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Art and Photography
The persistent claim of some photographers that the productions of the
camera should be classified in the hierarchy of the fine arts was the theme of
a controversy which took place at the time of the Leeds Camera Club's
exhibition in the City Art Gallery. Such a claim can have no realistic foundation. Photography is a mechanical process of reproduction.
The actual
process of taking a photograph amounts to little more than pressing a button
at the right moment and for the right length of time. One does not deny the
necessity for skill and knowledge in the selection of lenses, screens, focal
adjustments and so on, but this is purely scientific.
The claim that what precedes or follows this process can turn the finished
product into a work of art has no greater justification than the process itself.
A work of art, such as an arrangement of objects under a particular kind of
or even a painting, may serve as a
lighting, a piece of fine craftsmanship,
subject for the camera. But the final result, at best, can only be a reproduction
of a work of art. Artists like Man Ray, Bill Brandt, and Cecil Beaton have
recorded artistic creations of a transient nature by means of photography, and
it can be claimed that in this respect the camera is a valuable and necessary
servant of art.
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Faithful reproduction of a selected subject is the highest achievement to be
attained by the camera. Subsequent chemical processing of negatives, or
retouching and tinting prints to give false effects may be artful, but it is not
art. Making a photograph look like an aquatint, a watercolour, or a drawing
is dishonest falsification.
Let us recognise the full significance of photography by all means. It is an
important and indispensible medium for reproducing and recording, but this
is the limit of its purpose. It can no more claim to produce works of art than
a gramophone can claim to produce great works of music. The function of
both is reproduction, and accuracy should be the ultimate objective.
The argument of popularity put forward by one writer is totally invalid as
a claim for photography as art. Photographs are popular because easily
Unlike works of art they demand no imagination or aesthetic
understood.
appreciation on the part of the onlooker. Art is concerned with interpretation,
not representation or reproduction, and therein lies the essential difference.
The one is concerned with scientific accuracy mechanically produced, the
other with imaginative conception made manifest by creative energy.
To claim that photography has a rightful place in an art gallery might
have some justification provided that it is intended for the department of
records where it is of inestimable value.
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Review

SOME RECENT ACQUISITIONS
Most notable amongst the recent acquisitions is a painting of Adam and Eve
by a sixteenth century Flemish artist, which has been bought from the Corporation Fund. The picture, here illustrated, has recently been cleaned to reveal
a most excellent example of early sixteenth century painting in almost perfect
condition. It was previously in the collection of Miss D. Dawlish, and during
the past few years has been attributed to various masters. A recent attribution
to Jan van Scorel (r495 —t523), made since it was cleaned, is perhaps the most
logical because of certain characteristics of style and treatment, though, in the
opinion of Dr. Friedlander there is a strong element of doubt about this.
Nevertheless all the experts on Flemish painting who have seen the picture,
including Dr. Friedlander, are agreed that it was painted about 1530.
The landscape background, against which the figures are painted has a
marked affinity with the work of Joachim de Patinir (t485 —t5z4), by whom
so many artists of the period were influenced.
The figures are unlike those
found in other paintings by Jan van Scorel. His figures are usually more
monumental and have greater affinity with those of Durer (t47t —t528), under
whom he is known to have studied. The two figures in our painting bear a
very strong resemblance to those of Lucas Cranach (t47z —t553).
The composition appears to have been taken from Raphael and the picture
may be after the engraving by Marco Antonio.
Whatever the ultimate attribution may be we can be satisfied that we have
added to our collection a fine example of the early sixteenth century Flemish
school which was not previously represented.
Two more pictures associated with the native artist Julius Caesar Ibbetson
(t 759—t8t7) have also been bought for the collection. The first is The Painter'
Family Circle, which shows the interior of the artist's cottage at Masham where he
lived during the last twelve years of his life. His second wife Bella Thompson,
whom he married in t8ot, is portrayed with other members of the family.
The second picture is a small pastel portrait by John Raphael Smith (t 752—
t8ta). It shows Ibbetson in his later years, and forms an interesting pendant
to the portrait by Cuitt when he was seventeen. The picture was the subject
of an engraving by Smith.
A painting by Robin Darwin, Girl Seated at a Table, adds another name to
the list of contemporary British artists in our collection. Robin Darwin, who
is now Principal of the Royal College of Art, has for many years been recognized as one of our leading painters but he has not previously been represented
in our collection.

The latest works of Barbara Hepworth are in the unusual medium of oil and
pencil and can only be classified under the general heading of drawings. The
subjects for these delightful and sensitive compositions have mostly been found
7 he Lamp, has been bought
in the operating theatre. One of these, Fenestration
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ADAM AND EVE

FLEMISH C.

Oil on panel 23 X

17)

BOUGHT FROM THE HARDING FUND
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GIRL SEATED AT A TABLE

ROBIN DARWIN
OI'l on canvas

25$ X 3og

BOUGHT FROM THE CORPORATION

FUND

I949

Imago,

by the Leeds Art Collections Fund. A second drawing by this eminent Yorkshire artist, A Poet Reading to his Children, was bought from the Corporation

Fund.
Lord Kennet of the Dene has given three bronzes by the late Lady Kennet
(Kathleen Scott). They are a portrait mask of John Galsworthy, and two
small full-length seated figures of Charles Ricketts and Charles Shannon.
A Chinese embroidered silk panel, dating from about
has been bought
from the collection of Mr. Frank Savery.
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Recent Exhibitions
THE ARTS FESTIVAL OF
THE NATIONAL UNION OF STUDENTS
The Arts Festival of the National Union of Students, held in Leeds during
the first week of the year, was a pioneer effort, but its success must have
ensured its repetition. In fact one might hope that it will become an established annual event. As such it should take place in a different University
centre each year. If so, Leeds will certainly look forward to the time when it
can again offer facilities for the various activities, particularly the exhibition
of pictures, drawings, prints and sculpture.
It was a privilege to co-operate by arranging the exhibition in the Art
Gallery. Perhaps undue publicity was given by the press to a mild criticism
that the exhibition lacked the adventurous enterprise that one might expect
from younger artists. There was a conspicuous absence of experimental work
such as one might have found in an exhibition of this kind a few years ago.
This may be an indication that the urge for revolutionary experimentation
has been superseded by a desire for recapitulation.
There is widespread
evidence that the age of 'isms in the fine arts, which started towards the end
of the last century, is rapidly giving way to a process of re-assessment and
constructive synthesis.
In view of this it might be said that such a criticism was entirely unwarranted
and in fact, if one accepts this idea, the exhibition deserves nothing but praise.
The standard of technical accomplishment in all media was extraordinarily
high. One of the most satisfying features was the high percentage of painters
who displayed a real understanding of the plastic significance of paint.
In an exhibition of this kind one expects to find the impress of contemporary
schools of painting, but the influence of the Euston Road group appeared to
predominate. Whether this is an indication of the prevailing influence in this
country, or a bias on the part of the selectors cannot be ascertained, but one
would hope that in future exhibitions there will be greater variety of work of
an equally high standard.
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6

Walter Richard Sickert
PAINTINGS

IN THE LEEDS COLLECTION
ERIG WESTBROOK

One afternoon in the middle i 93o's an audience of art students was assembled
to hear a lecture on painting by Mr. Walter Richard Sickert. I presume that
everyone in the hall had heard of Sickert, and like my own circle of friends,
admired his work; but if they came to learn his secrets they were disappointed.
How many heard what he said is difFicult to guess; an optimistic estimate
would be that his words reached the first five rows of seats. For the rest of us,
and as a junior I was well at the back, the entertainment consisted of a few
booming disconnected phrases from behind a beard this was one of the days
when Sickert was wearing a beard
and a magnificent display of mime which
held us enthralled. This was Sickert the actor playing the part of the eccentric
artist, and the danger is still that when thinking of his work we may mistake
the serious artist for the actor. Like Whistler, to whom he was devoted,
Sickert was an essentially serious artist. His exhibitionism was confined to his
public behaviour, and the extension of that behaviour in the titles of his
pictures. Rarely did this performance creep from the label into the painting

—

—

itself.

It would perhaps be of value to attempt to define the place that Sickert
occupies in the history of art. He was not a great master; his range was
limited and he lacked the universality of the major artist, but he did achieve
a complete and personal statement. Each of his pictures is stamped with this
personality, yet his vision was rooted firmly in the past. It is unfortunate that
his name has been connected so frequently with those of the French Impressionists. He allowed himself to be labelled an Impressionist largely because
in his younger days it was a provocative banner which enraged the bourgeoisie,
and Sickert loved a fight. But if his pictures are placed alongside those of
Pisarro, Monet or Sisley it will be seen that his aim is quite different, he is
rarely willing to sacrifice structure and subject to the demands of light. As
a young man he knew and admired Whistler and Degas, and they, together
with Manet to a lesser extent, were his artistic forebears. All were men of
a mentally older generation, urbane gentlemen firmly attached to the art of
the past, particularly that of the i 7th century, and who deplored the wildness
Sickert continued this conservatism, and
of their younger contemporaries.
could see little in Post-Impressionism and less in Cubism. From each of these
artists he took qualities which he admired but never became an eclectic.
From Whistler he derived a love of low tones and half-statements, from Degas
Pale 7

THE BLACKBIRD OF PARADISE
Oil on canvas z6

W. R. SrcrrERT r86o-rg4B

x
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BOUGHT PROM THE CORPORATION

his profound

FUND

1945

respect for good drawing, and from both Degas and Manet he
learnt the fascination of the city, particularly its streets, theatres and cafes.
To all this he added a flavour that was entirely English in spite of his German
ancestry; the warm human flavour of Keene and the English illustrators.
The Impressionist doctrine of working in the open air never had a great appeal
for him, and he thought Cezanne absurd for his insistence on always having
the object before him when painting the finished picture. To Sickert it was
Page 8

both more practical and more comfortable to take a drawing home and there
create one's personal variation based on knowledge and observation without
the distraction of a sun which changed the position of the shadows.
He was in love with picture making, and especially in later life, anything
pictorial, a cheap engraving or a newspaper photograph, was enough to set
the passion boiling and produce a picture. Places and people or pictures of
them inspired him, still-life or formal experiment bored him. An apple or a
mandoline rarely appreciates even the finest witticism. That a picture should
be well painted was to Sickert the highest aim. Other qualities could be
disregarded if the artist loved paint, was tender and respectful to it, and
understood how opaque accents could "tell" against thin feathery passages
dragged over a dark ground. This was civilized, while the thick emotional
strokes of the followers of Van Gogh could not be tolerated. When he found
Harold Gilman, his younger follower, building up a heavy impasto touch by
touch, he complained that it reminded him of "walking across a ploughed
field in dancing pumps."
By good management the Leeds Collection contains a selection of paintings
by Sickert which enables us to study him at the different periods of his life.
The vitality of the later work should not, for instance, cause us to overlook
the charming little picture called The Laundry Shop painted when the artist
was twenty-six. The close tones of grey are Whistlerian, while the figure seen
through the window is a direct quotation from Manet, but the picture has
a quietness and repose that makes it completely satisfying, while the lovely
paint and careful drawing look to the future. Ten years are between this
work and the two pictures, Portrait of Miss Heath and the Self Portrait, both of
which were given to Leeds by Miss Heath herself. Of the two the latter is
the finest, although cleaning might add to the lustre of its companion. At
first this summary record of the artist's head may seem empty until it is
realised that it is superbly drawn. The features are not seen as separate parts
of the mask, but the head is realised as a whole as if it were conceived and
executed in one stroke. For an artist who so sedulously cultivated his own
But if he
personality, it is strange that Sickert painted so few self-portraits.
was reluctant to use himself as a model he relished other flamboyant personalities, and in the Blackbird of Paradise he had a sitter entirely to his liking. This
is a work which makes the average portrait dead from the start, and it also
shows Sickert having assimilated the early influences. The planes of the head
are put in with the utmost confidence, and it is obvious that the tonal scheme
was worked out on the palette before the picture advanced beyond the stage
of drawing. And yet this is not merely a drawing filled in with colour, for
both processes are so completely fused that it is impossible to separate one
from the other.
The Blackbird was probably an habitue of the music-halls, and in these
places as in the person Sickert found the same attractive vulgarity and trans-
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THE NEW BEDFORD
Oil on canvas 7v

W. R. SIGRERT

x 28$

BOUGHT FROM THE HARDING FUND
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ST. JACOUES, DIEPPE
Oil on canvas I8$

x I4

LEEDS ART COLLECTIONS FUND

1936

formed it into art. His early ambition to become a professional actor, and his
contacts with Decas confirmed him in both his love of the theatre and his use
and the first years of this century saw
of it for subject matter. The nineties
a great generation of music-hall artists, and it was a time when the worlds of
the popular stage, the turf and the arts mixed in a happy and more or less
unselfconscious Bohemianism. During this period Sickert painted his magnificent series of music-hall pictures of which Zhe >em Bedford is an outstanding
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SEPARATING FIGHTING SWANS

STANLEY SPENCER

Oil on canvas 36

x R8$

BOUGHT FROM THE HARDING FUND
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W. R. SIGKERT

THE VENTURE
Oil on canIIII

I6 x 24

BOUGHT FROM THE CORPORATION

I 860—
I 942

FUND I 947

example. It has all the fusty glitter and warmth which the artist knew from
long participation in the rites, while the lighting from the stage revealing the
lower planes of faces, boxes and gilt carvings provides an element of surprise
that gives a tang to the composition. The whole picture has a fine sense of
scale and the effect of loftiness is reinforced by the use of a long narrow canvas,
a trick originally borrowed from the proportions of Japanese prints.
The quieter and more contemplative side of Sickert's nature is seen in the
two pictures, St. jacques, Dieppe and The Little Trianon. The former is entirely
successful, each delicate smudge of paint constructing the buildings and the
well of light and air between the spectator and the church in the background.
The quality of sunlight is so beautifully suggested that it is only when one
moves to another picture that the low key of the St. jacques is noticed. With
his enerring eye for tone values, Sickert has been able to retain the depth and
richness of his shadows and at the same time avoid chalkiness in the lights.
The other work has lovely moments particularly in the foreground and the
architecture, but these qualities do not carry right through. It appears to
have been painted entirely on the spot in contradiction to the artist's more
page
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usual practice, and the result has been that the play of the fountain has been
too immediately before his eyes and he has failed to translate it into pictorial

terms.
There was a period in Sickert's long life when he seemed to falter. All the
earlier charms departed, and except for a lightening of the tone and a corresponding brightness of colour, nothing took their place. He fell back more
and more on the stimulation of newspaper half-tones and painted his "enlargements" with a heavy hand on a coarse canvas which aped the photographic
screen. Few of Sickert's pictures are complete failures, but I must confess that
the juliet and the Purse seems too easy for an artist of his perception. Admittedly
there is a sense of tragedy but it comes more from the poses of two great
actresses than from anything added by the painter. It is typical of Sickert's
perversity, however, that just when one is ready to lament that he lingered
beyond his generation, one sees a late work which confounds this judgement.
The Venture is such a picture, a lovely example of the late productions which
have been called "English Echoes." The composition has been taken from
a i9th century engraving, and although I am not familiar with the original
I feel that few of the main lines have been altered. Taking this pedestrian
illustration Sickert has translated it into a painting with great charm of colour
has been replaced with
and drawing. The old sureness of draughtsmanship
of knowledge has
lifetime
whole
a line that is tentative and tremulous, yet a
in the group of
noticeable
been there to be called upon. This is particularly
the patches of
weaves
line
through
women to the left where the thin black
his sensitiveretained
Sickert
colour linking the mass yet defining each figure.
adolescent
is
an
whom
it
phase
ness to the last, unlike many British artists with
allowed
and
he
wisely
which passes. He was intelligent but not an intellectual,
He acted, he
his feelings to dominate his thought while he was painting.
hundred
on
a
subjects, but
wrote voluminously, he claimed to be an authority
and to
did
which
he
quietly
first he was a painter. Painting was the thing
lovable
embroidery.
himself. The rest was an amusing, infuriating,
ERIC WESTBROOK
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Temple Newsam
A PLEA

FOR THE SPEEDY RESTORATION OF
THE SOUTH GARDEN
FRANGIS

WALL

In recent years much valuable work has been done and is proceeding every
month towards the further adornment of the interior of Temple Newsam
House. Two successive Directors aided by generous gifts and loans from many
public spirited men and women and supported by a keen and enthusiastic
Committee, have endeavoured to ensure that nothing unworthy shall be
placed in or purchased for this stately old house. In spite of all this, one thing
stands out glaringly
nothing has been done to bring the immediate surroundings of the Mansion into line with all the thought, time and money
expended on the interior.
The Courtyard is outstandingly bad, its absurd grass plot looking as if some
house-proud and fussy woman had put out her drawing room carpet for an
airing; stuck in the centre of this "axminster" is a sundial, cheated of its
purpose for the courtyard, having an easterly aspect, gets little or no sun. As
for the lawn sloping towards the park, words fail me its ridiculous and ill
considered flower beds immediately suggest those highly coloured illustrations
in Mrs. Beeton's immortal book, for jellies, trifles and almond puddings! But
a veil is better drawn, charity forbids. There is worse to come; the condition
of the south garden one long bed of hateful polyantha roses looking like
nothing so much as a goods train in a railway siding, just that, nothing else!
The garden as we see it looks a blank, but it has a long and interesting history
from Tudor times. It occupies the site of the Privy Garden and suffered
destruction in the early t8th century during the wild rage for Landscaping"
of that time. For Temple Newsam, like so many of the great houses of England,
shared the fate of being ruthlessly "landscaped," and in the process, the
Privy Garden was sacrificed, so now the house is left looking like a handsome
women bereft of eyelashes and eyebrows. Formal gardening had reached the
last absurdity in the first quarter of the t8th century. Indeed, Dutch William
had a whole plan of battle cut in yew, or so it is said for nothing of it remains,
and in one pious-minded squire's garden the entire Sermon on the Mount was
represented in clipped trees. Fashion could go no further, reaction was bound
to come. Pope, with his satiric verse; Addison, adding his majestic prose, gave
topiary and undue formality its death blow. As early as t728, Batty Langley
Is there anything more shocking
in his book, Teat Principles of Gardening, said,
than a stiff regular garden." Horace Walpole, one of the leaders of fashion,

—
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ARTS CAI
LEEDS CITY ART GALLERY
OPEN DAILY 10-30 to 6-30; WEDNESDAYS 10-30 to 8-30; SUNDAYS 2-30 to 5-0

APRIL 2 to 24

THORESBY SOCIETY JUBILEE EXHIBITION
An exhibition of Leeds Art and History organised
occasion of the Society's sixtieth anniversary.

MAY 21 to
JUNE 26

to mark the

HISTORY OF LITHOGRAPHY
A collection illustrating the development of the art of lithography
from the time of its invention by Aloys Senefelder (1771—1834)
to the present day.

DULWICH PICTLIRES

From APRIL
Additional
collection.

paintings

from the Dulwich

PICTURE OF THE MONTH
REMBRANDT

MAY
Girl at a Window.
collection.

From the Dulwich

To be arranged

JUNK

TEMPLE NEWSAM HOUSE
OPEN DAILY, INCLUDING

APRIL 24 to
JUNE 8

SUNDAYS, 11-30 to dusk

ACQUISITIONS OF 1948
A selection from the acquisitions to the collection
between October 1947 and March 1949.

JUNE 15 to
JULY 2

LEEDS ART COLLECTIONS FUND
An exhibition of works acquired by the Leeds Art
Collections Fund since its foundation in 1913.
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.ENDAR
SOME YORKSHIRE EXHIBITIONS
APRIL
York Art Society

April to 19

Drawings from the Graves Collection

April to 25

York, Art Gallery
Sheffield, Graves Gallery

Fashion Plates from 1800

Harrogate, Art Gallery

of Henry Moore

Wakefield, Art Gallery

Sculpture

Hull, Ferens Gallery

Royal Academy Exhibition

Sheffield, Graves Gallery

April 2 to 30
April 3 to Sept. 30

New Acquisitions

April 6 to May 11

Collection

April 9 to 17

Scarborough, Art Gallery

Henry Moore Drawings

April 9 to 30

Art Gallery

Imperial War Museum (Drawings and watercolours)

Wentworth

Sheffield, Graves Gallery

Huddersfield,

Ambrose McEvoy

Doncaster, Art Gallery

Theatre and Ballet design from the
Covent Garden Theatre

Batley, Bagshaw Gallery
Sheffield, Graves Gallery

I

of Landscape

Gems

Sheffield, Graves Gallery

to May
2 to 21

Italian Influence on English 18th century paintings

April 9 to May 7

April 9 to May 8
April 16 to May 6
April 18 to May 14

MAY
Sheffield, Graves Gallery

Classical and Romantic Art

May 2 to Sept. 14

Sheffield, Graves Gallery

Pictures from Sheffield Houses

May 4 to June 12

Harrogate, Art Gallery

York, Art Gallery
Scarborough, Art Gallery
Sheffield, Graves Gallery

Watercolours

from the Victoria and Albert Museum

Art in the Georgian Home

Local Art Society

May 7 to 29
May 7 to June 12
May 9 to 26

Pieces

May 13 to July 4

Batley, Bagshaw Gallery

Paintings by Jacob Kramer

May 14 to June 8

Sheffield, Graves Gallery

Maleham Bequest

May 16 to July 14

Hull Arts Club

May 21 to June 11

Tudor and Stuart Life

May 25 to June 29

The County Collection of Original Pictures for Schools

May 27 to June 11

18th and 19th century Conversation

Hull, Ferens Gallery
Sheffield, Graves Gallery

Wakefield, Art Gallery

JUNE
Batley, Bagshaw Gallery

Dutch Women Contemporary

Painters

June 11 to July 11

Hull, Ferens Gallery

June 11 to July 11

Art Gallery

Special Exhibition of Sporting Pictures
School of Art

York, Art Gallery
Sheffield, Graves Gallery
Wakefield, Art Gallery

Modern Graphic Art

June 13 to July 16

Religious Pictures from the Graves Collection and others
Art in the Georgian Home

June 15 to July 28

Huddersfield,
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June 13 to July 2

June 18 to July

J. Ktp

TEMPLE NEWSAM t6gg
Engraving

after

L. KNvvF

tS x tg

Showing formal garden with terrace on the south side and a garden pavilion

now vanished

we must be wild, romantic, Gothic, though quite what he
agreed heartily
meant by Gothic he did not make clear for Strawberry Hill was a trifle pinchbeck. However, all was set for a change, and Bridgeman, of whom Horace
thought highly, Kent, that darling of the Whigs, and others not so brilliant,
culminated in Capability Brown towards the end of the century. These men
changed the face of England, they created the Park of the Nobility and
Landed Gentry, as we see them in the illustrations to country seats of the
early tgth century, we owe them and those who were their patrons a vast debt.
How the garden on the south front of Temple Newsam appeared in its
hey-day, when say the Ingram ladies were embroidering in gay colours the
lovely suite in the Long Gallery, we can only conjecture. Kipps in his engraving
of the house is not wholly reliable, for in the interest of the Unities, he adds
a whole range of buildings beyond the courtyard, which I am told never
existed, so his garden may be just the convention of the draughtsman too, for
of the Tudor mount which partly survives on the western flank of the south
garden, he gives no inkling, its position is marked by a knoll of trees. Looking
Page
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down from any of the windows of the southern wing on to the front below,
one is struck by the contrast between the stately interior and disappointing
exterior. Below, a terrace, narrow, out of scale, upon whose parapet repose
classical vases of no great merit and in any case unsympathetic to the facade.
At the base of this a flower border too mean in concept to be of any decorative
such a fountain, looking as if
use. Beyond on the dismal lawn a fountain
tom from the municipal park of a third rate Victorian borough. More vases,
none of them good, add nothing, they merely contribute to one's further sense
of depression and, crowning infamy, the truck load of polyantha roses, in any
case a travesty of all the roses we have ever loved.
Destructive, unhelpful criticism, the reader may say. What do you proffer
in the way of constructive aid'? What do you propose 7 A garden such as
Levens Hall cannot be created in a year or two. I agree, but with artistry
and knowledge, helped by a band of gardeners, skilled as are those of the
City Corporation in the raising and culture of flowers and shrubs as is shown
in the splendid shrubs in the gardens in and around the lake, much could be
done in the way of restoration. There are sunken fences existing. I suggest
that once a simple traditional design has been worked out, the planting of
hedges of yew, both green and golden varieties which are not too slow in
growth, would make a perfect background for all the old-world lilies, peonies,
indeed for all the plants common to older gardens. Plant all the flowers and
herbs mentioned in the plays of Shakespeare and the garden book of Parkinson—
look through a list of the roses painted by Redoute. Widen the present terrace,
enlarge greatly the border beneath, plant against the retaining wall cyclonia,
lavender, rosemary, lilies, peonies, pansies, etc. The only roses admitted would
be Rosa Alba, Rosa Mundi, the Chinas, no modern roses, as many Moss roses
as one could obtain. At the end of the garden, widen the raised path so that
visitors may look over the wide vista of the Aire valley, injured gravely by
industry, but lovely even now. Moreover from this point, one may stand and
take in the full charm and beauty of the south front of Temple Newsam, a
treat denied the public now. The splendid interior would once more be
As for the fountain, I would greatly
wedded to its immediate surroundings.
enlarge the pool and simplify it so that the facade of the old house would
reflect in its waters, but I would have the fountain to gently play, otherwise
it is a meaningless thing.
For the rest, restore to the Privy Garden that most decorative of birds, the
peacock, an indispensable element of beauty in old world gardens. Some
people, horrid ones, affirm that they damage the garden. I was once told by
Mr. John Brigg of Kildwick Hall, near Keighley, who kept them for years,
that if properly cared for they do no damage, and certainly they are loved and
admired by young and old. Indeed, when we watch them wheeling in the
sun, we all become children, they add that timeless touch of aristocratic
tradition in accord with ancient houses of the dignity of Temple Newsam.

—
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Unique

Bed at Temple Newsam

Amongst the recent additions to the collections at Temple Newsam, is a
most unusual but superb bed which has been lent for a long-term period by
It has been erected in the Grey Room on the west
Colonel Curzon-Herrick.
wing and is rapidly becoming one of the most popular exhibits in the house.
According to family tradition, supported by a mid-nineteenth century manuscript, the bed was made in the reign of Queen Elizabeth. This has now been
disproved, but, one might add, without detracting in any way from its
historical or artistic interest. The fact that a queen is pictured in the embroidery
may have accounted for the mistake being made by the tgth century writer.
The general design of the bed does not conform in any way to r6th century
style, but is much nearer to the second half of the t 7th century. It might be
reasonably assumed that the Queen depicted is Anne, and that the bed really
dates from the very beginning of the 18th century, though there is no reason
to assume that the figure depicts a reigning monarch.
But even for the early t7oo's, when some of the most stately beds were
made, it is most unusual and not wholly characteristic. It is lower than most
beds of the period and the tester is slung from the ceiling at its front end,
whereas most others were supported on posts. The foot posts, if such they can
be called, terminate in formalized poppy-head finials of rather un-English
design, and are lower than the end of the foot panel. These posts, together
with the tester cornice and the elaborately carved pediment, are painted with
leaves and flowers to harmonize with the embroidery which is the real glory
of the bed.
Any doubts about its origin which may arise from its general design and
one or two details of the carving, are quickly dispelled by the magnificent
wealth of English needlework which covers and surrounds it. They might
reasonably be attributed to the fastidious taste of some member of the Herrick
family for whom it was made. For it is known to have been made at Beau
Manor in Leicestershire, the seat of the Herrick's from tg95 until its destruction
in t8gt. The needlework was carried out by three maiden sisters of the family.
It is recorded that these three ladies devoted themselves so exclusively to the
task, living almost entirely on coffee, that they quite literally worked themselves to death. Considering the enormous amount of work, the elaborate and
vari-coloured design, and the great variety of exquisite stitchery, this might
well be true.
The inside portions of the bed; the inner pelmet, the coverings of the head
panel, the carved head and foot and the cover, are embroidered in silks on a
pale yellow silk ground. The design of leaves, tendrils, exotic flowers and
birds is late t7th century in style. It derives from the painted cottons which
were imported by the East India Company during the t7th century. The
outside portions; the outer pelmet, valence and curtains, are embroidered in
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BED, WITH PAINTED WOODWORK AND EMBROIDERY

English Probably

c. I68o

LENT BY COLONEL CURZON HERRICK

crewel (worsted) on a ground of pale yellow cloth which, in the Igth century,
was used to replace the original unbleached Indian dimity. The design is in
conformity with that of the silk, but a slightly broader treatment is used to
suit the materials, and certain persistent Jacobean and earlier motives are
apparent, including the little animals, which are so reminiscent of early
tapestries. In the centre of the outside pelmet is the figure of a queen attended
by two trumpeters.
The stitchery is worthy of careful examination, for in order to gain certain
effects of shading and texture, a great variety of methods have been used.
These include long and short stitch, chain stitch and fine French knots.
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BED, DETAIL SHOWING SILK EMBROIDERY ON TESTER,
INSIDE VALENCE AND HEAD PANEL

The bed was in constant use at Beau Manor until I84I when it was restored.
The original Indian dimity ground had perished and the embroidery was cut
out and appliqued on to new cloth. No alterations appear to have been made
to the inside of the bed and we have contemporary written assurance that
nothing was done with the cover, still in perfect condition, and that the
restorations are an exact imitation of the original. The knotting fringe was
also made at this time. It was carried out by twenty-five ladies and is an exact
replica of the original, some lengths of which can be seen on the cover.
This bed adds a new interest to Temple Newsam, which for a museum of
decorative arts is singularly

lacking in period textiles and embroideries.
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Chinese Porcelain
FAMILLE VER

jE: IN

THE TEMPLE NEWSAM COLLECTIONS

K. M.

ARMIsTEAD

Through the acquisition of the Sam Wilson, Roberts and Hepworth collections of Chinese porcelain, Temple Newsam is able to show many beautiful
pieces belonging to another great period of Chinese ceramic history. Unlike
the earlier ceramic ware, discussed in previous articles, the porcelain of the
Ch'ing dynasty (I644 —IgI2) has been familiar to Western collectors for over
25o years. European taste has always prized, perhaps more than any other kind,
the porcelain made during the reign of the Emperor K'ang Hsi (I662 —I722).
Of this porcelain the most important group is that with enamel painting in
which greens of various shades take a predominant place in the polychrome
decoration. This group is commonly described as famille verte, or the green
family.
The Tartar Manchu (Ch'ing) dynasty began in I6g4 with the final overthrow of the degenerate Mings by the capture of Peking. The first thirty odd
years of the newly established dynasty were disturbed by numerous revolts and,
in the course of the San Fan rebellion in the early years of the reign of K'ang
Hsi, the famous ceramic factory at Ching-te Chen was destroyed. The history
of porcelain making in this town, which existed almost entirely on the strength
of its ceramic industry, dates from the southward flight of the Sung emperor
before the Mongol invaders in the Iath century. It was due to the proximity
of the necessary materials for the manuf'acture of porcelain, china stone and
china clay, that the industry began to be concentrated at Ching-te Chen
during the I 6th century. After the destruction of this city, the Emperor
K'ang Hsi, who was a cultivated patron of the arts and the second most famous
of the great F.mperors of China, established in Peking in I68o, workshops for
twenty-seven handicrafts, which were to have included a porcelain factory.
For this purpose, workmen and materials were brought from Ching-te Chen.
The plan failed, probably owing to transport difficulties and the Imperial
factory was eventually rebuilt at Ching-te Chen, where there was easy access
by water to the various markets. From I682 the factory was successively
managed by three officials of the Imperial household. These three directors
sustained such a high quality of porcelain manufacture that their names were
given by the Chinese to the Imperial wares attributed to their respective
The cultured Emperor in this manner inaugurated
periods of management.
a renaissance of porcelain manufacture which continued during the reign of
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his son, Yung Cheng (I723 —I735) and his grandson Ch'ien Lung (I 736 —I 795).
Not only was greater technical excellency attained than heretofore, but the
condition of the workmen, oppressed during the Ming Dynasty, was said to be
greatly improved and their remuneration so much better that they "came

joyfully."
At the court of the Emperor there were Jesuit missionaries installed and we
are indebted to one of them, Pere d'Entrecolles for much information regarding
the manufacture of porcelain at this period. He describes Ching-Te Chen as
a great town encircled by hills, with lines of junks in the port. At night the
flames from the kilns made it look like a burning town. The population he
estimated at about a million and all were directly or indirectly interested in
the products of the kilns.
A great period of Chinese ceramic history had began and for a long time
subsequently it was regarded as the greatest in the history of Chinese porcelain.
Until, that is, the beauty of form and texture of the earlier wares of the Tang
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and Sung dynasties became known and appreciated by collectors, comparatively recently.
The actual technical processes were basically the same as those employed
by the Ming potters, though these were, of course, developed and improved
and a few new glazes and colours added. The high technical accomplishment
reached after centuries of experience, found its culmination here and flowered
prolifically in porcelain which still retained the virility of form of the Ming
period, while attaining a perfection of body and decoration not previously
achieved and later to fall into effeminacy.
While realising the perfection, it should be admitted, however, that in no
case does a piece of porcelain of this period possess the sheer individuality of
a pot of the Tang or Sung periods. Though beauty, even nobility, of form is
still achieved, the result is a creation which doubtless arises from a very
different impulse and satisfies a different purpose. This may be attributed
perhaps to the comparatively wide field of invention open to the potter, as
the result of greater technical accomplishment,
and partly to a division of
labour of such an extent that one piece alone might pass through seventy
hands. It must also in some measure be caused by a different conception of
the part which decoration can play. The emphasis has shifted from form to
decoration. This is already evident in the blue and white porcelain of the
Ming dynasty, which continued to be developed and became another characteristic group of the K'ang Hsi period, second only to the famille verte and
greatly beloved by European collectors at all times. Doubtless also, the rise
of pictorial designs during the Ming dynasty was greatly encouraged by the
development of the cleaner, white porcelain, so inviting as a background, of
the Ching-te Chen factory.
A good deal of Ming decoration, it must be remembered, is derived from
patterns on silk brocade. This continues in the K'ang Hsi famille verte and
contributes to the sumptuous effect of the panel decoration, which plays such
a prominent part. Richly enamelled brocade patterns enclose panels which
provide a frame for paintings of twigs, blossoms, birds, landscapes or groups
of emblems. The white ground has a share in the decoration and indeed the
surface of the porcelain is conceived as a lustrous background for elaborate
scenes and designs in jewelled enamels, which are painted over the glaze.
The brocade pattern itself is composed of geometrical designs, butterflies,
flowers or symbols scattered on a ground powdered with dots, circles or
scrolls; sometimes the ground is green, sometimes coral red. The glaze reflects
the light strongly and gives great brilliance to the transparent colours, which
are sometimes applied so thickly as to give the effect of relief. The colours
used are three shades of green, blue, pale yellow, manganese, a lovely coral
red, which is very characteristic, and sometimes gilt. Whatever the multiplicity
of detail, these famille verte pieces are distinctive for their bold free design and
their strong, sharp colour, attributes which give them a notable vitality which
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porcelain of later periods and by
which the K'ang Hsi porcelain can be readily identified.
The complexity of the designs, bewildering to the European eye, was not so
to the Chinese. Authentic Chinese ornament is never without meaning and
a great many of the motives used are symbolic or emblematic. A great number
are of religious significance and happiness, longevity, wedded bliss, literary
success and so on are alluded to in the various symbols taken from animal,
bird, fish or flower. When, as so often, figures occur, they are either those of
the blessed beings who have attained immortality, or they are derived from
folk-lore, history, romance or the drama. In the pieces illustrated, the scenes
are either from episodes in history or from popular drama.

is not found in the softer and less vigorous
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The examples offamille verte porcelain on exhibition at Temple Newsam are
in the wall cases in the Oak Corridor, in the North-West room and in the
larger wall case of the first floor landing of the West Stairs. In the latter are
the fine large vase and dish in the illustration,

from the Sam Wilson Bequest.

The dish vigorously and dramatically illustrates a battle scene and is enamelled
in two shades of green, blue, manganese, coral red, yellow and gilded; the
rim is decorated with panels of emblems between strips of brocade pattern
composed of sprays of twig and blossom on a background of dots. The vase,
which represents a cavalcade, is enamelled in similar colours and has panels
of emblems on the shoulder, between elaborately diapered brocade patterns;
on the neck is a landscape of trees and rock with boys playing and at the base
is a border of alternate green and pale manganese between circles of yellow.
POD 27

The combination of conventional pattern with free, imaginative design is
characteristic of these imposing pieces.
Another noble piece is the bottle, or flask, which rests on a wall bracket in
the North-West room, to the left of the window, and which is illustrated here.
This bottle combines a dignity of form not realised in the more delicate
porcelain of succeeding reigns with a charmingly free conventional decoration
of trees, flowers and butterflies in the usual famille verte range of enamel colours.
The more formal brocade patterns around the neck and the outside of the lip
movement" of the remainder of
give a stability which contrasts with the
the design, in a fashion quite characteristic offamille verte decoration.
The plate in the third illustration, of which there is a pair in the wall case
on the first floor landing of the West Stairs, is a fine example of the art of the
potters of Ching-te Chen. The decoration of flowers and butterflies, again in
the usual famille verte enamel colours, shows a perfect rhythm and balance
without the device of symmetry;
a characteristic achievement of the Chinese
potter of this prolific period. The inner rim is decorated with strips of brocade
pattern, enclosing in reserve medallions of flower heads and panels containing

"

sprays of flowers and blossoms.
It would perhaps be true to regard the famille verte porcelain of the K'ang
Hsi period as the last great flowering of the art of the Chinese potter. The
porcelain made in the succeeding reigns, though including the inimitable
famille rose marks a decline in vitality and the assumption of a more enervated

taste.
K. M. ARMISTEAD

Page

a8

MAYFAIR 0917

THE
MAYOR
GALLERY

I4 BROOK STREET
W'.<
I.ONDON

Specialize in

BRITISH AND
CONTEMPORARY
FRENCH PAINTINGS

SHOWCASES and
DISPLAY EQUIPMENT
of good design and construction

MUSEUM

CONSTITUTION

FITTERS

BIRMINGHAM

HILL

ESTABLISHED

page 2g

I

870

19

THE LEICESTER GALLERIES
LEICESTER SQUARE:: LONDON
Proprietors: ERNEST BROWN & PHILLIPS LTD.

The following

EXHIBITIONS

—
—
—
—
—
—
—
—
—
—
—
—

CLAUDE ROGERS Recent Paintings
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Memorial Exhibition
RAYMOND COXON Recent Paintings
IVON HITCHENS New Paintings
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