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Recent acquisition;

The Sinning
Road, 1926, pencil
and watercolour, by David Jones
(1895 1974). A view in the artist'
Room, Hottuon

parental home at Brockley, Kent,
drawn during the period hc
frequently visited Eric Gill at. the
monastery at Capel-y-Hin near
Abergavenny.

Editorial

What is education and who can be said to be
educated? There are so many inconclusive
answers, even more negatives and a plethora
of disagreements that the very questions sound
provocative. But as with many problems of
civilization —another word which has become
ambiguous —they don't disappear if nobody
admits their existence. It might conceivably be
that the human
accepted as uncontroversial
mind stands at the apex of life on earth and pretty
good it is with a list of very creditable achievements behind it. It seems to be at its best when
applied to limited and tangible objectives. Too
much data —and in the second half of the 20th
century we are geared to producing this —can
corrode the mental process and certainly there
is a strong element of simplicity about all the
best solutions to human dilemmas. With this
attitude, one would not dare call it a philosophy
perhaps, as background a series of art appreciation courses has been launched
in Leeds.
Appreciation, a carefully chosen word, is taken
to imply enjoyment, understanding
and therefore the sharpening
of the critical faculty.
Knowledge inevitably follows. All these things
surely must have a lot to do with anybody's idea
of education, but the emotive word itself is best
forgotten.
The four essential corner stones of the scheme
have been in place and ready to be built on for
a long time. They are the quality, variety and
size of the Leeds art collections at Temple
Newsam House, the Art Gallery and Lotherton
Hall; the growing demand from all sorts of
people to know more about them —this may have
something to do with today's uncertainties and

the declining quality of many people's lives; the
practical facilities available for those who want
to exercise their minds and extend their interests
and the enthusiasm, one might call it the missionary zeal, of the curators who will lead the
courses. To the latter it is a matter of sharing the
good news which is art and looking, in company,
at some of the best endeavours and achievements
of our fellow human beings. What you know

about you possess in a subtle sort of way and most
people have a collecting instinct somewhere in
their personalities. In a real sense too everybody
does own public treasures.
The great point to emphasize is that this art
appreciation exercise, master minded by Terry
Friedman, is aimed at everyone. While an
editorial is no place to outline the syllabuses —they
will be widely advertised well in advance of a
particular course —members might nevertheless
like to know, or be reminded, that there will be
morning sessions running over a number of
weeks, Saturday meetings lasting all day during
which enthusiasts will have a chance of talking
about their own special delights —these should
be fun —and conferences in the summer lasting
from Monday to Friday which will give time
to bring local art collections and houses into the
picture —a slip of the pen which seems apt enough
not to scrub out. The whole idea is an experiment
certainly, but no-one believes it will fail so roll
up all good people for an artistic bonanza, cheap
at any price.
Still on the theme ofenjoying art a new illustrated booklet is being published on the pictures and
sculpture at the Art Gallery. The idea is to
illustrate as much as possible as well as possible
and keep the cost down to a level within the
reach of as many as possible. Anyone might be
forgiven for thinking so what —is not this the aim
of every publication? An irritated reader reaction
to stating the obvious is risked by the writer in
order to introduce the thinking behind the
booklet. In March 1976 a concise catalogue was
issued giving the bare bones about all the paintings, watercolours, drawings, prints and sculpture in the Leeds collection. This was purely a
reference work for which there is a regular
demand and a duty on those caring for a great
public collection to make available. It looks and
is business-like though some might misconstrue
its intention and dismiss it as an essay in name
dropping. Back to the new booklet, if it could
have been in colour throughout all would have
been fine, but to ensure acceptable quality when

reproducing
pictures an expensive printing
process is required so the first compromise had
to be made —some colour plates, but many more
in black and white. A second compromise was
needed for there were far too many candidates
for inclusion and a selection, often among
equals, had to be thrashed out. It was decided
that a short intimate text was called for which
might serve to draw the works of art illustrated
together and gently focus attention on their
aesthetic qualities as well as the traditions and
theories from which the artists'nspiration
sprang. Not an easy task when such a long time
span had to be covered. It is hoped that the
written word will help people to look anew and
more searchingly at their own art treasures and
while enjoying an easily digestible visual feast
pick up a lot of art history to sharpen the palate
for all kinds of art. If this booklet induces its
possessors to cast their eyes on any picture or
sculpture in case it is worth looking at a great
deal will have been achieved towards art
appreciation. The booklet therefore dovetails in
to the new courses and complements the concise
catalogue. It is also the third well illustrated
guide to be printed. Temple Newsam, Lotherton
Hall and the Art Gallery all now have their own
publications. Each is quite different for the collections to be dealt with dictate their own terms,
have their own capabilities —like the parks that
Lancelot Brown surveyed. While a curator does
not transform his material he certainly should
work with it and indeed exploit it for public
delectation.
There is room to mention only one acquisition
in this editorial and that must be the Walnut
Bureau Cabinet by John Gatehouse of Holburn.
This piece was accepted by the Treasury in
satisfaction of Estate Duty and then presented
to Temple Newsam on the recommendation of
the Standing Commissions on Museums. The
bureau was made or bought for Herriard Park,
Hampshire, where it remained until 1959 when
the house, built in 1704 by Thomas Jervoise,
was demolished. In good country house condition and by a hitherto unrecorded cabinet
maker it adds another name to the list of craftsmen
whose work is worthily represented at Temple
Newsam and opens up further avenues of research
into the history of English furniture so assiduously
pursued by Christopher Gilbert.
Bureaux of this date and basic type went from
the very grand to the simple and practical; from

to oak
bright, sometimes gaudy japanning,
wrought by country hands and embellished with
inlaid decoration in emulation of the fashionable
veneered walnut. In fact there was probably
more variety in material and design and between
and country-made
than at any
metropolitan
other period of English furniture making. John
Gatehouse had an acute awareness of the visual
qualities of walnut and a great sense of the power
of simple shapes. His handiwork is as likeable
today as when he finished it for a discerning
customer whose descendants continued to value
it for so long.
History is said to unfold, a word which has a
slightly botanical flavour in turn suggesting
budding, blossoming and falling. We try to avoid
the last when making the history of the art
galleries or art museums as they would more
aptly be referred to abroad. There is every
reason to believe that the exhibition, Masterpieces
of Indian Sculpture from the British Museum, at the
Art Gallery will prove a very significant event—
will indeed make history. More and more are
we all beginning to realise the importance of
other cultures than our own and what they have
to offer us —all possibly but the Chinese that is
who still persist in their long tradition of acknowledging little worthy of attention beyond their
own borders. It is a truism, learnt early by art
museum workers, that the eye must be trained
only on the best and the finest examples of Indian
art in Britain are to be found in the British
Museum. Add to the pool of ideas that a director
of the above mentioned institution, Sir John
Pope-Hennessy, declared at a recent museums
conference that he would like 'his'reasures to
be seen in suitable museums in the provinces and
that he was very happy that Leeds should be the
first window in the north for the greatest museum
in the world, then the background
of our
exhibition becomes a little clearer. Multiple
fathering may be botanically as well as biologically odd, but is quite normal with conceptions of the mind. More difficult is to ensure
successful birth and even in this medically
sophisticated age luck still plays a part. It so
happens that your 'anonymous writer of editorials'as in China recently with Douglas
Barrett, the Keeper of the Department
of
Antiquities at the British Museum. This learned
who would not object to being
gentleman
described as of the old school of dedicated
scholars —it has nothing to do with his physical

age —proved a thoroughly delightful companion
with a great sense of fun. It is amazing how much
'shop's talked by people who love their work
when they are thrown together for any length of
time and very true to say that many good things
have been dreamed up during the oA'duty hours
of the international museum family. Without
Douglas Barrett and his colleagues the Leeds
exhibition could never have seen the light of day
and it is very much hoped that the Leeds window
will display capital art treasures from the capital
on a regular basis.
Your 'anonymous writer of editorials', which
sounds very much like a translation from the
Chinese of an official title, was greatly impressed
not only with the charm and hospitality of his
hosts in China this he had reason to expect —but
by their concern for what they call 'cultural
relics'. They have a Bureau, which ranks as a
Ministry, to look after them. This word incidentally is not the beginning of 'bureacracy's
we understand it, for it means something positive;
it was very impressive to hear, for example, that

Fig. I

the project for the Peking underground railway
system had been replanned to avoid an ancient
observatory which it might have disturbed.
The same official mentioned twice above has
recently been to Oman —about half the distance
to China but much hotter. He was sent to help
the new Minister of the National Heritage over
museum and conservation problems which are
considered pressing in that country. Perhaps it
should be made quite clear that it is the post
which is new for the Minister himself is an
and experienced member of his
enlightened
country's government. One has to be so careful
with words these days for in Britain 'to make
quite clear's frequently used especially by
politicians as a prefix to a complete denial of
what was passionately proclaimed a few weeks
before. There is no space to describe the fascination of Oman tempting as it is to do so. It must
suffice to say that a little acquaintance with two
far distant lands makes one regret bitterly that
we do not take our heritage as seriously as some
rapidly developing countries do theirs.

1. Botel, earthenware with white slip covered with transparent lead glaze, by Michael Cardew, Winchcombe Pottery
c1935. Bought Lotherton Endowment Fund 1976. The very
striking decoration, which was inspired by Neolithic pottery
C d
t the celebrated Chinese Exhibition in 1935,
i e
while
was simply done by drawing the finger through t h e s liip w
it was still wet.
with dark
'Gtuari'oup-tureen,
high-fired earthenware
brown slip-glaze, by Michael Cardew, Wenford Bridge
Pottery 1976. Bought Lotherton Endowment Fund 197
The shape is based on cooking pots Cardew became familiar
with when working in Africa.. The method of decoration is
related to that of the earthenware bowl: the patterns are
scratched through the glaze after it is applied to the raw
clay body and before being fired.
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Nearly 150 pots by Michael Cardew will be on show in Leeds
when the major retrospective exhibition of his work, called
'Mud and Water Man'omes to the City Art Gallery in

March 1977.

Diego Rivera and the Detroit Frescoes
ALEXANDER ROBERTSON

In 1938, the Contemporary Art Society presented

Mexican artist, Diego
Rivera to Leeds City Art Gallery.'hey are
studies for the frescoes in the
preparatory
Detroit Institute of Arts, carried out six years
earlier. By the time Rivera came to be offered
the Detroit commission he was established as the
leading mural painter of the modern Mexican
School. Born in 1886 in Guanajuato, Mexico,

four drawings

by the

1. West Wall. The Detroit Institute of Arts, Gift of'Fdsel 8.
Ford Fund (also Nos. 4 and 6l.

Rivera had studied at the San Carlos Academy,
but, apart from some exposure to the Indian art
of the past and to the popular art of the social
painter, Posada, the teaching was based on that
of French Academicism of thirty years before.
The formative years in Rivera's development
took place in Europe between 1907 and 1920,
first in Paris and then in Spain and Italy. Having
absorbed the lessons of Cubism, he eventually
2.
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came to realise that the great mural painters of
Renaissance Italy offered more to his talents and
desire to communicate with and celebrate his
fellow men than Cubism did. The vivid storytelling and direct appeal of frescoes by Giotto,
Raphael and Michelangelo were to be his
inspiration on his return to Mexico.
Rivera's first major commission was for a
mural depicting 'The Creation'n the National
Preparatory School. His style was frankly eclectic,
heavily Italianate and done in the encaustic
medium —in which the paint is combined with
wax and then the colour fused with hot irons.
The result is a very durable one, but the colours
tend to darken over the years. Soon Rivera
turned to true fresco painting (the 'buon

the Italian Renaissance), in which paint is
applied to wet plaster, and whose colours retain
their brilliancy over the centuries. Throughout
the 1920's Rivera's international
reputation
increased, so that by 1930 he was beginning to
receive commissions outside Mexico. Dr. William
R. Valentiner, Director of the Detroit Institute
of Arts, felt that a mural on the subject of the
growth of Detroit Industry would be a suitable
one to offer to Rivera; and so with the approval
of the Arts Commission and a generous donation
from Edsel B. Ford, son of Henry Ford, the
project was initiated.
The area to be painted was an enclosed, glassroofed courtyard in the Institute of Arts a wall
space interrupted by doors, ventilators, mould-

fresco'f

ings and sculptural reliefs. To research the theme
of the history of Detroit and the automobile
industry, Rivera visited many of the major
factories —motor, chemical and electrical —and

pharmaceutical and chemical industries; West
Wall —aviation, commerce and steam power.
The East Wall series (not illustrated) begins
the cycle by showing the geological structure
Michigan and the development of
underlying
agriculture. The West Wall (Fig. I) features
aviation, shipping and steam power. Two of the
Leeds designs are for the panels which flank the
entrance door (Figs. 2—3). The lower sections
were not carried out, in order to preserve the
dado all round the room. The central section
(Fig. I), above the door, shows the Detroit
River; to the right, foreign workers collect
rubber, to the left can be seen the workers of the
industrialised
State. Here the importance of
commerce and trade, interdependence and the
linking by water are stressed.s The star bracketed
face and a skull symbolizes
by half-a-human
progressive change and the duality of good and
evil in all of mankind's works. This duality is
symbolized in the Ford Motor aircraft above,
where passenger transport is contrasted to the
warplane, and the welder to the soldier wearing
a gas mask. Below and to the side, the dove
feeding on an insect is compared to the hawk
attacking other birds. Both dove and hawk are
shown against sunflowers whose shape is reflected in that oi the airplane motor; similarly,
birds and planes have the same form, showing
that all things are related. Below and on each
side of the doorway, the power of steam is
depicted. In the small panel at the top of the
left section, steam is produced by coal-fired
furnaces. The workman at the bottom oversees

was struck by the machinery and mass production
methods of the modern industrial
complex.
Rivera wrote to Wolfes 'I have had here a very
heavy job of preparation, especially a job of
observation. The frescoes will be 27, making
together a single thematic and plastic unity.
I expect it to be the most complete of my works;
with the industrial material of this place I feel
the enthusiasm I felt 10 years ago at the time of
my return to Mexico with the peasant material
Above all Rivera wanted to show the
spirit of man which he felt to be embodied in the

..'.

machine.
Before starting to paint the walls Rivera
prepared sketches which showed the main lines
of the composition in fairly full detail. Four of
these preparatory sketches are now in the Leeds
collections. They are for the two main panels
on the South and North walls and for the two
panels flanking the central door on the West
wall. Comparison with the finished frescoes
shows many changes in detail, but essentially the
intricate nature of the factory interiors is the
same. The programme
for the series was
ambitious and involved different sorts of images,
often of disparate size in close proximity. The
subjects were: East Wall —agriculture; North
Wall —the making of a motor, two races of
mankind and science; South Wall —the assembly
of the automobile, two races of mankind and the
5.
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the equipment. On the right, a steam turbine
generates electricity to run the factory. In this
panel the designer-engineer is seen as a counterpart to the workman on the left-hand side. Here
is the key: coal-fired
again interdependence
steam power and steam generated electricity
are analogous to the interdependence
of the
workman and the designer-engineer.
The North and South Walls are dominated by
two pairs of gigantic female figures (Fig. 4 and 6).
They represent the four races of mankind and
are linked in colour, form and historic function
to the geological strata below. The North Wall
features the American Indian and the Black race.
Underneath are formations of iron ore and coal.
On the South Wall, the White race and the
6.

South Wall.

Oriental race look down. Limestone and sandstone are shown below them: the marble fragment symbolizes the White race as a great builder
of civilisations. Sand, an inert substance, forms
sandstone, also a building material. The Oriental
race, passive, has endured many civilisations, yet
has retained its character; it also has been a great
builder. Out of the volcano, at the top of the
North Wall, giant hands grasp the minerals of
the earth. Below, a blast furnace is man'
equivalent of the volcano. On the South side,
clenched fists symbolise the strength of the
workers and their solidarity.
The central panels on the North and South
walls are the very heart of the whole project and
constitute a brilliant tour de force of fresco painting.

Each part had to be painted in small sections
while the plaster was still wet so that it would
absorb the colour as it dried. The preliminary
designs (Figs. 5 and 7) for these central areas
show the finished painting to a large extent as it
would be realised. The North wall panel shows
the main stages in the production of the automobile motor from the casting of the engine
block mould boxes, in the top left corner, to the
final assembly of the engine, in the central
section, where the various parts are taken from
the overhead conveyor and fitted to the engine
block. The South wall centre panel shows the

final stages in the assembly of the automobile
itself. Great stamping presses to the right and
left form the sheets of metal into the exterior
parts. In the foreground the chassis reaches the
conveyor and moves back, being fitted up until
the finished car emerges in the distance. Along
the assembly line can be seen a group of visitors
to the factory, while in the bottom right corner
Edsel Ford and Dr. Valentiner are shown as in a
Renaissance altar-piece with donors. Dr. Valentiner holds in his hand a paper inscribed: 'these
frescoes painted between July 25, 1932 and
March 12, 1933 while Dr. William R. Valentiner
was director of the Art Institute, are the gift of
Mr. Edsel B. Ford, President of the Art Commission'.
Along the base of the centre panels, the frieze
showing a day in the life of a worker, painted on
7.

South

Wall: The

Assembly

of the

dry plaster, 'a secco', gives the effect of relief
sculpture. Here there is a complete change of
programme from the preparatory sketches (Figs.
5 and 7), and a much more effective scheme,
with its illusion of an opened-up central section,
allowing one to 'step into'he factory scenes. The
small panels to the side of the gigantic figures at
the top of the walls show other aspects of Detroit
industry. To the left of the American Indian
(Fig. 4) is the manufacture of poison gas, and
below the effect of the gas on living cells. To the
right, science is shown to be helpful to mankind:
animals from which life saving serums are
developed; the use of such serums in the vaccination of a child; scientists researching new drugs
can be seen in the background. The iconography
of this panel is unmistakably that of the Nativity.
Similarly on the South wall (Fig. 6) the destructive and beneficial uses of the pharmaceutical
industry are shown. To the left, women are at
work dissecting and sorting the glands from
animals. To the right, the chemical industry is
shown, including the manufacture of poison gas.
Below are crystals of potash and sulphur.
Rivera's programme for this decorative series
is imaginative, logical, socialist but not provocative and avoided the problems which were to
cause conflict over the Rockefeller commission
in New York.4 Contrasting what men can do
with his skills and technology, for good or bad,
can
Rivera has shown how industrialisation

Automobile.
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benefit mankind. Although the panels are often
on a different scale, the parts are kept separate
and do not destroy the effect of adjoining areas.
Part of the impact of the frescoes comes not only
from the very scale of the undertaking but from
the beauty of the colour. The two factory
interiors are basically silver-grey with a subtle
harmony of brown and blue overalls for the
workers. The gigantic figures are the colour of
their own particular race, but they and the
airplanes stand out against a luminous blue
background. The whole cycle conveys a cool but
living harmony. Space is treated arbitrarily in

the two large centre panels but the machinery
and conveyors serve to bind the different parts
together while maintaining the flatness of the wall
surface. The combination ofthe hieratic, symbolic
figures of the human races, together with the
geological strata, and the modern factory beneath
fits well with the architecture and is carried out
with great creative genius and strength. Just as
the frescoes show the interdependence of man,
nature and machine, so the Detroit project
reaffirms the centuries old collaboration between
artist and patron.

Footnotes
1. Steam

turbine generating electricity, black chalk on paper,
signed and dated 1932, 51 7 x 14.5cm. (Fig. 2).
Steam produced by coal, black chalk on paper, signed and

2.

3.

dated 1932, 51 6 x 14 5cm. (Fig. 3).
The Bett Conveyor (The Making of a Motor), black chalk
on paper, signed and dated 1932, 45.7 x 83 8 cm. (Fig. 5).
The Making of an Automobile, black chalk on paper,
signed and dated 1932, 45.7 x 83 8 cm. (Fig. 7).
Bertram D. Vvolfe, Diego Riverat his life and times, 1939,
p. 343.
I am very much indebted to John Hunter of the Education
Department ol'he Detroit Institute of Arts, who has
provided me with a very detailed analysis of the programme and symbolism behind the Rivera frescoes.

4.

Rivera had been commissioned to paint a fresco opposite
the main entrance to the RCA Building in Radio City,
in the Rockefeller Center, New York. The theme was
to be 'Man at the Crossroads Looking with Hope and
High Vision to the choosing of a New and Better Future'.
The theme was chosen by the Rockefeller family, but
Rivcra's interpretation
and programme was decidely
revolutionary socialist. All might have been well, if the
figure of Lenin had not eventually appeared on the wall.
Rivcra ref'used to paint out the head, and one day a
gang of workmen moved in and boarded up the fresco.
Sin months later it was wantonly destroyed (tvolfe,
op. mt. pp. 354 376).

Two Rococo Masterpieces
ANTHONY

WELLS-COLE

Two masterpieces of English silver in the rococo
style have recently been acquired for Temple
Newsam, each by an illustrious silversmith not
hitherto represented in the collection. They are a
tea equipage by Paul de Lamerie (Figs. 1 —
4) and
a bread basket by James Shruder (Figs. 5—7 and
Cover). The tea equipage is an exceptionally
important purchase. Not onlyis Lamerie generally

recognized to be the outstanding maker of rococo
silver in England but also the set is the most fully
equipped known. Moreover, it shows his talents
not frozen at a particular moment but in the
process of change. Not least is it fascinating as a
social document in the history of tea-drinking
and, from a museum point of view, it has an
unimpeachable history.
Made in London in 1735, the tea equipage
consists of two tea-caddies, a matching sugarcaddy somewhat larger, a cream-jug, twelve
teaspoons, a mote-spoon, two knives and a pair
of sugar nippers, all contained in a sumptuous
mahogany box lined with red velvet and embellished with silver mounts which are themselves
by Lamerie. No other known set contains so
many items although two approach it: the earlier
is another by Lamerie and is made up of two
caddies and a sugar-box, thirteen spoons and a
pair of sugar-nippers. It was made in 1741. The
later is similar in scope and was made by William
Cripps in 1750. Both lack the cream-jug and
knives which are such remarkable members of
the Temple Newsam ensemble. Every piece of
this, except the mote-spoon and sugar nippers, is
engraved with the arms of Boissier impaling
Berchere and the equipage remained in the
Boissier family from the date of its manufacture
until 1954 when it was sold at Sothebys. It
as an anonymous
reappeared
at
property
Christies in June 1967 and was bought by
Partridge of London. For twelve months in
1969—70 it was lent to the Fitzwilliam Museum,
Cambridge, but was again auctioned in London
by Christies in 1974 as the property of Palladio

J.

Stiftung. It was acquired by S. Shrubsole Ltd.
who applied for an export licence, but export
was delayed and the equipage was bought for
Temple Newsam with the aid of a 50 /0 Government grant.
The equipage dates from the beginning of the
finest period of Lamerie's work in the rococo style,
when he was making plate of great individuality
and unsurpassed splendour. He was born and
baptized at 's Hertogenbosch in the Netherlands
in 1688 of French Huguenot parents who had
probably fled there in 1686 following the Revocation of the Edict of Nantes a year earlier.
He was less than twelve months old when the
family moved to London where, in 1703, he was
apprenticed to the Huguenot goldsmith, Pierre
Platel, one of the leading craftsmen of the day.
His apprenticeship lasted until 1712 when he
first registered his own maker's mark. For the
next twenty years he worked exclusively in silver
of the Britannia standard although from 1720 it
had again become permissable to use the old,
slightly lower standard. He reverted to this and
struck a new maker's mark appropriate to it in
1732, using this mark until 1739 when, as
required by law that year, he registered a third
mark. What is notable about all three marks is
their strong French flavour, matching his origin,
the outline of the punch closely following that
of the letters and distinguishing marks. The
caddies and cream-jug all bear the London
hall-marks for 1735—
36 with, naturally, the
second of Lamerie's maker's marks. The remainder of the pieces in the set were not hallmarked and were obviously never presented for
assay, a duty-dodge not uncommon amongst

Lamerie's circle.
We can be pretty sure that the equipage was
assembled as a wedding present for Jean Daniel
Boissier and Suzanne Judith Berchere who were
married at St. Peter le Poor, London, in April
1735. Both bride and groom were born in France
and lived there for a while before moving to
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London, where they lived in Putney. Suzanne
Berchere's father was a banker and jeweller and
it was doubtless he who knew Lamerie's work and
had the equipage made. John Boissier (as he
came to be known) died in 1770, some fifteen
years after his wife, Suzanne, and the equipage
passed to his eldest son, James William Boissier
who, according to the family tree published by
F. A. Grisp (Visitation of England and Wales, 10,
p. 173), settled in Vienna, where he died in 1813.
There can be no doubt that he took the equipage
with him via Paris, for every item bears the
French import stamp used between 1781 and
1789 and the Viennese duty mark used mainly
in 1806—7. His brother, John Louis Boissier of
Bath, inherited the set as his son had died at the

siege of Lille in 1792; John Louis died in 1821
and for the next sixty-seven years the equipage
belonged to the Rev. Peter Edward Boissier who
settled at Glifton in Bristol, and thereafter it
passed by descent to Arthur Paul Boissier who
died in 1954. He was the sixth generation of the
family to own this remarkable equipage.
Two of the caddies are for tea, the third,
rather larger, for sugar (Fig. 2). Their use is
made plain by the single initial engraved on the
body of each, G and B for Green and Bohea (or
Black) tea, S for Sugar. This gives an insight into
the tea-drinking habits of the early eighteenth
century, when a choice of teas was normal, and
tea was usually taken with milk and sugar
(Fig. 3). The Temple Newsam caddies are not

1. Tea eguipage, London, 1735, by Paul de Lamerie. Bought
with the aid of a 50% government grant, 1975.
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unique in bearing such engraved initials: other
caddies by Lamerie have them too, though less
practically engraved on the removable
sliding lids are of the most precise manufacture and render the caddies completely airtight. This was perhaps the most usual manner of
contriving the lids at the time, although Lamerie
changed to a hinged type in the 1740s. The
presence in the equipage of two silver-hafted
knives (Fig. 4) with exceptionally sharp steel
blades suggests that the sugar was uncut. The
perforated spoon is a mote-spoon (Fig. 4), used
to clear tea leaves from the surface of the tea, and
the pointed handle was used to unblock the teapot spout. These spoons have often been called
olive spoons.
The importance of the equipage as a social
document is far outweighed by its significance
in the craft and, particularly, in showing the
development of Lamerie's handling of the rococo
members
style. For although the individual
combine perfectly in their fitted case they
represent Lamerie's ideas undergoing change.
The caddies are an interesting example of this:
Lamerie seems to have employed this distinctive
form first in 1731. In plan they are rectangular
with the corners inturned, very similar to the
outline of his characteristic salvers. The 1731—2
pair, however, are not rococo at all, except in a
shell placed where the initials appear on the
Temple Newsam caddies. Another pair is
exactly contemporary with ours, and extremely
similar but for small details in the decoration.
Even the engraved cartouches are similar although the coat-of-arms they enclose are those
of a different family. All these caddies made in
1735 are, indeed, rococo in style, and represent
a brilliant technical achievement: chased decoration on the body merges into the cast and chased
skirt completely invisibly, and the chased decoration is of the highest quality of inspiration and
execution. This is particularly true of the sliding
lids which have female masks surrounded
by
rococo scrolls. The relief is not high and one feels
that the decoration is still subservient to the form
rather than that the two are interdependent.
40, Lamerie
Only a few years later, in 1739—
made another set of caddies, still based on the
same rectangular form but now decorated in
much bolder relief, the sliding lids with their
shell and grotesque mask handles being particularly successful. Increasingly elaborate versions
of the early 1740s lead to the well-known
lids.'hese

Chinoiserie caddies, for instance, those of 1747—8,
which mark the climax of the type. The Temple
Newsam caddies, therefore, display Lamerie's
individual approach to the rococo style at a
formative stage.
The magnificent little cream-jug (Fig. 3) is
certainly the most successful individual piece in
the equipage. Arguably it shows Lamerie further
on the road towards the triumphant inseparability
of form and decoration that we see on his later
caddies and on his most advanced rococo work
in general, in the sense that the jug reads as an
almost completely abstract design; this in spite
of the fact that it stands full-bodied on substantial-looking feet and not, as once, teetering
in precarious equilibrium
on the back of a
coiled snake.s The form of the body recalls
sauce-boats he was making nearly ten years
earlier: they have a division at the waist expressed
in a moulded band, it has a smooth transition
although the join is there still. The jug provides
a very interesting comparison with a number
of others Lamerie produced over the next few
years. Exactly contemporary is one of very similar
character, differing, however, in the castings
of the feet and handle (the latter is a remarkable
composition) and in its rim, which is simply
engraved. In almost every feature it was copied
by George Wickes, and with the addition of a
splendid cast rim became Lamerie's standard
pattern for nearly a decade; examples survive
from 1736, 1738 and 1742. None is more successful than the Temple Newsam jug in which the
mixture of engraved and cast decoration is
perfectly judged. Lamerie used the mould for
the rim and upper terminal of the handle again,
in 1742, on a jug which is less successful overall.4
Undoubtedly the most daring invention is the
magnificent cast handle, which is truly threeLamerie must have been well
dimensional.
pleased with the casting because he used the
mould again more than ten years later for a
cream-jug of 1746 in his more advanced rococo
manner. There is no suggestion of perversity in
the Temple Newsam piece, and although small
in size (and well-rubbed in the fondness of use)
its incomparable balance and superb proportions mark it out as a triumph of rococo design.
Equally individual is the fine set of twelve
teaspoons (Fig. 4), each engraved on the back of
the bowl with the Boissier and Berchere arms.
Although the spoons bear only the French and
Viennese marks mentioned earlier there can be
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little doubt that Lamerie made them himself,
and the mote-spoon too. The absence of the
statutory hall-marks means that they were never
presented for assay. The unusual intertwined
handles of the teaspoons are more developed
versions of those on a pair of salt-spoons associated
with Lamerie salts of 1733. These salt-spoons are
unmarked but are thought to be by Lamerie
himself, otherwise there are no near parallels in
silver. The teaspoon handles, however, are
closely related to the left hand design on a sheet
of drawings by Matthias Lock. This was recently
discovered at the Victoria and Albert Museum
2.

3.

and was published by Arthur Grimwade, who
points out that the right hand design appears
identical with spoons associated with the Sprimont salts in the Royal Gollection.'he relationship between the Temple Newsam spoons and
the drawing is not so close but it still raises the
question whether the spoons were taken from
Lock's design or whether Lock had seen the
models.
Lamerie almost certainly had no hand in
making either the knives or the sugar-nippers
(Fig. 4). The latter fall short aesthetically of the
rest of the equipage. They show signs of repair

Sugar ruddy, from the equipage.
Cream

jug, from the equipage.
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but bear the mark of John Allen, who registered
this mark on 1 May 1733 and was recorded
bankrupt in 1743.a It seems likely that 'they are
original to the set, especially as they fit a precise
space in the box. This type of utensil was usually
the province of specialists (and John Allen was
registered as a smallworker) so Lamerie probably
bought a suitable piece from stock. The same
must be true of the silver knife-hafts. These are
entirely Regence in character, the sort of work
Lamerie was doing in the mid-1720s and Parisian
silversmiths ten years or more before that. When
examined in detail it is clear that they are not
by Lamerie himself and they were surely made
by a specialist in the type. Apart from the French
import and Viennese duty stamps they are
unmarked and no similar examples survive, to
my knowledge, either in France or England.
From their greyer tint they appear to be of a
different standard of fineness from the other
pieces in the set, but as the Britannia Standard
(obligatory between 1697 and 1720, voluntary
thereafter) was the same as the required standard
in France, analysis would not help to determine
their nationality.
Another possibility is the
cutler's mark, a crowned symbol, on the steel
blades which are of a pointed form uncommon
at the time. The cutler's mark has not yet been

traced.
These, then,

are the varied pieces which
found their way into the luxurious velvet-lined
and silver-mounted
casket made
mahogany
specially for them. I think I have made it clear
that while Lamerie did not himself make all the
items he was responsible for their selection and
for the fitting of the casket which is furnished with
mounts indubitably from his workshop; he had
used somewhat simpler feet on a cruet-frame of
1734 and double-ball feet of similar design on a
kettle-stand of 1737. The equipage shows individually, pieces of the very finest Lamerie was
capable of, and, collectively, a procession of styles
covering nearly two decades, a memorable
wedding present indeed. What fun to have had
tea with the Boissiers in Putney.
Paul de Lamerie died on 1 August 1751. He
had made his will just over two months earlier
in the presence of three witnesses. One of them,
James Shruder, had himself been a silversmith
and he made the spectacular basket which is the
other major piece of rococo silver recently
acquired for Temple Newsam (Fig. 5). In the
absence of many details about Shruder's life and
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work it is tempting to grasp this putative connection between him and Lamerie too readily
and attach to it a significance it may not possess;
for although his surviving work shows Shruder
to have been one of a handful of craftsmen who
handled the rococo style with confidence and
originality, it does not in itself suggest any
particular links with Lamerie. Arthur Grimwade
has brought together much of what is known
his date of birth is not recorded,
about Shruder
nor are details of his apprenticeship and freedom.
His first mark was registered as a largeworker in
1737, his second and third marks in 1739 and
he was bankrupt as a silversmith in 1749. His
career, therefore, was a brief one, yet at times
he produced plate the equal of anything by
Lamerie, Sprimont or Kandler in originality.
few examples of his work are
Gomparatively
known. Grimwade illustrates a number, together
with his trade card, and a sprinkling of others are
illustrated elsewhere. Some of his output is
straightforward utilitarian plate, such as a dish
cross of 1739 and a pair of candlesticks of 1741,
some is rococo in style but in no way exceptional
in design. A few pieces, such as a candlestick
of 1740 and a tea-kettle with coffee-pot ensuite
dating from 1749, the last year of Shruder's
working career, are examples of English rococo
silver at its most extreme.
The bread basket (Fig. 5) is a fine example of
Shruder's imagination running free. It was made
in 1741 and bears the arms of Thomas Pelham
Holies, 1st Duke of Newcastle (Fig. 6) . It
weighed new 76 oz. 12 dwts. This is of some
interest because we know that in 1736 George
Wickes charged Frederick, Prince of Wales, 50
for 'a fine Bread Basket 87 oz. 9 dwts.'a At the
same rate per ounce of fashioned plate, the
Shruder basket would have cost 43.10s (or
more than half what the Harewood writing
table probably cost new thirty years later).
Thomas Pelham Holies was born in 1693 and
during the course of a long career achieved
extremely high office, including that of First
Lord of the Treasury, and complete mastery of
is
political corruption. He died in
of significance for our purposes is that he built
reGlaremont
in Surrey and substantially
modelled
Welbeck Abbey, Nottinghamshire,
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of these houses he had
the basket made. The account has not yet come
to light.
The earliest baskets date from the late sixteenth
century and splendid examples were made a
hundred years later, when elaborate repousee
decoration ensured the maximum effect for the
minimum outlay of precious metal." By the
rococo period, from the 1730s, the type with a
single hinged handle was well established and
such baskets became, with centre-pieces, teakettles, cups and salvers, the most popular
vehicles for a show of artistry and technical
much as race-cups were to
accomplishment,
become a generation later. These baskets were
made for bread and cakes; judging by the
dominant wheat decoration, ours was probably
made for bread and was used at dinner. All the
most prominent silversmiths made them, and
one or two, like Samuel Herbert and Co.,
specialised in them. Those by Paul de Lamerie
show a unique combination of virtuosity and
balance of design. The best of them, for instance
a pair of 1744 in the Ashmolean Museum,
Oxford, show a perfectly judged progression of
techniques, from chasing and engraving in the
well ofthe basket, through piercing and engraving
in the walls, to casting at the rim (Fig. 7).'s
Every technique available to the silversmith
at the time is shown off in the basket by James
Shruder, but he marshalls them in a manner
extremely different to Lamerie. The body of the
basket is hand-raised from a single sheet of silver.
Inside, the bottom is plain except for the coat of
arms, a magnificent design engraved with the
utmost virtuosity. The walls, however, are most
elaborately pierced and chased, the rococo
designs further emphasized by engraving and a
wide variety of textures. Soldered to the lip is a
cast and pierced rim punctuated by cast male
and female masks. A cast handle and four cast
feet complete the basket (Cover). It is in the
piercing of the walls that the individuality of
Lamerie and Shruder is most clearly seen, for
most other makers were content to rely on
fly-punched patterns for the glamorous effect required. Lamerie's pierced designs have a noble
simplicity, Shruder's a nervous compression;
Lamerie's baskets display a crescendo of decoration, Shruder's a continual fortissimo. Of the few
other makers who pierced the walls of their
baskets with rococo designs, Robert Tyrill, John
Luff and Paul Crespin come closest to Lamerie

so it was probably for one
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and Shruder. The Duke of Newcastle's basket
must have caused a sensation at the dinner table.
When a considerable number of rococo baskets
by different makers are examined in detail it
becomes quite evident that, in order to cut costs
and push up their profit margin, most silversmiths
were absolutely prepared (to a lesser or greater
extent) to use castings bought from stock and,
if designing a basket with punched patterns, to
employ a specialist in this skill. Paul de Lamerie
relied almost exclusively on castings which
seem to have been his own: only once apparently,
on a basket of 1738, did he use a cast foot bought
from someone else. Augustin Courtauld had a
distinctive bird's foot casting, Peter Archambo
used the same cast foot and rim as John Luff
(both in 1744), and Frederick Kandler used the
same casting for the feet of a basket he made in
1750 as Ayme Videau had done in 1747. Many
makers shared identical cast handles but by
far the commonest design is a cast openwork
foot (the one also used by Lamerie in 1738); this
is a feature of baskets by John Jacobs, George
Wickes, Lewis Dupont and Samuel Herbert.
Almost equally popular were some fine cast and
pierced rim components, used by Jacobs and
Wickes in 1737, Dupont in 1739 and Herbert
Shruder
as late as 1751. James
bought
precisely these components for the rim of the
Duke of Newcastle's basket, now at Temple
Newsam, but united them with masks which
seem to be exclusively his. On another basket he
made the following year, 1742, the rim is entirely
different. The handles of these two baskets are
almost identical, but are not like those used by any
other maker. Again, the spectacular mask feet
are individual castings, and the only instance of
their use by anyone else is on a tureen by John
Le Sage, of 1741, the same date as the Temple
Newsam Shruder basket. The highly organized
state of the craft by this period, which Arthur
Grimwade outlines and these facts amplify, is
further evident in the fly-punched patterns which
make up much of the decoration of some rococo
baskets. So, identical punches forming closely
similar patterns appear in the work of Augustin
Courtauld in 1745, Videau in 1747, Archambo
in 1748, Gilpin in 1750 and Wakelin in 1753,
perhaps the work of a specialist moving from one
was
atelier to another; such specialization
common in contemporary France. On the other
hand, Samuel Herbert and Co. probably had
their own craftsman for this skill, while Lamerie,

typically, used absolutely distinctive patterns
on a basket of 1738.
What does all this add up to? It provides
unambiguous evidence that the craft was well
organized and that what used to be thought of as
the most important contribution of Birmingham
and Sheffield in the neo-classical period, that
of supplying ready-made parts for assembly
elsewhere, was pre-empted in everything except
perhaps the scale of the operation. Thus, when
Matthew Boulton constructed a basket from
numerous
pre-fabricated
units and supplied
similar pieces to other silversmiths he was doing
nothing that had not in essence been done
thirty years before.~a Furthermore, important
5. Bread

barkeh

London,

questions arise about the nature of originality;
and the diametrically opposed attitudes to it of
the eighteenth century and our own day are
dramatically highlighted. There was no question,
then, that even if assembled from mass-produced
parts an object could be original: now, such a
procedure is surely unheard
of. So James
Shruder, in his basket made for the Duke of
Newcastle, took several components which are
identical to those used by other craftsmen but
combined them in a way which was completely
distinctive to produce an object as decisively
original as any of his other work in the full
rococo manner. There is nothing in this basket
to suggest any special link with Lamerie (as one

l74l,

with the aid of a government

by James Shruder. Bought
grant, 1976.
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might suspect from the fact of Shruder's witnessing Lamerie's will); indeed their work is rather
less similar than that of a number of other
particularly those of continental
silversmiths,

extraction.
The Lamerie tea equipage and the Shruder
basket are fascinating examples of the rococo
style. The equipage shows its greatest exponent
at the height of his powers, lavishing even on

pieces small in size all his skill in design and
execution, and buying items he was not
accustomed to making from someone who was.
The complete set encompasses nearly two decades
of Lamerie's thoughts on the rococo style. The
basket is the work of a bright-burning but shortlived star in the rococo firmament: James
Shruder is shown using castings probably bought
from stock alongside others of his own making,
and combining them with pierced and engraved
kind to
decoration of the most individual
original.'oth
objects
something
truly
produce
throw fascinating light on the way in which
silversmiths, and doubtless craftsmen in other
industries, were working in the first half of the
eighteenth century. And they are magnificent
objects in their own right.
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6. The arms of Thomas Pelham Holies, Ist Duke of 7ttewcastte
(1693—1768), engraved in the bread basket.
7. Detail of the pierced, chased and engraved wall, and of the cast
rim, on the bread basket.
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Phillips, Paul de Lameriec His Life and Work, 1935).
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Figs. 1 —3. 4 Fkeu of l.eedh, by William Lodge (1649—89),
pen and brown ink, 4 x 22[ in. Leeds City Libraries Collec-
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The Ingenious Mr. Lodge's View of Leeds
TERRY F. FRIEDMAN
In 1715, Ralph Thoresby published, in Ducatus
a splendid engraved
prospect of
Leeds,'ased on an undated sketch by William
Lodge (1649—89) made sometime during the
sixteen-seventies
or sixteen-eighties,
which
represents the earliest documented view of the
town.2 This drawing forms part of an important
group of fifteen pen and brown ink sketches by
this gifted artist, the son of a prosperous Leeds
merchant, which were purchased from Colnaghi's
in 1866 by the Leeds historian, William Boyne,
who grangerized them (in 1877) into copies of
T. D. Whitaker's 1816 edition of Thoresby's
History, which are now in the reference collection of Leeds City Libraries. They include views
of York and its environs, two of which are dated
1671, as well as landscapes, some with Roman
ruins, executed between 1667 and 1671 during
Lodge's Italian journey, in company with
Thomas Belasyse, 2nd Viscount Fauconberg, of
Newbrugh Priory.3 The 'foreign Prospects'ere
a gift to Thoresby from Lodge's cousin, Dr.
Henry Watkinson, Chancellor of the diocese of
York; the Yorkshire views were acquired by
Thoresby from the executors of the glass-painter,
Henry Gyles (1645—1709), who was a member
of the York Virtuosi of artists and intellectuals,
Leodiensis,

to which Lodge and his fellow topographical
artist, Francis Place, both belonged.4 Some if not
all the drawings were in Thoresby's possession
by 1723, when they are mentioned by him in a
letter to the diarist, George Vertue.5
T'e view of Leeds, taken from Holbeck, which
is inscribed in Thoresby's hand and scored for
corresponds more or less to the
engraving,
prospect published in 1715. Thoresby described
Lodge as an 'ingenious Artist's and in this
drawing the rendering is especially delicate and
great attention has been paid to architectural
details.
The left-hand section of the view (Fig. 3),
which Boyne detached in order to encorporate
the drawing, unfolded, into the volume, shows the
tower of St John', Briggate (1631—
34) and a
well observed detail of two men angling at the
confluence of the Holbeck and the River Aire.
Lodge, Place and a mutual friend, a Mr. Tunstal,
were 'great [lovers] of fishing [and] travelld
several months together from River to River'~
and it may be these companions who are shown
here. In Figure 1, on the left, is a cluster of
many-gabled and chimneyed houses lining Briggate, stretching southward to Brigg Fair and
Leeds Bridge, spanning the Aire. Directly above
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parish church of St. Peter'
(demolished in 1838). In Figure 2, to the right,
across the Aire, is Meadow Lane, with several
imposing but unidentifiable buildings, and the
road to Holbeck and the South.'his is the very
view which presented itself to Celia Fiennes
during her 'Great Journey to Newcastle'n
1698: 'I crossed over a river... on a large stone
bridge... Leeds is a large town, severall large
streetes cleane and well pitch'd and good houses
all built of stone, some have good gardens and
steps up to their houses and walls before them;
this is esteemed the wealthyest town of its bigness
in the Country', and, she adds, 'their ale is very
strong'.s
is the medieval

Appendix: The Lodge Drawings
Some of the drawings are inscribed 'WLodge';
III, 5 is annotated by Boyne: 'York Drawn by
William Lodge. This formerly belonged to Ralph
Thoresby, the writing at the top is by him'. The
volumes and pages of the grangerized drawings
in Boyne are shown in parenthesis.
1. 'The Prospect of Leedes by Mr.

Footnotes
Abbreviations;
Society, 7 vols).

6.
7.

8.

3.

4.

'A-Puzzooli. B-Caligula's Bridge which did
cross an arm of the Sea to Bay R C a sandy
hill which in one night rise out of the Sea. D.

The [?] mountains.'III,12)
10. 'Templum Solis neare Terra Cona.slim
Angur. via

Appia'III,13)

11. 'The Sepulture
Curatij

neare

Rome'III,14)

of the Horaty

Albana,

slim

and ye
Alba longa

'A Mola. olim Formi k. B Gayetta. C.
Sepultura M. Planri'III,15)
13. 'Tumulus Metolla Rome'III.16)
14. Figure study of a nude man (III,17)
15. Figure study of a nude man (III,18)

12.
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in

Walpole
and

166.

Printed Maps and Plan~ of
Leeds, t 7t s —tgoo, Thoresby Society, vol. XLVII, no. 106,

Rome'III,11)

9.

Books,

Lodge was a relative of Thoresby's wife. ( Vertue, I,p.120;

Lodge'III,5)

Bishop-thorp from the foot way to Midlethorpe, 1671'III,8)
'A Prospect of Cawood from Kelfeild Banke
and Roade way to Yorke. 1671'III,9)
'A Prospect ye. Ld. ffairfax House at Nun
Appl-ton ffrom the foot way to Cawood in
Rither Ing'III,10)
'Templum
Jani quadrifrontis

Note

K. J, Bonser and H. Nichols,

'The Prospect of York by Mr.

3. A preliminary for III,5 (III,6)
4. York from the south-west (111,7)s
5. 'A Prospect of the North East side of

(Vertue

Ducatus Leodiensis: or, the Topography Of the Ancient
Populous Town and Parish of Leedes, 1715, opposite p.

Lodge'II,25)

2.

Vertue

5.
6.

7.

1958, p. 3 no. 9.
For Lodge, see Vertue, I, pp. 74 —5, 119—21; C. White,
Catalogue of British Drawings, British Museum, vol. 1,
1960, pp. 426 —8, pls. 225 —7; N. Gillow, 'A Portrait of
William Lodge by Comer', City of Tork Art Gallery
Ouarterly, vol. XXV, April 1972, pp. 883 —7; H. Honour,
'York Virtuosi', Apollo, January 1957, pp. 143—5.
The Italian drawings were engraved for Lodge's English
translation of Giacomo Barri's Viaggio Pittoresco d'Italia,
1671, published in London in 1679 as 7he Painter'
Voyage of Italy in which all the famous Paintings of the most
eminent Masters are particularized
(Vertue, I, p. 120; V, p,

51).

The grangerized Lodge drawing (III,17) is inscribed:
'Drawings of that Ingenious young Gentleman Mr.
William Lodge of Leedes, the foreign Prospects were
given me by Dr. Watkinson the Chancellor of'ork;
the others were bought of Mr. H: Gyles's Executors'nd
'The above is in the handwriting of Ralph Thoresby.
I bought it with other drawings of Lodge's at Colnagi's
Sale April 1866 Wm Boyne'. Thoresby records a visit to
Gyles's York house a few months after his death in 1709
'to view the drawings etc.'Rev. J. Hunter, ed., The
Diary of Ralph Thoresby, 1830, II, pp. 61 —2; J. T. Brighton,
'Cartoons for York Glass-Henry Gyles', City of Tork Art
Gallery Quarterly, vol. XXI, October 1968, pp. 772 —
5),
For Boyne (1814—
93), see Symington, 'Material for a
Life of William Boyne', Torkshire Weekly Post, 2 December
1893.
Vertue, I, pp. 119—
20.
Vertue, II, p. 35 and I, pp. 75, 121.
With the exception of St. John', nothing now remains

of these buildings (see D. Linstrum, Historic Architecture
of Leeds, 1969, pp. 6, 10, 12—3).
8. C. Morris, ed., The journeys of Celia Ftennes, 1947,
pp. 219—20.

9.

A preliminary sketch I'r the left-hand side ol'odge's
in An Inventory of the Htstorical
drawing, published
Monuments in the City of Tork, vol. III, South-West of the
Ouse, 1972, pl. 2 (top).

Leeds in 1844
TERRY F. FRIEDMAN

Had it not been for his spectacular panorama of
Leeds, painted in 1844, Thomas Burras is
unlikely ever to have attracted much interest.
An otherwise obscure local artist who appears to
have produced no other significant work,'he
known facts of his life are
was born in Leeds on 8 May 1790, the
sixth of eight boys in a family of fourteen. His
father, George Burras, was a shoemaker in Park
Lanes and like most of his brothers, Thomas
entered the textile industry as a cloth dresser.
He married sometime before 18164 and by 1822
had launched on a second career as a painter.
His output does not appear to have been large
and he died completely forgotten on 14 July
meagre.'e

1870.'ccording

to W. H. Thorp, the biographer of
the Leeds painter, John Rhodes, Burras was a
pupil (together with William Robinson and
Thomas Hartley Cromek) of John's father,
Joseph Rhodes (1782—1855) and this association
seems to be confirmed by the smiliarities in their
approach to landscape painting.s Burras's earliest
recorded work was exhibited at the Northern
Society for the Encouragement of the Fine Arts
in Leeds in 1822, where he showed seven oil
paintings, all landscapes, including views of
Leeds and Kirkstall Abbey.'n the 1823 Leeds
exhibition, his three efforts sold for between ten
and twenty-two
guineas; in 1825, another
Kirkstall view was shown. In the following year,
he is listed for the first time in the Directories as
a 'landscape painter'nd by 1830 as an 'animal
R landscape
work from these early years has been
identified, but adverse criticism of a landscape
shown at the Bradford Artists'ociety of Painting
and Sculpture Exhibition in 1827 suggests that
In the first decades of
it was not distinguished.
the nineteenth
century, local collectors and
patrons, with greater opportunities to examine
painter'.'o

major achievements, were becoming increasingly
enlightened about mainstream developments in
landscape
painting. For instance, in 1826,
Turner watercolours
from the
twenty-two
Hawkesworth Fawkes collection at Farnley Hall
were exhibited by the Northern Society.'gainst
such competition, local artists experienced difficulties in attracting important commissions. By
1837, for instance, Burras was obliged to revert
to his former occupation as a woollen
by 1839 he was again listed in the
Directories as an 'animal and landscape painter',
only one painting was shown at the important
Third Polytechnic Exhibition for Providing
Public Walks and Baths, held in Leeds Music
Hall in 1845," and from 1849, he was reduced
to dealing as an 'artist and shop keeper'.'s It is
possible that the 1844 Vieu of Leeds (Fig. 1),
ambitious both in size (51 inches by 73 inches)
and in the careful attention to topographical
details, was painted as an attempt by Burras to
sustain his failing reputation. However, very
little is known about the history of the painting.
There is no evidence known to the author that
it was publically exhibited. It was once owned
and possibly commissioned by William Binns,
who was presumably a member of a local family
of bankers, booksellers and one time proprietors
of the Leeds Mercury, and passed by descent until
acquired by The Thoresby Society in
panorama is particularly valuable as
of mid-nineteenth
revealing the appearance
century Leeds (where, by 1841, the population
had already risen to 152,000) and of many
important buildings which have since vanished.
It shows the town from Armley Hill, near the
present Gaol, to the west of the centre and a
short distance from Beeston Hill, the site choosen
by Turner for his watercolour view of
approach from high ground to the west and
north of the town was a favourite one for travellers:
draper.'lthough

1894.'he

1816.'he
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'Perhaps the most pleasing view', recommended
Leeds Guide (1806), 'is from a
rising ground on the road to Beeston, from which
the elegant buildings... and the different
Churches, may be seen to great advantage'.
Moving across the centre of the picture, from
left to right in Figure
first, St. Andrew'
Church, on St. Peter's Hill, 1843—44, an essay
in Early English Gothic, with the unusual
feature of the bell tower attached to the southwest corner, by the great Sir George Gilbert
Scott, the future architect of the General
Infirmary (1862—
8). William Boyne, the Leeds
historian, commented on this church: 'From the
dense volumes of Smoke sent out by the numerous
large Factories in the Neighbourhood,
it will

John Ryley in The

2,'s,

soon become as black and venerable in aspect,
as if it had been built a hundred years'.ts The
church was demolished some years ago. Directly
above, the tall house with pedimented front, set
amongst trees, is Denison Hall (1786) in Hanover
Square, which is the only major Georgian house
within what was then the town
surviving
boundaries. Further eastward is St. George'
Church, on Mount Pleasant, designed by John
Clark in 1836—38, surviving except for the west
tower. The next steeple is that of St. Anne's
Roman Catholic cathedral of 1837—38 by John
Child, which stood at the top of Park Row until
it was replaced in 1904 by the present cathedral,
built slightly to the north. To its immediate right
is the steeple of St. John', Briggate, 1631—
34,

1. Vieu of Leeds, 1844, oil on canvas, by Thomas Burras
(1790—18708 The Thoresby Society.
2. Viete of Leeds, left-hand detail ol'Fig. l.
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today the oldest and finest church in the city.
Then, to its right is the church of St. Paul's, Park
Square, built in 1791 93 at a cost of $ 10,000
to the design of William Johnson, who was
Lord Irwin's agent at Temple Newsam and the
father of Thomas Johnson, architect of the Leeds
Library (1808) in Commercial Street. The
demolition of St. Paul's in the 1930's robbed the
city of its most distinguished neo-classical church
and the most poignant feature in the city's only
surviving Georgian square, Park Square (laidout
from 1788), which Ryley described as 'a very
elegant range of buildings... all the houses are
built in a very superior style... The promenade
is, without exception, one of the most pleasing

...

3.
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View

of Leeds, centre detail of Fig. l.

in the town'. Nearby, in Wellington Street, is the
red brick complex of Benjamin Gott's celebrated
Bean Ing woollen spinning mills of 1792—93
(demolished) .
In Figure 3, far left, in the hazy distance, is
the central tower of Robert Dennis Chantrell's
newly completed
(1839—41) Gothic Revival
parish church, and further to the right, the same
architect's Georgian Revival steeple (1841) to
Holy Trinity, Boar Lane, both surviving. Chantrell's other great Leeds church, Christ Church,
Meadow Lane, 1823—25, whose Gothic style
to the right, was
steeple rises immediately
demolished in 1973 to clear ground for motorways. Directly below Holy Trinity is the main

fat„ade of the
west end of
Designed by
monumental,
crowned by a

first Exchange Building, at the
Boar Lane (replaced in 1872).
John Clarke in 1826, with its
semi-circular,
Ionic colonnade

domeless drum, this was the most
important Greek Revival public building in
Leeds.
Meandering, snake-like, across the centre of
the canvas, is the River Aire, which Boyne
described as 'a polluted
stream, black as
Acheron',ts with its bridges (from left to right
in Fig. 2). Wellington Bridge, 1818—19, by the
famous engineer, John Rennie
(surviving),
approached by a smaller bridge spanning the
Leeds and Liverpool Canal; then the cast iron

suspension Monk Bridge, designed by the Borough
Surveyor, C.J. Leather, and made at the Bowling
Iron Works, Bradford (replaced 1886) and, in
the distance, Leather's single-arch
Victoria
Bridge of 1837—39 (surviving).
By 1844, Leeds had become almost completely
industrialized
south of the Aire (Fig. 4) and
Burras's painting confirms the impressions which
have come down in the writings of travellers,
like Louis Simond of New York City, who
recorded in his diary in 1811: 'The night had
closed when we approached Leeds, and from
a height... we saw a multitude of fires issuing, no
doubt from furnaces and constellations of illuminated windows spread over the dark plain'.
'.

View

of Leeds, right-hand

l

detail

of'ig. l.

e
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Footnotes
Further information regarding the buildings shown in the
1844 View of Leeds may be found in H. M. Colvin, A Biographical Dictionary of Fnglish Architects t66o —r8do, 1954;
D. Linstrum, Historic Architecture of Leeds, 1969; N. Pevsner,

of England, 7orkshire, The West Riding, 1959;
Links with Bygone Leeds, The Thoresby Society,
1969; R. V. Taylor, The Ecclesiae Leodienses; or, Historical and
Architectural Sketches of the Churches of Leeds and neighbourhood,
The Buildings

J. Sprittles,
1875.

l. Burras exhibited a number of paintings at

2.

3.
4.

5,

6.

the Northern
Society for the Encouragement of the Fine Arts in Leeds
from 1822; other works are listed in The Handbook of
the Old Leeds Exhibition, 1926, p. 133, nos. 19—
21. His
Landscape arith Cattier The Return of the Flock, undated,
is in Leeds Art Gallery ( Works by Artists born before r 8oo,
p. 22, no. 1).
Those that have come to the author's attention are
largely the contribution of John Dunhill, Verger of
Leeds Parish Church, and Mrs. J. M. D. Forster of
The Thoresby Society. A portrait of Burras by Muller
(probably William James Muller, 1812—45) is mentioned in a letter of April 1894 from James Burras,
as then hanging on the staircase of the Leeds Philosophical Hall (see n. 13); it does not appear to have
survived.
George Burras married Phoebe, nee Kirk, in Leeds
Parish Church on 8 November 1779.
Burras's wife was named Elisabeth; their children were
Thomas (b. 1816 in St. Anne's Lane, near Fastgate),
James (b. 1818 at Top Close, Quarry Hill), John
(b. 1825 in Park Lane) apd Elisabeth (b. 1827).
Burras is buried in Woodhouse Cemetery (List of
Burials, Plot 07965: 'Burras Thomas died 14.07.1870
age 8VL
William H. Thorp, john .V. Rhodes, A ?"orkshrre Parnter,
1904, p. 27. For instance, compare the 1844 Vien, with
Joseph Rhodes's Leeds from the Meadoun c 1832 (Works
by Artists born before r8oo, p. 56, no. 3). 7he Huddersfield
Chronicle
reported 'So numerous
were the pupils
instructed by Mr. Rhodes, and so long continued his
services in this branch, that he has been emphatically
designated the Father of Art in Yorkshire'R.
Taylor, The Biogrnphia l.eodiensrs; or, Biographical

of the Worthies of'eeds, 1865, pp. 456—7) .
For other Leeds art academies, see T. F. Friedman,
Engrav'd Cards of Trcrdes-Men in the County of ? orkshire,
1976, no. 13.
Copies of some of the Northern Society exhibition
catalogues are in the Local History Department, Leeds
City Libraries.
William Parson, General and Commercial Directory of The
Borough of Leeds, 1826, p. 23; William Parson and William
White, Directory of the Borough of Leeds, 1830, p. 28.
Burras's 'Portrait of a favourite pony'as exhibited in
Leeds in 1825 (see no. 7).
T. Fawcett, The Rise of English Provincial Art, 1974, pp.
144, 170.
W. White, History, Gazetteer, and Directory, of the WestRidr'ng of Torkshire, I, 1837, p. 547. For another example
of a Yorkshire painter having to rely on trade for
economic support, see the case of Thomas Chapman
(T, F, Friedman, 'A Temple Newsam Mystery Solved',
Leeds Arts Calendar, no. 78, 1976, pp. 5 —11).
Ben Lomond, no. 73.
Thomas Haigh, A General and Commercial Directory of
The Borough of Leeds, 1839, p. 32; Charton and Archdeacon, Leeds Directory, 1849, p. 151
A group of letters in The Thoresby Society (Scl) between
Sketches

10.

11.
12.

13.

Colonel Edmund

Wilson, founder

and first President

of the Society, Annie Gibson and James Burras (described here as a 'Nephew of the Artist', dated during
April 1894, provides the following provenance: the
View was painted for William Binns in 1844; passed to

his son Acton (?) Binns and hence to Acton's daughter,
Annie Binns Gibson; sold at auction at Messr. Hollis &
Webb of Leeds, March 1894; purchased
by The
Thoresby Society.
14. Now is the Paul Mellon Collection ( Turner r 775—r85r,
Tate Gallery, 1974—5, no. 186).
15. The identification of buildings in the View is based on
comparison with Charles Fowler's 'Plan of the town of
Leeds, surveyed in 1844'K. J. Bonser and H. Nichols,
Printed Mops and Plans of l eeds, r 7r r —tgoo, The Thoresby
Society, 1960, no. 101).
16. William Boyne's grangerized volumes of T. D. Whitaker,
Leodies in Elmete and Ducatus Leodiensis, 1816, vol. 5,
Leeds City
part 1 (Local History Department,
Libraries) .

17.

C. Hibbert, Louis Srmond An American in Regency England
The 3ournal of a Tour in r8ro —r8rt, 1968, pp. !11 —12.
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ALEXANDER FRASER

Paintings and Drawings
11January —5 February, 1977

DAPHNE REYNOLDS

Paintings and Mezzotints
8 February —5 March, 1977

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 10p. 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 OBQ
Telephone Bradford 23051

ALFRED COHEN

Paintings and Prints
8 March —2 April, 1977

Picture Lending Library
Daily 1O am.—5 p.m.,
Saturdays 1O a.m.—12.3O p.m.

4'itlt thc support of tht. 't'orkslth c;trrts Association

REMOVERS

STORERS
PACKERS

.S

SHIPPERS
287

ROUNDHAY

ROAD, LEEDS

8

Phones 629282-3

it'

paper

6 Commercial Street, Harrogate

57383

StLldlO

ateliers
21a Chapel Lane, Cardigan Road, Leeds 6 757825

Designed and Printed by

E.

j

Arnold

&'on

limited

Limited at their Broadroay Factory, Leeds

t t.

