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‘AN EXTRAORDINARY ACHIEVEMENT’
The successful acquisition of Nostell Priory’s contents

NTPL / ANDREAS VON EINSIEDEL

T

he acquisition in January this year
of Pieter Brueghel the Younger’s
The Procession to Calvary for
£2.7 million marked the conclusion of a
25-year campaign to secure National Trust
ownership of the contents of the public
rooms at Nostell Priory, near Wakeﬁeld,
West Yorkshire. As probably the single
most important object in the house it
rightly generated much publicity, which
resulted in a very successful fundraising
campaign including contributions from
the Art Fund and the NHMF. But it was
only the latest chapter in a long-drawnout story of Trust acquisition activity
stretching back to the mid 1980s.
Nostell Priory was generously given to
the Trust by the Winn family (created
Barons St Oswald in 1885) in 1954, but
for many years they continued to own
the indigenous furnishings. It has often
been said that the country house, with
its collections intact, is one of the glories
of our national heritage, and that the
Trust has been a major player in keeping
these ensembles together. So it is perhaps
surprising to read of a house transferred
to the Trust where the donor family
retained ownership of all the contents.
In fact this story is much more common in Trust houses than many people
realise. There are still half a dozen or so
houses where the collections are owned
virtually entirely by the former owners,

The oak furniture in the Lower Hall was acquired by the Trust through the AIL scheme in 2007, and the
portraits purchased three years later

and another dozen or more where Trust
ownership extends to less than half the
collection. There were once many more,
but in the last 30 years the Trust has
been remarkably successful in acquiring
chattels through the Acceptance in Lieu
(AIL) scheme (whereby chattels can be
transferred in settlement of capital taxes),
and also through private treaty sales,
acquisitions at auction, and the generosity of individuals in making donations.
This has been very much the pattern at
Nostell. Here, the goodwill of the Winn
family and its wish to retain key heirlooms

in the ancestral home, as well as the use
of loan agreements to give the Trust the
option of acquisition, has been critical in
keeping much of the collection together.
Following the death of the 4th Baron
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St Oswald, over 100 documented items of furniture by Thomas
Chippendale, together with some other principal contents,
were transferred to the National Trust in lieu of Inheritance Tax
in 1986. Further transfers to the Trust via AIL were to follow:
some 300 architectural drawings in 1994, the Gillows bookcases in the Billiard Room in 2002, and much more furniture,
including nearly all the old oak in the Lower Hall, in 2007.
The Trust has also been able to secure much of the collection
at Nostell through private treaty sales. This is the mechanism
where chattels can be sold to heritage bodies at a special net
price, with the vendor beneﬁting by a reduction in the Capital
Gains Tax payable. It depends on goodwill on both sides to
agree a market valuation, and the Winn family’s determination
to retain key chattels at Nostell has greatly helped the process. Thus it was used to great effect in 2002, when the Trust,
with major support from the Heritage Lottery Fund (HLF),
was able to acquire the Park and Stables at Nostell as well as
key contents. The latter included many of the most important chattels in the house, such as the collection of over 5000
books in the Library and Billiard Room, important furniture,
and a number of key paintings, including a Pieter Claesz Still
Life, Rowland Lockey’s copy of Holbein’s Thomas More and
his Family, Angelica Kauffman’s Self-Portrait of the Artist torn
between Music and Art, and William Hogarth’s Scene from
Shakespeare’s The Tempest. The Hogarth was purchased outright
by the Art Fund and donated to the Trust. The same process
was used again in 2008 to secure all the ceramics in the public
rooms, as well as further furniture and soft furnishings.
Reaching agreement on private treaty sales can often be a
lengthy process, but negotiations at Nostell have been greatly
helped by the existence of a loan agreement. The ﬁrst of these
was drawn up in the mid 1980s at the time of the Chippendale
acquisition—this was superseded by a more comprehensive
version in 2005. These agreements gave the Trust speciﬁc rights
to purchase contents in the public rooms and provided an essential framework. This was particularly important in the most
recent acquisitions in 2010 when, in addition to the Brueghel,
the Trust purchased all the remaining public room contents,
including over 150 paintings and the entire contents of three
2nd ﬂoor bedrooms, at a net price of just under £2.5 million.
IT IS AN EXTRAORDINARY ACHIEVEMENT
FOR THE TRUST TO HAVE ACQUIRED
THE ENTIRE CONTENTS OF THE PUBLIC
ROOMS
Where the Trust has been least successful in saving indigenous contents—although in practice the accumulated collections were so extensive that it would have been impossible to
show them all—is with the sale of contents from the private
and storage areas of the house; these were never included in the
loan agreements. Thus when the family came to sell many such
items in a three-day ‘on the premises’ Christies’ sale in April
1990, the Trust had very little time to research the signiﬁcance
of individual items or to raise the necessary funds. Bidding on
the day, we were able to secure only 11 of the 700 or so lots.
A similar challenge arose in November 2000 with the planned
sale of over 50 major lots of silver. None had previously been
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The Chippendale furniture in the Billiard Room was amongst the ﬁrst contents
acquired by the Trust in 1986. The bookcases were acquired through the AIL
scheme in 2002 and in the same year the books were purchased with grant aid
from the HLF

on display. From the family perspective the Trust had never
expressed any interest; but when the thoroughly researched sale
catalogue was published, it was immediately clear how important these pieces were. Through last-minute negotiation and
the goodwill of the family, half the lots were withdrawn from
the sale and subsequently acquired by private treaty. An important selection of Huguenot and Rococo silver, including rare
survivals of dinner plates and dishes, now makes a fascinating
display in the old plate room beyond the Butler’s Pantry.
Various other items of furniture, paintings and antiquarian
items (from the private side of the house and therefore not
covered by the loan agreement) were sold at auction in the
1990s and early 2000s, and the Trust had some successes. But
generally this approach has become rarer; relations between the
Trust and the current Lord St Oswald and his advisers have
matured, with both sides better understanding the aspirations
of the other.
It is an extraordinary achievement for the Trust to have
acquired the entire contents of the public rooms of one of its
greatest houses though a series of campaigns over a period of 25
years. The grant-giving bodies—the HLF, the NHMF and the
Art Fund—have been hugely supportive, as have individuals
and other charitable funds. But key to the success has been the
legal framework of the loan agreements, the goodwill of the
donor family, and regular communication between the family
and the Trust.
Roger Carr-Whitworth, Curator, Yorkshire and North East
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THOUSANDS OF IRIDESCENT BEETLE WINGS
Conserving Ellen Terry’s iconic and celebrated Lady Macbeth costume

E

llen Terry’s costume for the 1888 production of Lady Macbeth
was one of the most iconic and celebrated theatre costumes
of its time; it was immortalised in John Singer Sargent’s
portrait of Ellen Terry, now on display in the Tate Gallery. The
iridescence of thousands of beetle wings was used to extraordinary
effect.
At the time of the
production there was
not a wide choice of
fabrics available in
England, and Ellen
Terry’s costume advisor, Alice Comyns
Carr, could not ﬁnd
the colours she needed
to achieve her effects.
She wanted this dress
to ‘look as much like
soft chain armour as
[she] could, and yet
have something that
would give the appearance of the scales of a
serpent’. Ellen Terry’s
dressmaker, Mrs Nettleship, found a yarn
of twisted green silk
and blue tinsel known
as Bohemian yarn.
The dress back on display after conservation
Once crocheted, this
achieved the desired
chain mail effect. The dress hung beautifully, but ‘we did not think
it was brilliant enough, so it was sewn all over with real green beetle
wings, and a narrow border in Celtic designs, worked out in rubies
and diamonds, hemmed all the edges’.
The costume survived repeated use on stage, and successive
alteration and repair, before being put on continuous display at
Smallhythe Place for many years. When it was inspected by textile
conservators in 1999 it was found to be in a vulnerable condition
and structurally very weak. The original shape of the dress had
become distorted, and many beetle wings had been lost. Previous
alterations and restoration treatments had radically altered the
appearance of the dress. It was being shown in a dark, poorly lit
display in which the costume looked tired—it did not live up to its
iconic reputation.
In 2007 the costume was removed from display to undergo a full
examination and conservation assessment. The project brief was to
re-conserve the costume to improve its structural stability, and also
to give a better impression of how the original dress would have
looked. The newly conserved dress was to form the centrepiece of a
new costume display at Smallhythe Place.
The project developed into more than a straightforward conservation job. The costume is an important part of theatre history, and
this was an opportunity to delve into its story, to understand what
had happened to it during its 120-year life, and to return it to its
original appearance.

Using a combination of analysis and detective work, and a careful
study of contemporary photographs and the Singer Sargent painting of Ellen wearing the dress, the conservators discovered that
the existing dress was actually an amalgamation of two costumes.
Two bodices had been sewn together, one on top of the other, and
the sleeves had been shortened and narrowed. One skirt lining
had been removed and replaced, and a crochet overskirt had been
attached. In store there was a crochet hem that had been cut off,
and numerous miscellaneous pieces of crochet. There was also a
large collection of beetle wings that the staff at Smallhythe Place
had collected over the years as they became broken and detached.
Some 70 thread samples were analysed to give a chronology of the
previous repairs, and the alterations were unpicked to enable the
conservators to understand the complexities of the costume.
Conservation was made more difﬁcult by the unusual construction of the dress with its hand-crocheted and knitted elements.
Conservators supported the weak and very stretchy dress on
custom-dyed nylon net after painstakingly repairing all the holes
in the crochet using a re-crochet technique. Some of the small
separated pieces of crochet were found to ﬁt on to the bottom of
the skirt and indicated where
the hemline was, thus giving
the original correct length of
the costume. Research had
shown that the separated
hem that had been found
in store did not belong to
the existing crochet skirt,
and so the original tattered
hem was extended with new
crochet to restore the gown
to its proper, trailing form.
The sleeves were restored to
their original length and fullness, and hundreds of beetle
wings were re-attached to the
dress. In total the conservators spent over 1500 hours of
painstaking work separating,
repairing and reuniting piecEllen Terry and the beetle wing dress
es of the original dress. The
pieces identiﬁed as parts of the second costume have been packed
in archival storage boxes, and are now accessible for research and
interpretation.
The result is stunning, and can now be seen on display at
Smallhythe Place. Visitors can appreciate the full shape of the sleeves
and the draping of the dress, as it is now displayed with the mannequin’s arms raised, echoing the pose in the Singer Sargent portrait;
they can also see the costume from all sides, as the mannequin turns
on a revolving pedestal. Ellen Terry valued her costumes highly, and
kept them and re-used them time and time again; she would surely
have been glad about this conservation work, the National Trust’s
part in the continuing history of her beautiful dress.
Siobhan Barratt ACR, Conservator, Knole
See too the article ‘Lady Macbeth at the Lyceum’, by Emma Slocombe, at
www.apollo-magazine.com/nationaltrust
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150 YEARS OF MORRIS & CO: A CELEBRATION
‘If I were asked to say what is the most important production of
art and the thing most longed for, I would answer, a beautiful
house’, wrote William Morris in Some Thoughts on the Ornamented Manuscripts of the
Middle Ages (1894). Just two
years later, on 3 October 1896,
William Morris died aged
only 62. His doctor stated
that he died of ‘simply being
William Morris and having
done more work than ten
men’.
Today we know William
Morris as the design pioneer
of the late 19th century,
predominantly through the
work of his company Morris,
Marshall Faulkner & Co (later Morris & Co) founded in 1861.
The season-long exhibition at Wightwick Manor to celebrate
the 150th anniversary of artifacts from the Morris & Co archive,
many of which have never been on public display before, is the culmination of a
relationship nurtured between property
staff at Wightwick Manor and Morris
& Co over many years. ‘The Nature of
Design’ exhibition draws on the huge
array of fabrics, wallpapers, books,
wooden wallpaper blocks and ephemera held within the Morris & Co
archive. It charts the rise, fall and rise
again of the company over its 150-year
history, endeavouring to place Wightwick’s collection within the context of the
development of ‘The Firm’.
Boasting one of the most complete
Morris & Co interiors, Wightwick
Manor, built in 1887 and extended in
1893, was home to the Mander family.
Theodore Mander, a director of the
prosperous family ﬁrm of paint manufacturers Mander Brothers, was a well educated, much travelled
man of progressive liberal politics and non-conformist religion.
On 10 March 1884, newly married and with artistic tastes,
Theodore attended a lecture given in Wolverhampton by Oscar
Wilde, ‘The House Beautiful’. In his notebook Theodore wrote
two of Wilde’s rules on art: ‘Do not have anything you do not
know to be useful or think to be beautiful’, and ‘Do not use
anything which you do not know to be a pleasure to yourself
and which you do not believe was a pleasure to the workman
who made it’. These are quotations from William Morris; Wilde
was well known for borrowing the ideas of others and passing
them off as his own. This lecture, along with the writings of
Morris and Ruskin, formed the basis of Theodore’s inspiration for
Wightwick’s interior decoration.
Once the house was built, Theodore and his wife Flora began

the new and fashionable enterprise now open to the middle
classes: they went shopping. Until this time it was the role of
the decorator or architect to source wallpapers on behalf of the
client, who would often have
had little control over the selection of individual patterns.
Now, the customer could visit
the showroom personally and
select wallpapers using a
stand-book, usually while
enjoying a pot of tea. For
middle class families with
artistic tastes like the Manders, Morris & Co offered
the opportunity to buy into
a lifestyle. It became the onestop shop, the shop of choice
for those enthusiasts for the beliefs enshrined in ‘The House
Beautiful’ lecture. Morris opened his ﬁrst showroom at 449
Oxford Street in 1877, which brought the full range of Morris &
Co products under one roof; the showroom also displayed ceramics by William
de Morgan, lighting by WA S Benson,
and glass by James Powell (all of which
are represented within the Wightwick
collection.) To furnish their new home
the Manders bought predominantly
from the Oxford Street shop of Morris
& Co, mixing what they bought with
items they already owned, antiques, and
commissioned pieces of stained glass by
Charles Kempe.
The Morris collection was further
enhanced by Theodore’s eldest son Sir
Geoffrey Mander and his second wife, the
biographer Rosalie Glynn Grylls, from
the 1930s onwards, a time when Victorian
design and Morris were unfashionable.
Many of the items bought by Lady Mander were of a very high quality, and would
have been out of the reach of Geoffrey’s parents. In the spirit of
Lady Mander, the National Trust has continued to add to the
collection as and when suitable items become available.
But the 2011 anniversary is more than just the exhibition.
The William Morris shop at Wightwick Manor is now an agent
for the Morris & Co range, and the property has hosted national
and international product launches of the Anniversary collection. Few design brands can boast the inﬂuence of Morris &
Co, still popular 150 years after its founding. With interest in the
remarkable talents of William Morris growing every year, this
can only be the start of a mutually beneﬁcial partnership between the National Trust, Wightwick Manor and Morris & Co.
Helen Bratt-Wyton, House Steward, Wightwick Manor
The Nature of Design: A Celebration of 150 years of Morris &
Co 1861-2011, Wightwick Manor, 2 March to 18 December
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MAINTAINING SCOTNEY CASTLE’S ‘SHABBY CHIC’
Treading the fine line between conservation and aesthetics
Vix ea nostra voco: ‘I scarcely
call these things our own’.

basic inventories of the attic areas,
and researching family history. We
have played host to many long-term
volunteers from overseas and from
ON 6 JUNE 2007 the doors to the
this country. At Scotney we pride
‘new’ house at Scotney Castle were
ourselves on the warm welcome
opened to visitors for the ﬁrst time.
that visitors to the property receive,
Visitors have been welcomed to the
and a large part of this welcome
Old Castle, the gardens and the
comes directly from the volunteer
wider estate at Scotney since 1970
team.
when, on his death, Christopher
To maintain the friendly, homely
Hussey generously bequeathed the
atmosphere
that already existed, we
property to the National Trust. His
were
keen
to
use barrier ropes in the
wife Betty continued to live prirooms
as
little
as possible, and we
vately in the main house at Scotney
Christopher Hussey’s desk
kept
much
of
the
usual household
for the next 36 years.
clutter
that
had
accumulated
over
the
years.
We
discussed
the visitor
Betty Hussey was closely involved with the National Trust throughroute
in
great
detail,
and
tried
out
various
alternatives.
We
introduced
out this time. She helped to provide records of the stories of the oba timed-ticket system; this helps us to maintain a regular but steady
jects and furnishings within the house, as well as using Trust-approved
ﬂow of visitors, who are thus able to absorb fully the atmosphere of
conservators for work within it. Betty died in April 2006. Plans were
this very special house.
discussed and put in place to open the house to visitors for the ﬁrst
We were pleasantly surprised to ﬁnd that Betty had left the house to
time.
the
Trust exactly as she had lived in it. Each drawer and cupboard was
Construction of the ‘new’ house at Scotney began in February 1837,
a
time
capsule of each generation that had lived here, with the original
and was completed in 1843. Edward Hussey III’s young architect AnWillement
wallpaper of the 1830s juxtaposed with a game of Boggle
thony Salvin decided to build the new house from sandstone extracted
and
modern
Christmas cards, for example. Our discoveries continued
from the estate quarry. He also decided to transform the 14th-century
upstairs in the attic stores; here
Old Castle into a romantic ruin, so
volunteers found a treasure trove of
as to complete his picturesque vision
objects, including Betty’s wedding
for the gardens at Scotney.
dress from 1936, family artwork,
The proposed opening date for
and Victorian children’s games.
the new house was June 2007. The
The team has fully embraced the
planning process was complex. A
challenge of engaging with visitors
brand-new house team needed to
to explain how we care for each
be recruited; they faced many inobject regardless of its provenance.
teresting challenges, such as trying
We often show a toy plastic chickto understand the services in the
en found in one of the drawers in
house—even ﬁnding where to plug
the Library alongside a John Piper
in vacuum cleaners took time!
painting to show visitors that this
Partly owing to the strong interwas a home, not a museum.
est from existing garden and estate
By far the most popular ‘mustvisitors, we decided that the team
Puss, Betty Hussey’s tabby cat
see’
element of Scotney is Puss,
would open part of the house as
Betty
Hussey’s
tabby
cat,
who
was
also
left to the Trust. Although
soon as possible, and that we would open further rooms gradually
a
very
shy
character
to
begin
with,
she
has
thoroughly enjoyed the
over a ﬁve-year period, with new areas opening each year. This year
opening
process,
and
has
become
a
favourite
amongst staff and
sees the culmination of these plans.
visitors
alike.
It was important that we maintained the ‘shabby chic’ look of the
Although the opening project is now drawing to a close, we still
interior decoration in which Betty Hussey had taken such pleasure,
have
many exciting things to look forward to in the future. We
so our curatorial decisions had to tread that ﬁne line between conare
keen
to ﬁnd innovative ways to show the ‘hidden collection’ of
servation and aesthetics. The team needed to begin to understand
objects,
and
to ﬁnd new parts of the Scotney story to share with
the house and its history so that information could be conveyed
visitors
through
‘Atmospheres’ projects. We have prepared a new
to volunteers and visitors alike. Another important concern was
guidebook
to
coincide
with the ﬁnal phase of opening. We are also
that we did not want the new house to overshadow the parts of
planning
projects
such
as the conservation of the wallpaper on the
Scotney that visitors had known and loved for many years. We needed
main
staircase—this
was
badly damaged by ﬂooding in the past. We
to ensure that the house remained as an integral part of the wider
are
aware
that
we
need
to
maintain the homeliness of Scotney, but we
picturesque landscape.
are
also
looking
forward
to
ﬁnding ways in which to keep the experiWe successfully recruited and trained 120 new volunteers to the
ence
of
visiting
this
enchanting
house both different and exciting.
house team in just two months. These volunteers have also assisted
us with many other projects, including inventory marking, creating
Chloe Tapping, House Manager, Scotney Castle
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A TIME TO EMBRACE THE ANTIQUES OF THE FUTURE
The Trust’s unique opportunity to lead a new revolution in the crafts
A HUNDRED YEARS ago potters in East Dorset were bound up in

a spider’s web of agricultural and potting drudgery, coppicing, claywinning, criminality, cretinism and malnutrition. Their pots found
their way across southern England, and even to Canada on merchant
ships. The typical output was jugs, bowls, costrels (eared bottles or
ﬂasks) and storage pots for bread and ﬂour, and a few plant pots too.
By 1952, after experiments with ‘art’ pottery and decorative ware, the
whole show was over.
In 1986 I superimposed myself
on this potting footprint of several
hundred years by setting up a pottery
specializing in wood ﬁred, frost-proof
terracotta pots for gardens. After
getting a degree from Cambridge in
archaeology, I opted for an independent life which I could understand as
being real, connecting with the natural
world by reﬁning my own local clay
and ﬁring with wood from surrounding estates. Much of my work takes place outdoors, including sales
from my 18th-century dairy courtyard, and I relish the direct contact
with customers, both those who call in en passant and those who have
decided to make a special journey. Knowing my subject is key to
effective salesmanship, I’ve found. The odd giggle with them is useful
too. The experience is unique, and most visitors enjoy it greatly.
Another method of marketing is to have one’s work on sale in other
locations. For instance, James Grasby of the National Trust has asked
me for replicas of particular pots from the Verwood pottery industry
here in East Dorset to sell at Hardy’s Cottage near Dorchester.

IF YOU ARE SLIDING DOWN THE DECK
OF THE TITANIC, MAKERS ARE WHAT
YOU NEED
A different gambit is to work with craft centres as hosts. Since the
1970s, when these establishments ﬁrst ‘came on stream’, signiﬁcant
changes have taken place in the world of making. Where once potters mopped up cheap houses in the West and Wales to pursue an
‘alternative lifestyle’ in the country, making affordable kitchenware
for the middle classes, the centre of gravity has shifted up the ﬁnancial
scale with urban-based workshops, a much greater interest in ‘ﬁne art’
ceramics, and not a little pretension. A media-savvy new breed of
potter emerged and cosied up to collectors and the art market, often
using the Britart tools of hype and spin to get where they wanted.
Naturally, there was a price to pay: content tended to disappear.
A friend, when asked what he had seen recently of contemporary
ceramics, said: ‘Oh – cupcakes’. But if ceramic vision has lost some
of its focus, and much of UK craftsmanship has devolved into infantile whimsy, this does not mean that there are not excellent makers
dotted about the country, tucked away and occupied in a variety of
disciplines, from saddlery to pen making, that can happily bear interrogation from a scrutinising eye. And there is the great opportunity.
The National Trust is uniquely placed as a powerful organization
that can provide an unrivalled gamut of interior spaces for display
nationally (just look at London’s paucity of exhibition spaces); it owns
not just great houses, but also oddities such as stable blocks, boat
houses, mills, barns and loggias. These last would be wonderful for

sculpture and furniture displays, and for craft tuition. The Trust also
has hundreds of square miles of green and garden spaces, ranging
from stone terraces to walled gardens, lakesides, rolling lawns, shrubberies, river walks, woodland, and hillsides. This breathtaking range
of readymade contexts is all set to ignite into creative experiences for
a range of existing and new visitors.
So what does craft actually mean now? Why should the Trust take
any interest? As climate change begins
to impinge more directly into everyone’s life with hikes in the price of
food and fuel, increasing worries about
fresh water supply, and difﬁculties in
farming, accompanied by alarmingly
cold winters recently, we are going to
have to come up with new solutions
in architecture, transport and distribution, heating, working conditions and
cultural experiences. Far from being
merely optional, self-indulgent, semiplayers in the national economy, makers of all kinds can already be
seen as constituting a unique and vital source of hand skills—like the
seed bank at Wakehurst Place, craftsmen have accumulated a deep
understanding of materials old and new, a ﬁrm grip on good and
effective design, and an open mind to what the public may need for
requirements yet unseen. Makers are creative inventors, providers of
new tools with which to cope with what the future throws at us. If
you are sliding down the deck of the Titanic, makers are what you
need: they are the ones lashing the wooden deckchairs together for
a raft. And if the work is beautiful too, how much richer our lives
can be.
With the advent of the virtual life of the computer and the internet, a number of losses have occurred, such as increased loneliness
and lack of social interaction. If the Trust could engineer making
workshops, ﬁlms, selling exhibitions, talks and demonstrations, I can
see a healthy new connection developing with a younger audience.
A month’s focus on contemporary chairs, say, could draw in a wide
spectrum of interest. Or how about a show focusing on orange? The
colour reads well outside against all that green. Understanding the
narrative of making is vital too. Giving the general public the roots,
the story of how and why things are produced, immediately builds a
far better understanding and respect for objects and the makers who
created them—and increased sales.
Craft is political now. Much of British making is actually about fair
trade. I have seen photographs of South East Asian potters with one
arm, the other torn off by rapacious machinery; no Health and Safety
there. This is the back story to our ‘three for two’ bargain culture. The
wealthier middle class public is aware of the idea of ethical shopping,
but I believe we could broaden this base by returning to the notion of
‘built to last’, of buying quality, not quantity.
The Trust now has the opportunity to embrace what are necessarily
the antiques of the future, and its properties could become drivers in
local economies too. Why should it not be the Trust which leads the
making revolution that has been queuing up to be the next enthusiasm after gardening and food in the last few years?
Jonathan Garratt, Cranborne, Dorset
Website: www.jonathangarratt.com
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AN AUSTERE REPLICA FOR A STARK INTERIOR
Recreating Lawrence of Arabia’s iconic chair for Clouds Hill
LAST SUMMER I landed a gem of a job for the National

Clouds Hill, and only the bare minimum of furniture that
Trust quite by chance. The Trust’s curator, James Grasby,
a bachelor might require. The cottage was ﬁtted out entirely
was looking for directions when he wandered into my
to Lawrence’s speciﬁcation, and he had eschewed any trace
cabinetmaking
workshop
of ornament in favour of a
near Shaftesbury in Dorset.
calm austerity.
His eye taken by the bespoke
In his bedroom I set
furniture being made, he
to work on the armchair
introduced himself, and we
and book rest. It was
were soon discussing one of
here that Lawrence rehis current projects, to do
wrote The Seven Pillars of
with T E Lawrence’s leather
Wisdom (having left the ﬁrst
armchair and accompanydraft on a train). While I
ing book rest at Clouds Hill
noted the dimensions, took
Cottage.
photographs from every
Designed by Lawrence as
angle, and felt through the
a reading chair, its angular
upholstery of the chair to
lean shape, leather upholestablish the construction
stery, and sprung sheepskin
of the frame underneath,
Ron Blanchard, National Trust volunteer, trying out the replica
cushions reveal the period of
James Grasby wound up
chair and book rest
its making—the early 1930s.
Lawrence’s gramophone,
Tailored to him, it came with a stylish stainless steel book
with its vast custom-made papier-mâché horn, and played
rest; sitting there, he must have appeared like a pilot in the
his records for us. It was as though I was in the presence of
cockpit of a ﬁghter plane, navigating his way through the
the man himself, helping to furnish his home.
virtual worlds laid out in his huge collection of books at low
Back at the workshop, I set about making the beech and
level with his breathtaking speed of mind.
plywood frame for the chair. I had been surprised by the use
The Trust had agreed to loan the original pieces to the
of marine plywood in the original chair, but when I learnt
Rautenstrauch-Joest Museum in Köln, Germany, for their
that Lawrence had been working in a boatyard in Southexhibition ‘Lawrence of Arabia: the Genesis of a Myth’, and
ampton developing high-speed rescue launches at the time
temporary replacements were needed. Would I be interested
(about 1933), it made perfect sense. Lawrence had ﬁtted out
in making replicas? So began the commission that gave
his cottage in the marine materials and methods that were
me a fascinating
readily available to him.
glimpse into the
With the slender frame all screwed and glued together
life of Lawrence of
and panelled where appropriate with ply, it was over to our
Arabia.
upholsterer David East to put some ﬂesh on the bones of
The ﬁrst step
the chair. This he did using the traditional construction
to completing the
of sprung horsehair. He then covered the chair in undyed
project was a visit
leather and pinned it in place using brass studs to match
to Clouds Hill.
the original. With sheepskin seat cushions ﬁtted, just as
Lawrence retired
Lawrence had had it, the chair was identical to the original,
to this tiny woodssave for the wear and tear of 80 years.
man’s cottage near
The book rest is minimal and practical—simply a
Bovington in Dorcleverly cut and folded zinc sheet screwed to a base of the
set in 1929 seeking
ever-present ply. This rests across the arms of the chair, propeace and quiet.
viding plenty of space for a manuscript, pens and a glass
Set back among
of water. Lawrence would have sat writing his memoirs,
thick
rhododencocooned in the ﬂeece-lined narrow seat between the high
Dominic Parish standing alongside the
drons,
this
secludsquare arms, with everything he needed to hand.
newly made chair in his workshop
ed cottage appears
The completed pieces stayed in the workshop for a couple
to be the ideal rural retreat; but, as I soon found out, there
of weeks and proved very popular—everyone wanted to sit
is nothing rustic about the interior. As I wandered through
in ‘Lawrence’s chair’. So it was with some regret that I delivthe rooms I marvelled at the modernity and starkness of the
ered the chair, but it’s nice to know that visitors to Clouds
interior: the guest bunkroom with insulating silver foil-lined
Hill will now be able to try it out for themselves.
ceiling, the cork-lined wet room, the internal doors simply
Dominic Parish, Wardour Workshops, Shaftesbury, Dorset
leather hides swung on brackets. There is no kitchen at
Website: www.wardourworkshops.com

7
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UNPACKING THE PAST TO LINK WITH THE PRESENT
Theresa Nguyen: Silversmith in Residence at Kedleston Hall

T

his year Kedleston Hall welcomes the Worshipful
Company of Goldsmiths and their talented protégée
Theresa Nguyen to an exciting exhibition of contemporary silver and a demonstration of traditional silversmithing.
There is even a prize for visitors to win: a magniﬁcent silver
beaker commissioned by the Goldsmiths’ Company and made
by Theresa to a design based on motifs from the bedposts of
Kedleston’s State Bed and from the Eastern Museum collection.

Every Saturday Theresa works on this beaker before visitors’
very eyes; this is a rare opportunity to see ﬁrst-hand the complex and time-honoured craft of silversmithing demonstrated by
one of the most exciting silversmiths working in Britain today.
At other times there is a static but fascinating and informative
demonstration work bench and tools. There is also an exhibition of Theresa’s past commissions, which allows visitors to enjoy
her virtuoso skill in crafting this most timeless and beautiful of
materials.
The main exhibition and demonstrations—which have been

generously funded by the Goldsmiths’ Company—are complemented by specially commissioned ﬁlms: one devoted to silversmithing techniques, and the other a documentary which explores
Theresa’s experience as a contemporary craftsperson discovering a
National Trust property and being inspired by its collection. This
is further supported by workshops and talks being delivered by
Theresa this season.
As well as enhancing the ‘visitor offer’, this project is also
helping the property to engage better with its audiences. The
main part of the house was never meant to be lived in, and its
signiﬁcance lies not in important past events or historical ﬁgures
but in the ground-breaking nature of its design and the excellence with which the interiors and contents were executed. As
such, visitors sometimes ﬁnd it a more difﬁcult property to relate
to than some of our more ‘homely’ houses, or those with more
obvious biographical narratives. We hope that this initiative
might encourage visitors to reﬂect on how and why and when the
interiors and objects were made that they see around them; we are
opening up a whole new perspective on what is often regarded as
a very beautiful sequence of historic interiors, but one which is
rather remote from most people’s day-to-day experience.
This is not the ﬁrst time that Kedleston has used contemporary
art as a means of attracting new audiences and encouraging visitors
to think about the property in new and different ways. In 2010 we
had Susie McMurray’s installation Promenade, a controversial but
thought-provoking interpretation of the essence of Kedleston,
which involved weaving a maze of over 100 miles of gold thread
between the columns of the Marble Hall. Having gone from
installation art in 2010 to contemporary craft in 2011, the property
is looking forward to 2012. With assistance from Arts Council
England, we will be commissioning a sculpture display in the
18th-century pleasure grounds on the theme of outdoor play, another way in which contemporary art can help historic properties
link the past to the present for the audiences of today.
Simon McCormack, House & Collections Manager, Kedleston Hall

AN INSPIRATIONAL EXPERIENCE FOR ME
‘STUDIO SILVER TODAY’ is a wonderful initiative, organ-

ised by the Goldsmiths’ Company, to broaden the public’s
awareness of today’s modern silver movement. Through this
initiative I feel very privileged to have been invited to be the
silversmith in residence at Kedleston Hall. This opportunity
has enabled me to exhibit my past commissions, as well as to
demonstrate ancient silversmithing craft skills to the public.
To be the silversmith in residence at such a magniﬁcent
historical setting as Kedleston has been an inspirational experience for me. Robert Adam is an iconic architect, and it
is a real delight to be able to wander around one of his great
works, which was inspired by his travels in Italy, especially
Rome, in the 18th century. The mark of truly great artists

is that their work is able
to reveal something new
at each visit, whilst at
the same time remaining
timeless. Kedleston Hall
exempliﬁes those two experiences.
I have so much enjoyed tapping into the history of this
house, and being able to view and even handle some of the
beautiful artefacts in the Eastern Museum and the silverware
in the Dining Room. Studying these works has deepened
my appreciation of the ﬁne craftsmanship that has gone into
developing the collection at Kedleston Hall.  continued overleaf
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Exploring Kedleston Hall and discovering all of its treasures has really enabled me
to feel deeply connected to the silversmiths
of the 18th century who worked here and
produced such beautiful pieces.
It is amazing how little the tools of the
trade have changed over the centuries, and
how today we share many of the same technical challenges in shaping metal.
As part of my residency, I have also been
commissioned to make a silver tumbler
cup inspired by Kedleston Hall. The commission has given me the chance to draw
inspiration from the house and to interpret
my experience into the design of this piece.
In the design of the silver tumbler cup, I
hope that I have been able to capture some of the intricate
detailing and beautiful motifs that I have discovered in the
vast collection of treasures on display at Kedleston Hall.
The ﬁnished piece will be the prize for a rafﬂe open to all
visitors during the period of this exhibition.

9

I hope that through this particular piece that I am making, and also through my role at Kedleston Hall, I will be
able to connect visitors to the heritage of silversmithing.
I also hope that as visitors make their journey around the
house, they will be able to form their own connections to
the great works that are housed at Kedleston Hall, and feel the same inspiration I
have felt during my time here.
I have really enjoyed being able to communicate with the visitors, and they have
given me some very positive feedback
about the live demonstrations. I think that
the opportunity for them to observe me at
work and being able to ask questions has
worked really well. They have appreciated
the chance to handle some of my work, and
they have genuinely been surprised at how
tactile silver actually is. This interaction
with the work has allowed their perception
of silver to be expanded, and has enabled
them to understand how silver can be
shaped into a wide variety of ﬂuid forms.
My residency at Kedleston has enabled
me to share my ideas and inspirations with
others. I have also been involved in teaching
master classes, giving lectures on my work,
and also giving talks on the silver collection
at the property. I have found these experiences very stimulating and enjoyable. After
the residency, I would like to take further
opportunities to teach, lecture and mentor;
this will allow me to share with others my
skills, experience and love for silversmithing. I hope that I might even inspire a
greater interest in silversmithing in the
general public.

‘Parissa’, made 2009, developed from studies of the leaves of Camellia japonica

Theresa Nguyen
Website: www.theresanguyen.co.uk
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AN 18 TH-CENTURY ORNAMENTAL ADVENTURER
The enigmatic and ambiguous portrait of Huang Ya Dong at Knole

J

ntpl/horst kolo

ohn Frederick Sackville, the
Captain John Blake, initially
3rd Duke of Dorset (1745looked after the young Chinese
1799), is the only member of
man. The Duke of Dorset and
the Sackville family to have asJohn Bradby Blake had been at
sembled his own distinct art colschool together, which indicates
lection, as opposed to inheriting
how Huang then came to transfer
one or adding a few portraits. On
to the Duke’s household. 4
his Grand Tour of Italy he bought
But what were Huang’s own
ancient Roman sculpture and
motives in coming to Europe?
developed a taste for old master
At this time Chinese visitors to
paintings by Italian, French and
Europe were still very rare, as the
Netherlandish painters. Back in
voyage was long and dangerous
England he extended his collecand the Chinese imperial admintion with modern paintings by
istration discouraged its subjects
artists such as John Opie, Ozias
from travelling abroad. On
Humphrey, George Romney,
this point a letter attributed to
Thomas Hoppner, Thomas
Sir Joshua Reynolds and dated
Gainsborough and above all Sir
18 February 1775 provides valuJoshua Reynolds.1
able clues:
One of the works that Reynolds
‘I have lately met in company
produced for the 3rd Duke is a
Whang-At-Ting, the Chinese,
fascinating portrait of a young
who is now in London […] He
Chinese man, dressed in Chinese
is a young man of twenty-two,
garb and sitting cross-legged on a
and an inhabitant of Canton,
Portrait of Huang Ya Dong by Sir Joshua Reynolds, at Knole
Chinese bench, dated 1776 2 . He
where having received from
is described as ‘Wang-y-Tong’, who worked as a page in the Duke’s
Chit-qua, the Chinese ﬁgure maker, a favourable account of his
household at Knole and attended the local Sevenoaks School. It is
reception in England, two or three years ago, he determined to
an enigmatic image, at once respectfully realistic and deliberately
make the voyage likewise, partly from curiosity, and a desire of
exotic. Why and how did this young man come to England, and
improving himself in science, and partly with a view of procuring
what happened to him after the picture was painted?
some advantages in trade, in which he and his elder brother are
There is another, more sober portrait of him in the collection
engaged. He arrived here in August, and already pronounces and
of the British Museum, dressed in English clothes this time,
understands our language very tolerably, but he writes it in a very
drawn in proﬁle by George Dance the Younger (see page 13).
excellent hand, which he acquired with ease by using the copy
British Museum curators have established that his name should
books recommended by Mr Locke […] He has a great thirst after
read Huang Ya Dong in the currently used pinyin transliteration�
knowledge, and seems to conceive readily what is communicated
(
in Chinese characters), and that he was a minor celebrity
to him […]’ 5
in English intellectual circles in the 1770s. Huang is known to have
From this it appears that Huang was both intelligent and
visited the naturalists Mary Delany and the Duchess of Portland
adventurous, travelling to Europe for reasons very similar to those
at the latter’s country seat of Bulstrode, discussing Chinese plants
that drove enterprising Europeans to venture in the opposite
and their uses with them. He also visited the Royal Society, talked
direction. The letter also indicates that Huang arrived in England
to Josiah Wedgwood about the manufacture of Chinese porcelain
in August 1774, and that he was about 23 when Reynolds painted
and explained the principles of acupuncture to the physician
the Knole portrait of him.
Andrew Duncan. 3
What happened to Huang subsequently? A letter from Huang
The man who was instrumental in enabling Huang to travel
written in Guangzhou and dated 10 December 1784 is recorded in
to England was John Bradby Blake (1745-1773), who was engaged
the papers of the linguist Sir William Jones, showing that he had
in trade for the East India Company in Guangzhou (then called
managed to return home. In the letter Huang politely declines
Canton by Europeans). Blake was interested in the natural history
Jones’s suggestion that he might produce an English translation
of China and being stationed in Guangzhou enabled him to colof some classic Chinese philosophical texts, as he is ‘too much
lect seeds and plants that had medicinal or economic uses and to
engaged in business.’ He also graciously recalls ‘the pleasure
send them back to Europe for propagation and research. Huang’s
of dining with you in company with Captain Blake and Sir
botanical knowledge made him a suitable conduit to supply ﬁrstJoshua Reynolds; and I shall always remember the kindness of
hand information to British naturalists. Blake fell ill and died in
my friends in England.’ 6 Elsewhere Jones recorded that Huang
Guangzhou just before Huang arrived in England, and his father,
‘[…] passed his ﬁrst examinations with credit in his way to
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literary distinctions, but was afterwards
On that second occasion he must
allured from the pursuit of learning by
have heard about and possibly met
a prospect of success in trade […]’ 7
Huang, for he incorporated him
So Huang was well educated, and
into an allegorical fable about the
seems to have passed at least some
difﬁculties of communication across
of the ﬁendishly difﬁcult ofﬁcial excultural boundaries that he published
aminations that provided entry into
in the Göttinger Taschencalender (Götthe Chinese imperial bureaucracy.
tingen Almanack) for 1796. The story
These exams focused exclusively on
shows Huang (here called Wang-othe Chinese literary and philosophical
Tang) acting as an interpreter between
classics, but, as Jones’s and Reynolds’s
a European and a Chinese. He initially
accounts suggest, the pull of his
tries to correct various misunderstandfamily’s business and his own interest
ings, but ultimately resigns himself to
in the natural sciences seem to have
telling both sides what they want to
drawn him in a different direction.
hear, allowing them to maintain their
These glimpses into Huang’s life
sense of superiority in the face of the
and character also put his role as
‘other’. 11
a page at Knole into perspective.
So the portrait of Huang hanging at
He was appointed as one of the
Knole points to the limits as well as
Portrait drawing of Huang Ya Dong
personal servants of the Duke of
the possibilities of cultural exchange.
by George Dance the Younger
Dorset’s mistress, the Italian balIt shows a young man whose ambition
let dancer Giovanna Francesca Antonia Giuseppe Zanerini
and thirst for knowledge made him travel to the other side of the
(1753-1801), known as La Baccelli. The Duke commissioned
world. The people he encountered there were fascinated by him
portraits of her by both Gainsborough and Reynolds, and there is
and tried to engage with him, but inevitably also saw him through
a record of a sketch by the former that includes Huang ‘in a round
the lens of cultural prejudice. He was ‘pictured’ as a symbol of exhat’ attending to La Baccelli. 8 As this picturesque scene indicates,
otic glamour and ‘rewritten’ as a metaphor for cultural exchange.
Huang’s role in the Knole household may have been largely
It is a remarkably complex set of meanings for a painting and its
ornamental. The Duke probably considered having an exotic page
sitter to carry.
as being appropriate to his rank, while it provided Huang with
Emile de Bruijn, Registrar (Collections and Grants)
a livelihood and allowed him to pursue his studies at Sevenoaks
I would like to thank Hongbo Du and Andrew Loan, whose helpful enquiries and
comments, partly recorded on the Treasure Hunt blog (http://nttreasurehunt.wordpress.
School and elsewhere.
com/) led me to ﬁnd hitherto unrecognised sources concerning Huang Ya Dong. I am
Reynolds’s portrait of Huang reﬂects his ambiguous position.
also grateful to Dr Kim Sloan for commenting on the text.
On the one hand, it is clearly a portrait of an individual, not a
1
Robert Sackville-West, Knole (guidebook to the house), National Trust, 2006 (originally

THE PORTRAIT … POINTS TO THE
LIMITS AS WELL AS THE POSSIBILITIES
OF CULTURAL EXCHANGE
caricature. On the other hand, the Chinese dress and accoutrements obviously and self-consciously mark the sitter as an exotic
subject. The portrait cannot quite be characterised as ‘chinoiserie’,
as it is does not present an overtly fantastical or escapist image of
China. 9 But equally there is something odd about the pictorial
language of the image, as Reynolds struggles to ﬁt Huang into one
of the accepted categories of British portraiture.
Huang, too, must have been bemused by the result: sitting
cross-legged was considered to be a rather informal posture in
China, and would not have been used for a formal portrait. Sitting cross-legged on a bench, moreover, would have been seen
as an oxymoronic combination of informal and formal, but the
painter obviously considered the Chinese item of export furniture
to be an essential prop for his English viewers. The brandishing of
the open fan also seems rather incongruous from a Chinese point
of view, and appears to be yet another marker of ‘Chineseness’
deliberately inserted by Reynolds. 10
Huang’s ambiguous presence was recast in literary form by
the German Enlightenment thinker Georg Christoph Lichtenberg (1742-1799), who visited England in 1770 and 1774-75.

published 1998), p. 80; and Robert Sackville-West, Inheritance: The Story of Knole and the
Sackvilles, London, Bloomsbury, 2010, pp. 128-129.
2
This picture, along with much of the collection at Knole, is owned by Lord Sackville
and is reproduced here with his kind permission. It is included, together with another
version of the head and shoulders only, in David Mannings and Martin Postle, Sir Joshua
Reynolds: A Complete Catalogue of his Paintings, New Haven and London, published for
the Paul Mellon Centre for British Art by Yale University Press, 2000, nos. 1828-9.
3
Stephen Lloyd and Kim Sloan, The Intimate Portrait, London, British Museum and
Edinburgh, National Gallery of Scotland, 2008, no. 168.
4
Anita McConnell, ‘Blake, John Bradby (1745–1773)’, Oxford Dictionary of National
Biography, Oxford University Press, 2004; online edition, January 2008 (http://www.
oxforddnb.com/view/article/2580, accessed 21 May 2011).
5
Quoted in an anonymous article entitled ‘Hints Respecting the Chinese Language’, in
The Bee, XI, 12 September 1792, pp. 48-52, at pp. 50-52. The letter is mentioned (but not
quoted fully) in William W. Appleton, A Cycle of Cathay: The Chinese Vogue in England
during the Seventeenth and Eighteenth Centuries, New York, Columbia University Press,
1951, pp. 134-136.
6
Sir William Jones, Works, London, 1801, supplemental vol. I, pp. 245-246.
7
Sir William Jones, ‘Dissertation XII: On the Second Classical Book of the Chinese’,
Sir William Jones, et al., Dissertations and Miscellaneous Pieces relating to the history and
antiquities, the arts, sciences and literature of Asia, vol. I, London, 1792, pp. 357-386, at
pp. 367-368.
8
Vita Sackville-West, Knole and the Sackvilles, London, 1948, p. 189.
9
A more strongly ‘chinoiserie’ interpretation of the portrait is put forward by Ong Seng,
‘Wang-y-Tong’, Old Sennockian Newsletter, Easter 2006, p. 17.
10
I am grateful to Hongbo Du for alerting me to these incongruities.
11
Entitled ‘Von den Kriegs- und Fast-Schulen der Schinesen, nebst einigen andern Neuigkeiten von daher’ (Of the Chinese academies of war and of fasting, as well as some
other news from there). See unpublished paper by Carl Niekerk, ‘Theories of Alterity
and their Limits in Eighteenth-Century Anthropology (Buffon, Camper, Blumenbach,
Herder)’, which can be accessed via the Academia website (http://www.academia.edu/).
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PLAYFUL, DANGEROUS AND SUBVERSIVE SCRUTINY
Charles-Germain de Saint-Aubin’s unique Livre de Caricatures
Other drawings in the Livre de
the Livre de Caricatures (c. 1740Caricatures extend the circle to
c. 1775) is a unique survival
friends and acquaintances, infrom an age of powerful cencluding the playwright Michelsorship. Had its existence been
Jean Sedaine, who may well have
discovered by the authorities
known it, and the collector and
it would have been destroyed,
connoisseur
Anne-Philippeand its authors imprisoned in
Claude de Tubières, Comte de
the Bastille at the very least.
Caylus, who would have needed
The primary author was
a thicker skin if he had been
the Parisian embroiderer,
shown the pages mocking his
designer
and
printmaker
antiquarianism. Drawings were
Charles-Germain de Saintchanged and added to by various
Aubin (1721-1786). Grandson
hands. The work was read and
and son of embroiderers, he
re-read, annotated and amended
was the eldest of a remarkable
over forty years.
group of brothers, whose artisThe range of the book’s subtic output included Gabriel’s
ject matter is daunting, from
compulsive draughtsmanship,
royal deaths and the state of the
Augustin’s engravings and book
navy to the mysterious Beast of
illustrations and Louis-Michel’s
Gévaudon who terrorized the
designs for Sèvres porcelain.
countryside in the 1760s. There
As brodeur du roi (embroiis a strong thread of fanciful
derer to the king), Charleschinoiserie running through the
Germain depended upon the
work, as well as a fascination
court for his livelihood and
with real Oriental scripts, invenAbbé Nollet and the Leyden Jar. Abbé Jean Antoine Nollet
status. His clients included
tions and appearances. The Livre
popularised the new science of electricity in Paris and at court. He
the queen (Marie Leszcynska),
de Caricatures is peppered with
arranged spectacular demonstrations of the power of the Leyden jar,
the Dauphin, Louis XV’s
imagery derived from carnival
a device for storing an electrical charge.
daughter Clotilde, and the
and public fairs as well as from
kings of Portugal and Prussia. The king’s mistress, the
the realms of high culture. Its subversive wit encompasses
Marquise de Pompadour, gave him gifts, and he dedicated
sophisticated word play—puns, calligrams, allographs—and
prints to her and gave her help with drawing. The Livre de
visual jokes about the mechanisms of the human body. In
Caricatures reveals a less polite side of the artist’s relationship
the Saint-Aubin family the Livre de Caricatures was known
with the court élite, for some of Saint-Aubin’s most prominent
as the Livre des Culs or Book of Arses. Jokes about bottoms,
patrons are among the most frequent targets of his satire. The
farting, defecation and enemas make a surprising contrast
387 drawings in this secret book bear witness to his playful,
with the better-known objects in the collections at Waddesdon
dangerous scrutiny of his patrons, of the city, of the church
Manor.
and of the state.
THE BOOK CONJURES UP THE LIFE OF
The private, subversive and spasmodically scatological
PARIS … IT FIZZES WITH THEATRE,
humour of the Livre de Caricatures originated in the context
MUSIC, LITERATURE AND SCIENTIFIC
of male friendship. Saint-Aubin claimed that he acquired
EXPERIMENT
the volume from a Paris bookseller already partially ﬁlled
with drawings and that his friends urged him to add to the
The book conjures up the life of Paris, from an experi‘mélange de folies’. This may be true, but the account is more
mental postal service to the cries of itinerant tradesmen. It
likely to be a fabrication to tease the viewer and mystify him
provides an ironic commentary on the efforts of the authorias to the author’s identity, in the tradition of libertine tales
ties to police, clean, tax and light the city. It ﬁzzes with theatre,
based upon a ‘found’ journal or cache of letters. There are
music, literature and scientiﬁc experiment (see illustration).
contributions from a small circle of intimates, including
Artists, designers, collectors and connoisseurs are frequently
Gabriel and Augustin de Saint-Aubin. There are family porbut affectionately mocked. Some pages depict real works of
traits, and drawings on the subjects of love and bereavement.
art, including Boucher’s celebrated portrait of Madame de
IMAGING SERVICES BODLEIAN LIBRARY / NT WADDESDON MANOR

FULL OF scandal and laughter,
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Pompadour exhibited at the Salon of 1757
(now held in the Pinakothek, Munich);
this was once owned by Ferdinand de
Rothschild, who acquired the Livre de
Caricatures too.
Other drawings bear witness to public
events, including the torture of RobertFrançois Damiens, who tried to kill
Louis XV, and the Prince de Soubise,
depicted as an ass on his return home
after military defeat in the Seven Years
War. Another comments on the sexually
awkward beginnings of the future Louis
XVI’s marriage to Marie-Antoinette (see
illustration).
The Jesuits are prominent among the
religious groups targeted by the humour
of the authors, along with popes, corrupt
clergymen, and esoteric sects. Some references to contemporaries are disguised in
allegory or in biblical or literary stories,
but in most cases the targets are clear,
not least the king and the Marquise de
Pompadour. Reﬂecting a long tradition
of French suspicion of royal mistresses,
the book shows Louis XV neglecting his
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The Duc de Berry and Marie-Antoinette
The inscription reads: ‘She thought she had
married a man but it was only a log’. The early
years of the Duc de Berry’s marriage to MarieAntoinette were beset with anxieties about his
inability to have intercourse with his wife. Here,
the future Louis XVI is depicted as a log.
The French word for ‘log’ – bûche – also
means dolt or blockhead.

public duties while Pompadour meddles
in state affairs and rules over an emasculated court.
The dazzling richness of the Livre
de Caricatures means that no one individual can do justice to its wide-ranging
contents or highlight its signiﬁcance in
the array of ﬁelds upon which it comments. With this in mind, the work has
been the focus of a three-year interdisciplinary collaborative research project
by Queen Mary, University of London
and Waddesdon Manor, funded by the
Arts and Humanities Research Council.
Historians of art, theatre, music and
literature, and specialists in 18th-century
politics, society and religion, have contributed to the cataloguing of the entire
work. A conference in 2009 provided
the basis for a forthcoming volume of
scholarly essays. From this autumn the
Livre de Caricatures will be accessible
to everyone on the Waddesdon website
(www.waddesdon.org.uk), opening up
the world of this extraordinary book
Juliet Carey, Curator, Waddesdon Manor

There is a fuller version of this article by Juliet Carey in the Apollo magazine. Visit www.apollo-magazine.com/nationaltrust

GODOLPHIN HOUSE,
CORNWALL

ACQUISITIONS

A collection of pewter vessels has been acquired
by Godolphin from the estate of the late Mrs
Elizabeth Mable Richards.

CHIRK CASTLE, WREXHAM

A pair of late 18-century ormolu-mounted
urns on pedestals, probably originally designed
by Robert Adam for the Earl of Shelburne as
cutlery boxes and plate warmers, was purchased
at auction at Christie’s, New York, for $25,000
with funds from Chirk Castle and from gifts
and bequests to the National Trust. The urns
came to Chirk in the time of LieutenantColonel Ririd Myddelton and his wife Lady
Margaret, who cared for the castle after the
Second World War. In 1978 they sold Chirk
to the government, which transferred it to the
National Trust in 1981. The urns were sold at
auction by the Myddelton family in 2004.

PACKWOOD HOUSE,
WARWICKSHIRE

christie’s

A 19th-century oak longcase clock with a
provenance from Graham Baron Ash (who gave
Packwood to the National Trust in 1941) has
been purchased at auction at Abbotts, Woodbridge, with funds from Packwood.

BUCKLAND ABBEY, DEVON

Urning power: cutlery boxes for Chirk
A further three paintings have been presented
to Buckland as a gift from the same estate: Follower of Rembrandt Harmensz. van Rijn (16061669), Supposed Self-Portrait of Rembrandt;
David Teniers the Younger (1610-1690), Peasants
Dancing; and Adriaen Jansz. van Ostade (16101685), Interior of an inn.

Find this bulletin at www.nationaltrust.org.uk/abcbulletin

sotheby’s

Two paintings by the Dutch 17th-century
master Willem Willemsz. van de Velde the
Younger (1633-1707), entitled Dutch shipping
in a heavy swell, with a small hoeker under a
half-lowered mainsail and a school of porpoises
in the foreground and A Dutch three-master and
a boeier in the foreground, her mainsail being
lowered in stormy weather, have been accepted
by HM Government in lieu of inheritance tax
and allocated to the National Trust for display
at Buckland Abbey.

Dutch weather: old master paintings for
Buckland Abbey

Emile de Bruijn,
Registrar (Collections and Grants)

Please pass the link on to your colleagues
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