 1745 uprising. He
therefore took the extraordinary step of writing
to the Prime Minister, the Duke of Newcastle,
with 'a project for procuring a constant intelligence of the Pretender's designs and motions... to be flung in the fire or laid before His
Majesty as you think proper'. The scheme was
this.

tapestries given to his uncle by the Cardinal and
Old Horace's portrait by Carle Vanloo, for the
francophile tendencies at Wolterton were strongly pronounced.
Young Horace Walpole's amiability to the
world in general and to his extended family in
particular could change to unrelenting
spite
under provocation. His uncle became a victim of
his venemous plume when the former surreptitiously but unsuccessfully attempted a resettlement of the Houghton estate which would have
excluded young Horace himself. This would explain the somewhat derogatory manner in which
there occurred a reference" to our sitter and his
nickname 'Pig Wiggin', taken from the name of
a fairy knight in Drayton's Nymphidia. He refers
to a painting by Astley, who has depicted 'the
whole Pigwigginhood, which I call the progress
of riches. There is Pig Wiggin in a laced coat
and waistcoat. The second son has only the
waistcoat trimmed; the third is in a plain suit
and the little boy is
Wiggin may indeed have been wearing an
embroidered waistcoat for his father had ambitious plans for him. Evidently considering it a
necessary part of every gentleman's education,
he cast about for a tutor to conduct Pig Wiggin
on the Grand Tour and hit upon the Rev.
George Turnbull, an established Italian traveller
and author, among other edifying works, of A
Treatise on Ancient Painting. In the Preface
'concerning Education, Travelling and the Fine
Arts'urnbull puts forward an enlightened view
which almost blatantly advertises himself as the

'When Mr. W-le was Ambassador in Paris, he was acquainted with the Pope's Nuncio there, Mr. Massey [sic],
now a Cardinal, a good-natured, and harmless priest and by
that means with the Auditor of the Rota, a busy, scheming
and self-interested Abbot, who on occasions was serviceable
to Mr. W-le and promised to keep a correspondence with
him after he left France, but as Mr. Rota was employed by
the Court of Rome at Cologne, where nothing of consequence to the interest of England was transacted, this correspondence was never set on foot, and Mr. W-le heard
nothing of the Abbot's destination until he heard from the
Sicilian Abbot when he was in London last November that
Mr. Rota was Secretary of the CyPhers to the present Pope, a
place of great confidence and profit if managed with
prudence and dexterity... He may be very useful in giving intelligence from time to time, as he must by his situation be
very well informed of the Pretender's views and motions
could a proper way be found for engaging him in such a service, which must be conducted with great nicety and caution.
For answering this purpose it is to be observed that Mr.
W-le's son is now on his travels abroad, accompanied with a
one Dr.
very sensible, discreet and ingenious gentleman,
Turnbull... and as he has now been a considerable time in
the Academy in Turin, it will not be long before it may be
proper for him to proceed further in Italy and consequently
to go to Rome. It is further proposed, that when Mr. W-le's
son shall set out for that city with Dr. Turnbull, Mr. W-le the
father should write a letter to Mr. Rota by his son to serve as
an introduction and recommendation of him to the civilities
of the Abbot upon the foot of their former acquaintance at
Paris; that in this letter some very favourable expressions
should be inserted with regard to the merit of Dr. Turnbull
and of his being a person in whom Mr. W-le has an entire
confidence, and it is further proposed that Dr. Turnbull
should be informed of this matter and fully instructed how to
behave in his visits with young Mr. W-le to the Abbot... and
so to lead the Abbot by degrees to enter into conversation
upon the subject of this scheme, and in case the Dr. should
fmd him disposed to talk confidentially on this he should be
empowered to let him see the advantage and reward he may
receive for his intelligence, and the services to be rendered
thereby to His Majesty...'.''

Virtuoso'.'y

Pl.5.

naked!'.'ig

This project was evidently approved by Newcastle but the greatest difftculty lay in contacting
Pig Wiggin quickly and in secrecy. History does
not recount whether he and Turnbull ever
received their instructions and indeed the declining health of Turnbull would have made the
scheme impossible, for it seemed he was afflicted
with rheumatism.
At all events the Pretender's
'designs and motions'ecame abundantly clear
when Bonnie Prince Charlie raised his standard
in Scotland in August.

artist James Russell, for in 1749 Russell wrote to
that he would like a copy of his
recently published Letters sent to Pig Wiggin 'on
account of the great favours and kindness I
received from him'.'' Finally, in April 1746 the
two had set out for Rome: 'Pig Wiggin is gone to
Rome with his Trumbull
(a mere pandle
[probably shrimp] indeed) who is in a very weak
way and quite out of order'.'' They were also
armed with a letter of introduction from Mann
Carto the anglophile and arch-connoisseur,
dinal Albani.
One of the most successful artists flourishing in
Rome in the seventeen-forties was the Frenchman, Pierre Subleyras, whose career has been
unduly neglected until the recent acquisition by
the Louvre of the portrait of Centare
and by the Birmingham City Art Gallery
and Museum of Saint john of Avtla. '
short
anonymous Life published in 1786, " using information supplied by his sons, and a few pages
in Mariette " and Dezallier d'Argenvillei
are
the only contemporary sources. Born at St. Gilles
near Avignon in 1699, the son of a minor local
artist, he studied in the thriving artistic centre of
Toulouse from 1714 to 1716, steeping himself in
the high academic manner of Charles Lebrun.
In 1726 he went to Paris for further study at the
Academic Royale and in 1727 gained the grand
prix with his SerPent of Aaron, and with it the
coveted scholarship for three years extended
study at the French Academy at Rome.
In 1725 the French Academy had been
rehoused in great splendour at Palazzo Mancini
and had already begun to acquire some of the
tremendous prestige as the cultural centre of the
Eternal City. When Subleyras's scholarship expired, the Duc d'Antin, Directeur des Batiments
and responsible for the affairs of the French
Academy at Versailles, agreed to an extension
through the intercession of the Princess Pamphili
via the Duchesse d'Uzes. In the event Subleyras
was able to spin out his scholarship for the next
four years and began to accept commissions
from a number of princely families and from the
French ambassador, the Duc de Saint Aignan,
although in theory all the work of the pensionnat'res was the property of the King. When fmalsummoned
home in 1735
abruptly
ly and
Subleyras gave two apparently adequate reasons
for continuing to live there: his fear that his art
might suffer on being so far from Rome and that
he had formed an amorous attachment.'
his brother

Benvenutt'Pl.l)

P1.6. Portrait of PoPe Benedict XI V by an unknown
modeller, coloured wax. The Wallace Collection (reproduced by permission of the Trustees).

The next time Pig Wiggin and Turnbull are
heard of is in December 1745 in Florence when
Sir Horace Mann, the British envoy, wrote to
young Horace: 'A ProPos, Trumbull [sic], who is
with Pig Wiggin, is in a bad way I think. I mean
Dr. Cocchi thinks there is a remote danger of a
consumption'.'
A fortnight later, Horatio had
also succumed: 'Pig Wiggin has been very ill with
a violent fever and constant pain in his bowels.
He roared so much that we were all frightened.
His governor Trumbull is in a bad way and I
don't believe will recover'.'' It was while they
were in Florence that Pig Wiggin befriended the
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After the death of Carlo Maratti in 1713 something of a void had been created in the artistic
climate of Rome, for the centre of creativity had
moved north of the Alps. With
undoubtedly
some notable exceptions, the Roman School of
the first three decades of the eighteenth century
trends towards a
eschewed the contemporary
rococo style apparent on its northern borders
with Venice, but equally it did not aspire to the
culmination
of the Baroque which was proceeding with such gusto in Naples under Francisco Solimena. Instead it leant heavily on the
classicising artists of the previous century and in
a style which has been unfortunately christened
the results were sadly
proto-neoclassical;
pedestrian, particularly the work of its leader,
Agostino Masucci." It is ironic that it was the
French who made the greatest use of the Roman
late Baroque during their sojourns in the city
and a strong case can be made that one of the
chief sources of the French rococo is to be found
as much in the work of the late Baroque masters
as in Rubens's Marie de Medici cycle at the Luxembourg." Although the climate at Rome was
a native
to producing
scarcely conducive
Boucher or Fragonard, rococo tendencies are
evident in the cabinet pictures of Sebastiano
Conca and the ruin pictures of Giovanni Paolo

Panini.
The antiquarian interests of the English were
not helpful towards an avant-garde in Roman
art at this time. Wleughels, the Director of the
French Academy, reported to d'Antin a typical
visit of a cultured English lady to Palazzo Mancini in 1735, in this case of particular interest as
she was undoubtedly
Pig Wiggin's aunt: 'Last
week a beautiful
English
lady [une belle
Angloise] came to see us before her departure for
Florence, where she is going to spend the summer. It was Madame Walpol [sic]. She stayed
with us three or four hours, consuming water ices
and drinking
cups of chocolate. She was
delighted with everything and enjoyed herself,
after walking round, in inspecting the engraved
stones, cameos, ancient medals, etc., which I
showed her. She has a great deal of taste for
these curiosities and has promised to come back
and see me when she returns to Rome where she
has rented a palace for quite some time here'."
After her death two years later, Young
Horace, her son, normally so averse to classical
tendencies, indulged his mother's taste and caused her extraordinary monument to be raised in

Westminster
Abbey by the Italian sculptor,
Filippo della Valle (P1.2). This statue, based on
a classical source, is quite different from the rest
of the sculptor's oeuvre, which is almost the
counterpart to Subleyras in sculpture, lying mid
way between the full blown High Baroque and
the delicacy of French rococo but with a touch of
classical restraint. Valle is best remembered today for his work at the Trevi Fountain."
Subleyras's style differs markedly from the
native Roman School. Two of his fmest works
can be seen in the fascinating view of his own
Studio (P1.3). The largest painting there, Prince
Vaini receiving the Order of the St. EsPrit, commemorates a famous event in Rome in 1737.
Propped up beside it is a replica of the enormous
Mystical Mass of St. Basil commissioned for St.
Peter's in 1743 and finally installed in 1748. In
both of these pictures a new grandeur and
elegance has emerged, displaying a confidence
conspicuous only by its absence in the earlier
years of the century. The compositional features
and colouring derive from seicento masters and
Subleyras's magical use of white could well stem
from Andrea Sacchi, whose
Vision of St.
Romuald (Vatican Pinacoteca) he would certainly have known. This quality is seen at its
most striking in the Birmingham picture, where
the expressive gesture of the figure is emphasised
in the cascading drapery which is a symphony of
whites. Subleyras truly represents the last golden
sunburst of the Baroque over the Eternal City
before the relentless progress of international
neoclassicism began in the seventeen-fifties.
A possible source for this new grandeur in his
work may lie in the personality of Prospero
Lambertini, who was elected Pope after the exhausting Conclave of 1740 and took the name
Benedict XIV.'' This kindly man was arguably
one of the most enlightened rulers of the Age of
Reason, corresponding with everyone from the
Sultan of Turkey to Voltaire. He encouraged the
arts and sciences profusely, avoided the worst excesses of nepotism and was genuinely mourned
by his subjects after his comparatively long reign
(1740 —1758). One of the Pope's earliest artistic
decisions was the choice of an official portrait.
Masucci and Subleyras put forward their versions and Subleyras's was the chosen image
(P1.4). Benedict XIV's unfortunate physiognomy
is in no way disguised and the artist has seen fit to
represent him as a human figure of benign
authority, entirely suited to the Pope's known
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character. As a document of papal iconography
the portrait follows the established pattern in-

Benediction and all the
cluding Enthronment,
impedimenta of temporal power: table, papers,
inkstand, bell. As a painting, however, its most
memorable feature is the enormous enjoyment of
the whites of the Pope's garments, subtly contrasting textures of cotton, linen, lace and ermine. In terms of composition the eye of the
spectator comes to rest on the hand raised in
benediction. The movement of the hand caught
in a spiralling motion is one of the leitmotifs of
Subleyras's portrait style.
It has been suggested that the portrait of
Horatio Walpole at Leeds was painted in
Naples, where Subleyras spent eight months,
probably from November 1747 to June 1748, on
account of his health, and where he is said to
have painted a number of portraits." But this
can hardly be the case, since the visits of Pig
Wiggin and Subleyras to the city did not coincide. It is known that Pig Wiggin was up for election at the Walpole seat of King's Lynn in June
of 1747. Young Horace again so conveniently
fills us in, writing to Mann on 5 June: 'We talk of
nothing but elections... (for I would not come in
for King's Lynn which I have left to Prince Pig
Wiggin)'." Now certainly eighteenth century
elections did not require the
parliamentary
presence of the candidate in his constituency and
in normal circumstances Pig Wiggin could have
continued his travels undisturbed. However, the
case of King's Lynn was somewhat different and
being a prosperous town there were elements of
opposition. His presence would require all the
jollifications attendant on an election, including
'chairing the member', which the fastidious
young Horace found rather exhausting and for
this reason preferred the more tranquil seat of
Castle Rising. '" The writer, therefore, suggests
that Pig Wiggin was not in Naples in the latter
half of 1747 at the same time as Subleyras and
that he was, in fact, facing his first parliamentary constituents at King's Lynn. This would
date the picture as being painted at some point
during his Roman sojourn between April 1746
and June 1747.
There remains, however, one insuperable
obstacle to dating the Leeds picture unequivocally to these years. While they were in
Rome Pig Wiggin and Turnbull are recorded as
'being desirous to purchase... some antique gem
of erudition, Signor Borioni, a celebrated Anti-
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quary, procured them one, than which nothing
could be more to the purpose. This was a Cameo
of agate of different colours, of a dark ground,
and the figures exceeding white; of a bigness
proper for a ring, and of excellent sculpture'.''
This is reproduced in P1.5, engraved after Pig
Wiggin's friend James Russell. On buying this
cameo Walpole enlisted the services of the Pope'
own antiquary, Ridolphino Venuti, to examine
it. His Observations, which run to a highly
elaborate description, were dedicated to Farsetti, the great Venetian connoisseur and early
patron of Canova, and were later translated by
James Russell: 'Mr. Walpole, not knowing the
signification of the figures in the Cameo, in order
to put a higher value upon it, desired that I
would examine it: upon doing which a considerable time, it came into my head, that by
them
is represented
the Athenian
Ostracism...'.' While this is excellent corroboration
that our sitter was pursuing
a
moderately educational tour in Rome, in the
short Dedication to the Observations Venuti
refers to the cameo as 'purchased by him [i.e.
Walpole] at Rome in the year 1745'. The present
writer would like to disagree with the Pope'
antiquary and suggest that Walpole and Turnbull did not reach Rome until 1746 at the
earliest.
Subleyras's portrait of Pig Wiggin (Cover) exhibits some of the fmest characteristics of his art.
The figure is brought forward in the most striking manner by truncating the full expanse of the
chair back and posing the figure close to the
table. The light source is from the left,
dramatically highlighting the head and hands.
The head is further emphasised by being placed
against a blank frame. As with so much of
Subleyras's work, it is the whites of the costume
which are its most brilliant feature and the enjoyment of the quality of the lace is emphasised
by its juxtaposition with the gilded arm of the
chair, the richly embroidered cuffs and the
mauves of the velvet coat. The strongly Baroque
gesture of the hands give the image an extraforce and is very similar to the
ordinary
Benvenuti portrait (Pl.l) and the artist's selfportrait in the Studio (P1.3). In each case the extended hand invites the spectator to partake; Pig
Wiggin looks as though he is having a spot of
difficulty looking something up.
In the final analysis the portrait of Pig Wiggin
stands as a document of the Grand Tour.

Subleyras has stressed the concept of the sitter as
connoisseur, for he has books, inkwell and quill
as well as a drawing falling from the table and on
which the artist has appended his signature, 'P.
Subleyras PINT'. In many ways it lacks the expressivity of the Bevenuti portrait but it is a
brilliant contrast to what most English artists of
this decade were making of a similar formula.
Almost
alone of these (Hogarth
always
excepted), it was Allan Ramsay who could meet
competition of this calibre and it must never be
forgotten that he studied as a casual student at
the French Academy at Rome on his first and
second Italian journeys in the seventeen-thirties
and seventeen-fifties. It would be interesting to
know what other souvenirs of erudition have survived from Prince Pig Wiggin's Italian journey.
Appendix

I

Many reduced replicas of Pope Benedict XIV's portrait (Pl. I)
were made and one can be seen in the artist's Studio (P1.3).
An in<<. resting wax, based on one of these, is in the Wallace
Collection (P1.6).>'oung Horace Walpole possessed a diff< rent profile wax>'nd when he heard of the Pope's illness
in 1757 wrote the following inscription on the back: 'Prospero
Lambcrtini/Bishop of Rome/By the name of Benedict XIV/
who though an absolute prince,/reigned
as harmlessly/as
a
Doge of Venice./He restored the lustre of the tiara/by those
arts alone/by which he obtained it,,'is virtues/beloved
by
I'apists/cstceme<l
priest without insolence
by Protestants/a
or interest<.dness/a prince without favourites/a Pope without
nepotism/an
author without vanity/in short a man,/whom
neither wit nor power could spoil. /The son of a favourite
minister,!but one who never courted a prince,/nor worshipped a churchman,!offers in a free Protestant country/this
dr serve<i
incense/to
the best of Roman
Pontiffs!
MDCCLVII',>" He sent a copy of this to Mann saying 'If the
good old soul is still alive and yon could do it unaffectedly
and easily, you may convey it to him; it must be a satisfaction
to a good heart to know that in so distant a country, so
detached from his, his merit is acknowledged without a
possibility of interest entering into it. His deathbed does not
want comfort or cheerfulness, but it may be capable of an expansion of heart that may still sweeten it'. Mann wrote back
in August
to say that it had been sent. to Cardinal
Archinto with the translation and immediately shown to the
Pope who was so pleased that he made everyone read it who
came near him. His enemies had made a counter one 'to
damp the great effect it had produced on his favour'." The
Pope (who soon recovered from his illness) wrote to his
friend, Canon Peggi in Bologna, sending a copy and saying
that the description was far from true: 'We are like the
statues on the facade of St. Peter's and in the Piazza who look
well from a distance but when seen from close up are like
horrible monsters'.'"

Appendix

II

portrait of an English sitter by Subleyras, almost certainly
painted in Naples, has been recently identified by the late
Anthony M. Clark and published by J. J. Luna.'' This is a
portrait of Countess Mahony in the Royal Academy in
Madrid, which had hitherto been masquerading under the
unlikely
identity of Queen Barbara of Portugal
and
attributed to Jacomo Amiconi. What makes this portrait of
especial interest is that it was later copied by Batoni for thc
A

sitter's relation, William Constable of Burton Constable
Hall, Yorkshire." Again the Letters of James Russell bring
the lives of these rather remote people nearer our understanding, for he wrote 'On May 29th NS I set out from Rome,
and arrived at Naples the next day... I had a letter of recommendation to Count Mohuni [sic], one of the generals in his
Sicilian majesty's army; which facilitated my access to those
places which most engage the curiosity of the stranger. This
gentleman who is a person of great capacity, very sprightly,
affable, and good natured, married a daughter of the Earl of
Derwentwater; a lady eminent for many excellent qualities. I
was received with great civility, had the honour of dining
with them, and was treated with all the most substantial
marks of their regard that I could desire...'."
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P1.7. The Monument to Marta
Clementina Sobieski, Plate 11 in
Let ters of a
John Russell's
Young

Painter,

(courtesy

of

1750, Vol. II

The

British

Maria Sobieski was
the wife of the Old Pretender
and recognized by the Papal
Court as Queen of Great Britain, Ireland and France; she
was also a relative of Prince
Vaini, who is the ftgure receiving the Order of the Saint Esprit
in Subleyras's
The it rtt'st 's
Studio. The monument
was
designed by Filippo Barigioni
and executed by Pietro Bracci
between
1739 1745 for St.
Peter's in Rome. Filippo della
Valle had constructed a tomb to
her in 1737 for SS. Apostoli in
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Sir Robert Vyner and his Family by John Michael Wright, 1675, oil on canvas. Reproduced by courtesy of Mr. H. Vyner.

merrily to Swakely, Sir R Viner's —a very
pleasant place...He took us up and down with
great respect and showed us all his house and
grounds.'o Samuel Pepys wrote on 7 September
1665 of his trip to the house in Middlesex which
Sir Robert Vyner has just acquired.'yner was
newly married and Pepys found 'his lady...yet
handsome,
but hath been a very handsome
women —
now is old', although
she had the
undeniable added attraction of bringing a dowry
of 'near 100000
engraved portrait of
Vyner (P1.2), probably executed around this
date, shows him a modestly dressed, self-satisfied
man. He is recognizably the same person as por-

l.'n
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in the splendid family group of 1673
although the earlier simplicity has been
replaced by the trappings of wealth and in the
background can be seen the formal gardens at
Swakeleys. The painting, now at Fountains Hall
in Yorkshire, is the work of Michael Wright and
bears an inscription identifying the four sitters:
'Sr. Robert Vyner/Lady Vyner who was Widow
of/Sr. Tho Hyde Mrs. Bridget/Hyde
her
Daughter since Dutchess/of Leeds. Cha: Vyner
Son of/Sr. Robert Lady
at Warwick in 1631, as a young man
Robert Vyner came to London to serve an apprenticeship under his uncle, Thomas (later Sir

trayed

(Pl.l),

Vyner'.'orn

Thomas) Vyner, a noted goldsmith. Robert
became his uncle's partner soon after the
Restoration
and his prestige increased immeasurably when, in 1661, he was asked to
prepare the new coronation regalia, at a cost of
over I:30,000.'his forms part of the present
Crown Jewels and can be seen worn by Charles II
in Michael Wright's portrait in the Queen's Collection (P1.3.).
The importance of Vyner's position (he received an official appointment as King's Goldsmith
after the Coronation, a knighthood in 1665 and
a baronetcy the following year) and his convenient marriage allowed him to live well. Pepys
commented in 1665 that 'now he lives no man in
England in greater plenty, and commands both
King and Council with his Creditt he gives
them'.'ince property and bullion were the
principal investments of the rich, with bullion
possessing inherent as well as aesthetic value, it
was usual at this time for goldsmiths to also act
as bankers. Most of the money deposited with Sir
Robert by clients was loaned directly to the King
to supplement inadequate grants from Parliament in order to fmance the Dutch Wars and,
almost incidentally, an extravagent court. By
1672 the Exchequer possessed such huge advances from bankers that some advisors suggested its closure and the repayment only of interest, not principal, and that not for several
years. Vyner's deposits at this time amounted to
I:416,724. 13. I 1/2, nearly one-third of the total.
His customers were instructed not to sue for their
money but the situation was one of acute embarrassment for him. During his lifetime he made
attempts at reconciling his creditors but was unsuccessful and in 1683 or 1684 was declared
bankrupt.
Vyner would appear to have been a basically
honest man, for one character assessment reads:
'Sir Robert Vynor hath as large a soule, and hath
done, and did design, as great and charitable
acts in London, as any person, if the necessary
shutting up of the Exchequer had not restrayned
him'.'espite this fmancial strain he arranged
lavish celebrations for his inextraordinarily
auguration as Lord Mayor of London in 1674,
although it was to be his last extravagence. Nine
weeks later his wife, Mary, died, and for the next
ten years there were legal complications over a
supposed marriage between Bridget Hyde, the
young girl in Wright's family group, and her first
cousin, John Emerton.'he final tragedy came

in James II's troubled reign when 'The unfortunat Sir Robert Viner, having comforted
himself by having a hopefull son who, after his
death, was sure to have a plentifull estate, fell into a deepe and reasonable greife for his loss, who
dyed about a month since, and himself fmding
his calamities compleat, died at Windsor 3 daies
since

'.'E2.

Portratt of Str Robert Vyner by William Fairhorne,
e.1665, re-engraved by E. & S. Harding, 1769. Author'
possession.

Sir Robert Vyner and His Family (P1.1)is signed and dated 'Jo Mich Wright Lon... /Pictor
Regius pinxit. 1673.'. This is a form used often,
if irregularly, by John Michael Wright.'o
authority for the assumption of such a title as
'king's painter'as been found, for Sir Peter Lely
held the official post of Principal Painter in Ordinary to the King, with an annuity of f200,
from 1661 until 1680. This does not mean that
Lely had a monopoly of royal portraits, for
Wright painted Charles II more than once and
he may have taken the title unofficially in
memory of this.
Michael Wright was born in 1617," the son of
a London tailor, and trained for several years,
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Phs. Portrait of Charles ll by John Michael Wright, oil on
canvas. Reproduced by gracious permission of Her Majesty
the Queen.

from 1656, with George Jamesone, Edinburgh's
leading portrait painter. During the Civil War
Wright travelled to Italy, becoming the only
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British member in the seventeenth century of the
Accademia di San Luca, Rome's main society of
painters. He then worked for a couple of years as
antiquary to the Austrian Governor of Flanders,
the Archduke Leopold William, and returned to
England probably in 1656, when the Archduke

retired. Wright soon established a portrait practice in London which, while being sufficiently
successful to maintain him for over twenty years,

never really challenged the superior position of
Lely. This was partly due to his Roman
Catholicism, which restricted the numbers of his
the Popish Plot of
patrons
and, during
1679 80, forced him to retreat to Ireland.
When the Catholic James II came to the throne
Wright forwent his painting career, which must
have been declining due to his advancing age, in
exchange for the life of a courtier. He travelled
as major-domo to the Earl of Castlemaine on an
embassy to the Pope in 1685 87 and wrote an
account of the trip in an attempt to ingratiate
himself with the Royal family. However, his
chances of a permanent post were crushed by the
ejection of James in favour of William III in
1688. Wright lived until 1700 but in reduced circumstances, having had to sell his library and
collection of antique gems in 1694 in order to
pay debts; he lived these last years, and died, in
Covent Garden, the artistic centre of London.
Until the sixteen-seventies, Sir Robert Vyner
does not appear to have been a notable patron of
the arts. Then, in 1672, he purchased and set up
an equestrian statue of Charles II in the Stocks
Market in London (this was removed in 1737 and
is now at Newby Hall) and bought portraits from
the artist Mary Beale.' In 1674 he gave the huge
entertainment connected with his inauguration
as Lord Mayor. The initial spur for his patronage might have come with his appointment to a
committee for the selection of a painter to executed portraits of celebrated English judges.
Following the Great Fire of London in 1666, a
panel of the country's leading justices was
established to consider the innumerable
petty
squabbles over property. So efficiently did they
carry out their task that the City of London
chose to express its gratitude tangibly in a series
of portraits.'' In pursuance of this end a committee of four was appointed in September 1670
to select a painter. It consisted of Sir Robert
Hanson, Sir Joseph Sheldon, Sir John Robinson
and Sir Robert Vyner, all Aldermen and sometime Lords Mayor, three of whom formed a
quorum. Of the candidates, who included Jacob
artist
Huysmans,
John Hales, an unnamed
(perhaps Gerard Soest) and Wright, Wright was

successful.

The

criteria

for

selection

are

unknown but a note by the diarist, George Vertue casts a shadow over the choice. Writing of

Soest in relation to this contest, he may have
been making a general statement that 'interest
and Friends are the principal part of recommendations','' or one based on informed rumour or
even fact. It is true that Hanson was at this time
Often out of London;" that Sheldon and Vyner
were very close friends;" that Robinson and
Vyner were well known to each other through
association with the Hudson's Bay Company and
that Robinson had been painted by Wright
several years before as Lieutenant of the Tower
of London (P1.4). Work on the Judges moved
rapidly and it would appear that all concerned
were satisfied.
In 1672 Vyner commissioned Wright to paint
a full-length portrait of Prince RuPert (P1.5),''
which now hangs in the Hall of Magdalen Colpresumably to celebrate and
lege, Oxford,'
consolidate his association with the Prince on the
committee of the Hudson's Bay Company, to
which the Prince was Governor. It is a curiously
archaic painting for its date: the pose if flattened, nothing protrudes, which, with the high
horizon, makes the figure appear to lean
backwards, a common practice among portraitists working earlier in the century. The
PL4. Portrait of St'r John Robinson by John Michael
Wright, oil on canvas. Tower of London Armouries.

Pl.5. Portrait of Prince RuPert
John Michael Wright, 1672, oil
canvas. Reproduced by courtesy
the President
and Fellows
Magdalen College, Oxford.
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Prince is shown in armour with voluminous
Garter robes and a large red band tied around
his left arm; these details are painted carefully
and competently in Wright's dry manner; his
drapery never falls into the lush manner of Lely.
This is a good if rather stilted example of lateseventeenth century military portraiture, a genre
mastered totally by Wright. It was presumably
following the success of this work that Vyner
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commissioned

trait.

from the painter his family por-

In a similar way to Prince RuPert, the Vyner
family is traditional: the figures form a screen,
playing along the surface of the painting,
specifically not breaking it, behind which is the
backdrop of garden and countryside.
The
grouping is pleasing and rhythmic, the figures
tenderly connected. The treatment of dress is

more than an attempt on the part of the artist to
exhibit his prowess in accurately depicting
detail; dress is here an expression of social status.
Sir Robert and Lady Vyner are richly but casually clothed, which their position and the family
set ting allowed;
in contrast,
the children,
Bridget and Charles, as younger members of the
family and therefore socially inferior, are shown
in their most fashionable
formal clothes."
Moreover, unlike their parents, the children are
occupied with small actions: Bridget has
gathered a bouquet of flowers into her lace
apron and she nonchalantly hands two to her
brother, who reaches out for them while stroking
his pet dog. All the figures, including the dog,
follow seventeenth century group portrait convention but it is in such a situation that Wright
reveals his best qualities. Within this orthodox
framework, he creates an intimate and loving
family image, which his lively and luminous
characterisations make especially touching.
The importance of this painting lies partly in
its excellence, as a product of Wright's most proliftc and best period, when he was at work on the
twenty-four Judges, his largest single commission, and that for which he was best known in his
lifetime. Vyner was a singularly important man,
not often depicted (a curious thing in an age
when portraits were not merely fashionable but
an essential part of life) and the circumstances of
the commission may be surmised, even though
no documentary evidence has been found. The
four paintings by Wright discussed here reveal
that he did not specialise, like many of his contemporaries, who were unable to paint more
than women or children, but was able to produce faithful and devoted renderings of any subject. What is more we are not arraigned by
tedious workshop repetitions: in the works where
studio hands must have played a part, even in
the judges, where invention was strictly limited
and where restorers have demolished much of
the original work, an individual freshness and
sparkle are still revealed.
Footnotes

1. Samuel Pepys, Diary, VI, 1665, Latham and Matthews,
ed., 1972, pp.214 15.
2. Pepys, ibid, p.215.
3. From the wording of this inscription it is plainly not

contemporary with the painting but must have been
written between 1682, the date of Bridget's marriage to
Peregrine Osborne, later 2nd Duke of Leeds, and 1733,

the date of her death. The painting, having hung for a
while at nearby Studley Royal Hall, is now in the possession of Mr. Henry Vyner who has kindly permitted its
publication here. A copy of the painting is at Newby
Hall, Yorkshire.
M. Holmes, The English Regalia, 1972, pp.5ff.

4.
5. Pepys, oP.cd., p.215.
6. 'The Character of the Lord Mayor of London, and the
whole Court of Aldermen', written in 1672 for Charles

II and reprinted
in The Gentleman's
Magazine,
November 1769, xxxix, p.516.
7. J. Davis, The Case of the Pretended Marriage, Church
House Publications, Aldbury, 1976.
8. A letter from Thomas Povey to Sir Robert Southwell, 4
September 1688, in Historical ManuscriPts Commission, Laing,i,p.458. Povey has mistaken the dates:
Charles Vyner died in June 1688, his father, Sir Robert
on 2 September of that year.

9.

I suggest that the adoption of the forename, John, is
connected with Wright's
conversion
to Roman
Catholicism; see C. M. Simpson, Michael Wright Pictor
Regius 1617 1700, unpublished B.A. Honours dissertation, University of Leeds, 1977, pp.46 — 47.
10. A complete biography will be found in Simpson, ibid,
pp.16 51, where references are given for all the information included here.
11 George Vertue, Notebooks, Vol. IV, p.169 (transcription of Charles Beale's notebooks): 'June 1672. Receivd
for 3 pictures of Sr. Robt Viner, his Lady his Daughter.
H. Ien. 30' . -0-0'.
12. J. L. Howgego, 'The Guildhall Fire Judges', The
Cuddhall
No. 2, February
Miscellany,
1953,

pp.20- 30.
13. Vertue, oP.cd., Vol. V, p.50.
14. The Gentleman's Magazine, op.cd, p.517:

'...

Sir
Robert Hanson Land seven others]... haveing not lived
in London, nor built houses for themselves since the
fire, they have neither incouraged the building of the
cittie, nor have they any great interest among the inhabitants, being strangers to them/.
15. i'bi'd., p.516: they were 'sherriffes of London together,
in which rime they contracted an extraordinary friend-

ship...'.

16. Vertue, op.c0., Vol. V, p.9: 'Prince Rupert... was
painted for Sr. Robt. Vyner.
by Mr. Wright'.
17. R. L. Poole, 'Catalogue of Oxford Portraits', ii, p.220,

Oxford Histoncal Society, lxxxi, records that the picture was given to Magdalen College by William Hugin 1755. Vertue,
gins of Headly Park, Hampshire,
oP. cd, Vol. V, p.9 tells that 'Mr. Huggins bot. for the
late King G. but he died before it was delivered —', so
we can be sure that it was acquired before 1727. It is
known that a Huggins was solicitor to I homas Vyner,
Sir Robert's execuror (Anon., Izyner, the Family
History, 1887, p.105) and that one of the same name was
agent to the Vyners in 1737 (R. Gunnis, 8 Dicribnory of
Brdish SculPtors 1660 185L 1954, p.234); surely the
Fellow of Magdalen College was related to these men.
18. I thank Diana de Marly for help on this point.

Colin Simpson was a B.A. Hons. student on the Leeds
University/Leeds
Art Galleries Decorative Arts Course and
wrote his dissertation on Wright. He is now researching into
English portrait painting between 1660 and 1714 at The
Barber Institute, University of Birmingham.
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Early Photography
ADRIAN

in Leeds

BUDGE

Photography is remarkable for the rapidity with
which it grew from an amazing new invention to
a widely known and popular art that was practised in many places and on a vast commercial
scale. This article will outline the first twenty-five
years of photography's
and exdevelopment
amine in particular its early growth in
the first few years of photography's development progress was swift. On 7 January 1839, J.
L. M. Daguerre (1787 1851) first announced
his discovery
of a photographic
process,
although it was not until 19 August that he
revealed details of his method whereby a positive
image could be permanently ftxed on a polished
and silvered copper plate using the blackening
efFect of light on silver salts. Meanwhile, on 31
1839, William Henry Fox Talbot
January
(1800 —77) of Lacock Abbey had presented a
paper to the Royal Society in London explaining
his photographic technique by which paper that
had been sensitized with silver salts was exposed
in a camera and then processed to produce a
negative image from which positive copies could
be printed. Initially both processes were so slow
that each exposure might last twenty minutes or
more, depending on lighting conditions, and
portraiture was consequently very difficult. For
this reason the very first photographs tended to
show works of art, still-lifes and views of
buildings. However, several of the earliest experiments
made improvements
to
quickly
cameras and the development
process which
reduced the necessary exposure time to under
five minutes, thus making portraiture practical.
As early as the beginning of March 1840 Alexander Wolcott (1804 44) and John Johnson
opened the world's first photographic portrait
studio in New York City and about a month later
Samuel Morse (1791 —1872) and John William
Draper (1811 82) opened a studio on the roof
of New York University. This was the start of a
movement
which
resulted
in the
quickly
establishment
of studios, mainly using the
daguerrotype technique, in most major cities of
the United States and Europe, while smaller
Leeds.'n
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if not having their own permanent
often were served by itinerant
photographers,
photographers.
In Britain the spread of photographic studios
was similar to that in America, although the
break-through
to short enough exposure times
for portraiture came slightly later and studios
began springing up from 1841. Richard Beard
towns,

Pl. l. Advertisement for Samuel Topham's Photographic
Portrait Gallery, from W. White, Directory and Topography
of Leeds, 1847. Leeds Reference Library.
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opened Europe's ftrst daguerrotype
portrait
studio in March 1841 on the roof of the Royal
Polytechnic Institution in London and this was
followed in June by a second studio opened by
Antoine Claudet (1797 —1867) at the Royal
Adel aide Gallery in London. Daguerrotype
studios were soon established in other parts of
Britain and those founded in 1841 included
William Constable's studio at Brighton and Mr.
Howie's
in Princess
Street, Edinburgh.
Throughout the eighteen-forties the majority of
professional
used the daguerphotographers
rotype method but as early as August 1841
Henry Collen (1800 —
75) opened a studio in
London using Fox Talbot's process (known as the
calotype or Talbotype), while in Edinburgh
Robert Adamson (1820 —48) had established a
calotype studio by 1843 which is famous for its
photographs produced in association with David
Octavius Hill (1802 70).
In addition to the professionals it is important
to remember that there were also interested
amateurs in many parts of Britain who were acfrom the beginning with
tively experimenting
both calotypes and daguerrotypes. It is possible
to reconstruct a record of the early amateur
photographers in Leeds by examination of the
reports of society activities and exhibitions and
of the surviving photographs, while for the professional photographers
additional information
can be obtained from trade directories and
references in the local press.
The ftrst mention of a professional photographic gallery in Leeds occurs in an 1842 trade
directory which records Samuel Topham as the
owner of the Photographic Portrait Gallery at 27
Park Row.'opham, who was born about 1790,
appears in directories from 1809 as an engraver
and printer and while this business continued
during the 'forties he also pioneered portrait
photography in the city. The studio is listed in
several directories under Samuel Topham's control and then from 1849 jointly with his son
Richard Warwick Topham.'he external appearance of their premises is seen in an advertisement published in 1847 by Topham (P1.1),
which shows the roof of the Park Row building as
a large glass structure.'his glazed construction
was necessary to provide adequate
natural
lighting for taking daguerrotypes and was not
unusual at the time before artiftcial lighting was
available to photographers.'he
advertisement
is also interesting for showing the prices charged

for daguerrotype portraits and while Topham's
10s 6d for a picture is only half the price charged
by Beard in London, it was nevertheless nearly as
much as many workers could earn in a week,
thus putting photographic portraits at this time
only within the reach of a wealthy
photographs soon decreased in price
and by 1852 Topham was advertising 'inimitable
and speaking likenesses't the reduced price of
seven shillings.
Those leaving
Britain for
America or the Colonies were particularly invited to have daguerrotypes taken and Topham
also advertised 'complete instructions in the Art
with materials
and apparatus
to
supplied
minority.'owever,

emigrants'.'rade

directories indicate that by 1853 the
Tophams had relinquished their interest in the
Photographic Portrait Gallery although still continuing the engraving and printing business and
in their place the Park Row studio came into the
possession of William Huggon, an artist and
who was born in
analytical chemist.'uggon,
Leeds about 1812, ftrst appears in the directories
in 1845 as a photographer at 3 Leighton Place
and he is subsequently listed at Fenton Street
before taking over Topham's gallery." His arrival
there is conveniently marked by the appearance
of an advertisement extolling the virtues of his
daguerrotypes:

'Huggon's
Photographic Gallery Established 1842, 80,
Park Row, Leeds. A Likeness Of those we esteem should be
unmistakable
and truthful,
should neither flatter nor
depreciate; and such is the Daguerreotype Portrait, When
taken by an Experienced Operator. It extenuates nothing,
nor sets down aught in malice. When judiciously coloured, it
becomes reality. Such a Portrait is indeed a blessing to
bereaved parents and relatives. Mr. H's. long experience,
combined with chemical and artistic knowledge, enables him
to produce a Portrait which is unequalled in any of the London Establishments. In a Letter to Mr. Huggon, the Rev. C.
Marshall, Chaplain to the Lord Mayor of London, says,
"after comparing four portraits of my wife's family, taken by
you, with two done in town, I should not think of having my
own done here." Portraits from 7s. to 80s. each. 80, Park
Row, Leeds.''

Exhibition catalogues record that amongst the
sitters for daguerrotype portraits from Huggon
were several of the Lord Mayors of Leeds, including H. C. Marshall of Weetwood Hall and
Sir George Goodman M.P. of Roundhay.'' In
1853 Huggon
was the only professional
listed in Leeds but the mid
photographer
eighteen-fifties were a time of important changes
in photography and the next two directories, for
1856 and 1857, demonstrate the growth in the
number of studios, recording eight and twelve
new establishments respectively."
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P1.2. Carte-de-visite portrait, sitters unknown, by Edward Boot, and the reverse of cartes of Wormald, Braithwaite, Child,
Boot and Allinson, all of whom were professional photographers in Leeds in the eighteen-fifties and sixties. Private collection.

This increase is not just a feature of photography
in Leeds but is recognizable nationwide, reflec-

ting both the ending of Daguerre's and Fox
Talbot's restrictive patents on their processes and
new technical developments that made possible
the production of images more quickly and
cheaply, thus opening up a new mass market.''
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In 1851, Frederick Scott Archer (1815 57) had
made the important discovery that the lightsensitive paper of Fox Talbot's process could be
replaced by glass coated with collodion containing photo-sensitive chemicals. This process was
technically complicated since the collodion had
to be still wet when exposed and thus the plate

had to be prepared on the spot rather than in advance but, nevertheless, it quickly supplanted
the alternative methods and remained in use for
many years as it gave shorter exposure times and
also a much sharper image than the rather
grainy product of the paper negative. In addition it was very suitable for making large
numbers of prints from a single negative while
having the especial advantage that it enabled
to be sold more cheaply than
photographs
before." Thus, by 1855 Huggon could advertise
'a splendid likeness in a frame'or only two shillings.'
Scott Archer's wet plate technique made possible new forms of photographic
portraiture
which proved great commercial successes in the
eighteen-fifties and sixties. One popular innovation was the stereoscopic photograph which consisted of two prints mounted on a card which,
when looked at through a viewer, resulted in a

three-dimensional

effect.

These

stereo-

photographs were sold in large numbers by professional photographers and their subject matter
ranged from portraits and topographical studies
to narrative pictures. During the 'fifties the
ambrotype portrait, which was an image on a
glass plate that superficially resembled a daguerrotype, also proved very popular with a wide
market as it was inexpensive to produce. Ambrotypes were taken in huge numbers until they
were superseded in fashion from about 1860 by
the carte-de-visite portrait, which was a small
photographic print mounted on a card measuring about 2 i/4 by 4ij4 inches and selling for about
one shilling each or less. The demand for such
photographs was vast, some pictures of royalty
and celebrities sold hundreds of thousands of
copies, and cartes were eagerly collected and
mounted in special albums. The mass market
resulted in the continuing growth in the number
of professional photographers
in the early
eighteen-sixties, as is indicated in Leeds by the
listing of twelve new studios in 1861 followed by
another six each in the directories for 1865 and
1864." This availability of cheap photographic
portraits was praised at the time for enabling the
lower classes to purchase pictures of themselves,
probably for the first time as painted portraits
were too expensive. On the other hand, the
quality of the work of many new provincial
who were attempting to earn
photographers,
their living by the mass production of inexpensive portraits, was often very poor." Many of the

lacked both the knowledge
and the facilities to produce good pictures and
instead concentrated on the maximum return
for a minimum of time and effort by very
mechnical portraiture.
As part of the explanation of photography's
general decline in the 'fifties it is interesting to
consider the kind of men entering photography
as a career in contrast to those of the 'forties.
first decade many who
During photography's
took up portraiture professionally were men of
some education and wealth and often some
scientific training, such as chemists and printers,
while
not infrequently
an artistic
having
background particularly in miniature or portrait
Fox Talbot himself had been
painting.
something of an amateur artist, Henry Collen
had been a miniature painter and Robert Adamson's collaborator, David Octavius Hill, used his
artistic background in his approach to taking
calotype portraits.'
When tracing the previous occupations of
those entering
professional
in
photography
Leeds between about 1855 and 1865, one finds
that they include a very wide range of trades.
Although there are some who had previously
been artists, such as Michael Angelo Lowther,
James Burras and Charles Leach, or engravers
like William Hanson, there was a large majority
from trades not usually considered to be closely
related to the visual arts and this undoubtedly
new photographers

influenced

their

approach

to

taking

photographs. Among the Leeds tradesmen who
became photographers at this period were Amos
Lambert, wood carver; Joseph Navey, watch
maker; Israel Holdsworth, bookseller and cloth
manufacturer;
J. W. Ramsden, apprentice
bookseller; Thomas Palliser and C. H. Braithwaite, butchers; William Dobbings and William
Harper, cabinet makers; T. H. Briggs, James
Purchon and William Brunton, clerks; J. B.
Boden and Alex Penkett, hairdressers; and Edward Boot, hairdresser, music and toy seller and
general dealer. Some of these men seem to have
had little success in photography, occurring in
the directories only once under that classification. However, others appear to have successfully
taken photography up and continued it for many
years, particularly Braithwaite, Ramsden, Hanson and Huggon,
while some adopted
photography as a second job while still continuing their original trade. At the time of this expansion of photography there also appeared the
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first dealers specializing in the equipment and
chemicals needed by its practitioners, thus making it more accessible to both professionals and
amateurs. Some of the photographs taken in
Leeds in earlier years were reputedly obtained
using a spectacle lens in a cigar box as the
camera, but by 1851 L. E. Franks, an optician of
Kirkgate, was advertising as a maker of cameras
and by 1855 Harvey and Reynolds, chemists in
apBriggate, were dealing in photographic
paratus and chemicals.''
photographers
Most of the professional
operating in Leeds between about 1855 and 1870
specialized mainly, if not solely, in portraiture
and larger
and carte-de-visite
photographs
prints are known from many of them (P1.2).
Several advertised, however, to take photographs
of architecture, landscape, animals, machinery
and works of art, with the most prestigious commission being given to Child and Wormald of
Great George Street for views of Leeds Town
Hall at its opening in 1858, a set of which was
presented by the architect Cuthbert Brodrick to
Queen Victoria." Some of the earliest surviving
photographs of streets and buildings in Leeds
date from eigheen-fifties and sixties and these
are fascinating for the information they provide
about the city's appearance then as well as often
being fme pictures in their own right. The Wormald family, who were active as professional
photographers in Leeds from the mid-fifties until
well into the twentieth century, produced some
excellent street scenes during this early period including several views of the old Leeds bridge and
of buildings in Boar Lane and Briggate which
were to be demolished within a few years (P1.3).
Amongst other interesting photographs they also
took six views of Temple Newsam House in
1868.' By the mid sixties Leeds was already supporting a considerable number of photographic
studios and it is interesting to note that in 1856
exhibition of Roger Fenton's
an important
famous Crimea War photographs had been held
in the city while works by leading British and
foreign photographers were shown in 1856 and
1857, including examples by Baldus, Bedford,
Bisson, Le Gray and Macpherson."
By this time, however, interested amateurs
in
involved
were already
very actively
had
of
them
in
1852
a
and
group
photography
formed the Leeds Photographic Society." The
members met to hear papers and hold discussions on technical subjects and exhibitions of
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their works were held at the annual conversazioni of the Leeds Philosophical and Literary
Society. In contrast to most of the studio
photographers many of these amateurs were upand much of their
per class gentlemen
photography seems to have been landscape and
architectural studies using the calotype process
rather than portraiture using the daguerrotype
method. Relatively little work by the Society's
earliest members has yet been traced but from
the waxed negatives taken by John William
Ramsden it appears that there was a more
creative approach towards picture taking than
commonly found in the professional studios.
Ramsden, born in Leeds about 1835 and an
amateur photographer while still in his teens,
was a founder member and vice-president of the
Society and later spent
Leeds Photographic
many years as a professional photographer in the
city. He was a friend of the Leeds artist Thomas
Sutcliffe and during the late sixties encouraged
his young son, Frank Meadow Sutcliffe, in his
early interest in photography." Other members
mentioned in early reports of the Society include
the surgeons Samuel Smith (P1.4) and Claudius
Galen Wheelhouse, the solicitor William Sykes
Ward, the merchants William Fieldhouse and

T. W.

Stansfeld, Washington Teasdale and Sir
Percival Radcliffe of Rudding Park." Contemporary exhibition reviews recorded that their
photographs ranged from local views and portraits to foreign scenes and copies of etchings and
drawings. Examples of their work would undoubtedly be most interesting to see as their output included twenty views of Fountains Abbey
taken by Ward in one day using the wet collodian method, scenes of Germany by Smith and
European views taken by Wheelhouse whilst sailing in the Mediterranean as a ship's doctor."
It is clear from this introductory survey that
much remains yet to be discovered about early
photography in Leeds but it is evident that a
range of interesting material survives which both
of a new visual
illustrates the development
medium and provides some fascinating information to the local historian. It has been pointed
out that certain photographers have been written into the history of art over the years while
others have been 'consistently disregarded and
neglected'." It is now time to begin rediscoverlocal
ing the works of these long-forgotten
cameramen before surviving examples of their
photographs are dispersed without record.
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16. W. White, Directory and ToPograPhy of the Boroughs
of I eeds and Bradford, 1861, p.317; Jones, Mercantile
Directory of I eeds, 1863, pp.232- 3; Charlton and
Anderson, Directory of the Woollen Districts of I.eeds,
Huddersfield,

17. Contemporary
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1864, p.210.
awareness of the poor work of most

photographers is evident from this review praising the
work of Oliver Sarony of Scarborough: 'Instead of
presenting the leaden appearance which more or less
marks all of this class of portraits, they are transferred
from the glass to paper and there fmished in colours or
sepia, so as to have all the effect of either a superior
miniature painting or a mezzotint engraving as may be
required'The Leeds Mercury, 7 November 1857, p.5).
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the 1856 and 1857 exhibitions see Leeds PhilosoPhical
and Literary Society, 87 (1856 7) and 88 (1857 —8)
Reports and The Leeds Mercury, 50 April 1857, p.3..
23. Leeds Photographic
Souvenir
Society, Centenary
Brochure 1852 F952,
24. M. Hiley, Frank Meadow Sutcliffe, PhotograPher of
Whithy, 1974, pp.18 19.
25. For a photograph and biographical information on
Smith, see G. Woledge, Universt'ty of Leeds Historical

26.
27.

Notes, The GryPhon, December 1928, pp.110 11; on
Wheelhouse, see The GryPhon, March 1934, p.221; on
Ward, Fieldhouse and Stansfeld, see Leeds trade directories of the 1850's; for Radcliffe, see Burke's Peerage,
Baronetage and Knightage.
The Leeds Mercury, 80 April 1857, p.5.
I. Jeffrey, 'British Photography from Fox Talbot to F..
O. Hoppe', in The Real Thing, Arts Council, 1975,

p.5.

Pl.4. Portrai't of Samuel Smith, t: R c s, photographer unknown, c1865. Leeds Reference Library. Smith was President of the
photographic section of the Leeds Philosophical and Literary Society in 1857.
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Get The Month in Yorkshire
published by
the Yorkshire Arts Association.
It contains details of all the
artistic events taking place in
Yorkshire plus news,
previews, articles and profiles
on what is happening in the
arts.

—the magazine

The magazine is on sale at
Leeds City Art Gallery,

Exhibition Hall, City Museum,
Kirkstall Abbey Museum,
Park Square Gallery, Northern
Artists Gallery, The Playhouse
and music and record shops,
price 15p. Or you can join the
Association for E2 a year
subscription. Write to us for
details or, if you'e never seen
the magazine, a free
introductory copy.

YORKSHIRE ARTS ASSOCIATION
GLYDE HOUSE, GLYDEGATE
BRADFORD BD5 OBG
Telephone Bradford 23051
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