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Editorial

During the autumn of 1968 Temple
Newsam was subjected to great upheavals,
but we hope that when the dust settles
the image of the house will be brighter
than ever. The first apparently destructive
wave which hit the main rooms on the
West wing was nothing worse than the
preparations for the Chippendale exhibi-
tion. Our belief that almost any temporary
disruption was worthwhile for an exhibi-
tion which promises to be a milestone in
the historiography of furniture seemed m ell
justified when we saw the visiting pieces
against the background of the first-floor
west. There is no doubt that Temple
Newsam is always a perfect host—those
other distinguished guests, the Tiepolo
frescoes, look as though they want tn stay
for ever. Unhappily their f'uture in I.eeds,
as we know only too well, is limited and,
although their owner has kindly allowed
them to stay another year, the wrench of
departure seems quite inevitable.
Much more fundamental in its impli-

cations was the descent of the heating
engineers. The installation of the new oil-
fired system represents a major surgical
operation and the problem is to keep the
patient alive and recognisable during the
process. In recent years we have become
well aware that the mainly nineteenth-
century conglomeration of now rotten
pipes oozing steam and hot water con-
stituted a major hazard to the fabric, if
not to the public and staff. There were
half a dozen bursts during the 1967—68
heating season, but it was not until the
ingenuity of generations of plumbers and
their mates was dismantled that we realised
how near to disaster we had come. In
many cases the lagging only had kept the

pipes together. By the Spring of 1970 the
mammoth task should be completed and
the house a much safer and sounder home
for art treasures —the disfiguring dumps of
coke outside the stable block will have
disappeared for good too.
Perhaps the most remarkable recent

acquisition is the coconut cup of'667
made in York by John Plummer, one of
his city's leading silversmiths. It belonged
originally to John Talbot and bears a
Latin inscription which may be translated
"the jar will long keep the fragrance of
what it was once steeped in when new"
and "I am Talbot's to overcome my nine
friends". The full significance of all this is
not clear at the moment, but apart from
its local interest the cup is a fine object
and characteristic, in its boldness, of'he
work of Plun>mer. In view of the import-
ance of the cup to a northern public
collection and, one might add without
boasting, the fame ofTemple Newsam, the
Worshipful Company of Goldsmiths gave
a grant of 50 per cent of its purchase
price. This is a very exceptional thing for
them to do in any event and the first
time Leeds has been honoured by the
Company's generosity. It is a matter then
for both pride and gratitude.
Two 'modern' less than one hundred

years old—pieces of furniture have been
bought recently. An oak wardrobe of
about 1880 with painted panels represent-
ing the Seasons, probably by Collier and
Plucknett of Warwick, and a corner
cabinet by Ernest Gimson dating from
the early nineteen hundreds. Both objects
are fine examples of their kind and will be
shown in the Acquisitions of the Year
exhibition in the Spring of 1969. Their



Coconut cup with silver mounts

by John Plummer of 2"ork, 1667; ht. 4 in.
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purchase represents further progress in
collecting the work of the best designers
and makers of all periods now brought
forward in one case to our own century.
They will almost certainly find their way
to Lotherton Hall which will provide a
sympathetic environment for them.

Talking of Lotherton, it is intended that
at least one issue of the Calendar in the near
future should be devoted to the Gascoigne
collection. This will be at Lotherton for all
to enjoy when the house is opened to the
public during the late summer of next
year—we hope.
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Corner cabinet, c. 1903
Oak, designed by
Ernest Gimson
and made by P. Waals;
ht. 84 in. AhI'kÃl



Geometry and After
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1. Robyn Denny,
1nto Light.
Oil on canvas,
84 x 72 in.
Painted 1964.



The latest addition to the modern paint-
ings in the South Room at the Art Gallery,
is a large work called Into Light by Robyn
Denny, one of five artists chosen by the
British Council to represent Britain at the
Venice Biennale in 1966. It was painted
in 1964, when the artist was thirty-four,
and was awarded one of the non-purchase
prizes at the John Moores Liverpool
Exhibition in 1965. It was subsequently
bought for the Contemporary Art Society,
who have this year presented it to I.eeds.

Into Light (Fig. 1) stands out among the
paintings at present in the South Room.
In the first place it is large—seven feet by
six—but this size and proportion it shares
with Terry Frost's Broton Verticals. This
latter is also an abstract painting, using a
restricted number of rather closely related
colours (blacks, browns and oranges). The
canvas is divided horizontally into three
areas which again are divided and given a
sense of 3-dimensional space by the use of
vertical stripes of darker and lighter
colours set side by side. Denny's painting
shares this creation of space by the simple
setting of a dark colour beside a lighter
one but here the likeness ends. The
composition of Into Light is very much
simpler (at first sight), there are fewer
colours and these are distributed in a
strictly rectangular layout with straight
lines which might have been made with a
ruler, and a flat smooth paint surface.
This tendency to simpler clearer state-
ments in areas of flat single colours with
smooth outlines is common to many
painters since the late 1950's, Terry Frost
himself not excepted. The canvas presents
a single image, composed from flat bands
of one colour—a light ochre-ish brown—
which rise from the base of the canvas like
a geometrical diagram of a fountain or the
outlines of a doorway. The areas between
the lines are alternately a dark brown and
a dark blue, so nearly equal in tone that
they will be almost indistinguishable in
reproduction. Surrounding this is a border
of a brighter blue, which—owing to the
fine adjustment of the colouring and the
perfect smoothness of the borderlines
between colours seems to shift and flicker
slightly, bringing the whole canvas to life.
The image made by the fiat ochre lines

is absolutely symmetrical. It is this which
really sets it apart from every other piece
of painting or sculpture in the collection.
It is difficult to say why, since we are
accustomed to buildings, and furniture,
and pieces of pottery having a left half
which is the mirror image of its right,
and in many cases we can consider these
as works of art; yet we have to admit that
in painting it is unusual. It sets Into Iight
apart, for instance, from Ben Nicho!son's
Painting 1940 (Fig. 2), which is a geo-
metrically designed abstract of a kind to
which we are now quite accustomed. This
small work sets out almost to demonstrate
the belief, new in England in the 1930's
that pictures could be made from quite
basic shapes like circles, squares and
rectangles. By combining these in dif-
ferent sizes and colours, Nicholson has
created a kind of space and sense of a
third dimension —but, and this is funda-
mental, we have a definite sense that the
squares and rectangles are somehow
separate objects which have been assembl-
ed together, and that it is the order in
which they are arranged which makes a
composition at once satisfying'y balanced
and yet varied enough not to be rigid or
dull.

2. Den Nicholson, Painting 1940. Gouache on
board, 24 x 21 in.



What is different about Denny's work
is that we are somehow not allowed to
believe that it is anything but paint on
canvas, or rather anything but pure
colour. There are, it is true, a number of
large areas of different colours, but the
areas are of shapes too complex to be
labelled with simple geometrical names
like squares or circles, and they are
divided by bands or stripes of colour which
are uncompromisingly flat. The exact
symmetry of the design compels the
composition into a state of complete
repose, exactly as the textbooks tell us
such a device would —there is no sugges-
tion of movement around a centre, as in
the Nicholson; and no references, to or
suggestions of, actual objects or phenomena
found in the natural world which we can
often find for ourselves in abstract paint-
ing with more freedom of gesture. The
only comparison we may make is with
architecture the paintings in this series
were described as 'doorways'y critics at
the time they were first exhibited. This
is in fact the first impression one might
receive on walking into a room and seeing
the painting for the first time, and it
seems some more familiar object, before
the conscious intelligence has had time
to identify it.m After examination the image
in Into Light cannot be pinned down and
identified with a doorway. As can be seen
even in a photograph, the bands of colour
apparently outlining the doorway do not
join up in a logical way; some of them rise
from the base of the canvas but return
downwards to make square-ended loops,
and the line apparently making the inner
arch does not reach down as far as the
base but turns up on each side to make
loops hanging in mid-air. All the same
the comparison is relevant, because it
underlines something important, the scale
of the painting, which is what one might
call life-size, that is, a size related to a
human scale.
Perhaps it is an advantage that the

painting has here to be reproduced in
black and white; this may seem a paradox
for a work whose most important feature
is its colour. But the very smoothness of
finish and absence of identifiable subject
might make a colour reproduction an

apparently acceptable substitute for the
painting; with a painting depicting people
or familiar and recognisable objects this
does not arise since we all automatically
remember that people are people-sized,
and can enlarge the image in our minds;
and even with an abstract work, if it
consists of free gestures or has a surface
with some texture, there is an evident loss
of detail in a small reproduction; but good
colour reproductions of 'hard-edge'aint-
ings tend to look like nicely designed
invitation cards, just waiting for the
lettering.
Neither could a colour photograph do

any justice to the very subtle colour,
which is, somehow, cool and gentle while
maintaining the kind of aliveness already
mentioned. On the question of both scale
and colour, it is worth noting Denny's
own description of the way he works. That
the size of the painting is necessarily a
part of its 'content'ecomes clear when
the artist states that he finds it very un-
satisfactory to make any preparatory
sketch for a painting, that both the compo-
sition and choice of colours develop and
become fixed only as the painting pro-
gresses on the final canvas. "The trouble
is", he says,s "that the experience of form
on one scale is quite different to how it
operates on another. A small piece of
colour will function quite differently to a
large piece, and a thin line is not the same
thing as a thick one though the relative
values remain constant."
The final image can only work on its

own terms, those of colour and line, and
on the scale of life. What that image 'is's
quite clearly stated on the canvas. The
spectator can look for words to describe
its qualities, as they affect him. He can
say that the painting is mysterious,
hieratic, or (on a more everyday level)
that it is calm, soothing; that the 'hard-
edge'inish is cold and impersonal (if he
does not like it), or fine and craftsmanlike
(if he does); none of this will affect the
painting because it is not the kind of
painting which can be explained or
illuminated by reference to anything out-
side itself; all that can be done is to try
to strip away from the argument some of
the things that it is not, to clear the ground



in the same way that the painting has
shed irrelevant associations and outside
references.

Diagonal Structure by Gunther Uecker
(Fig. 3) is another work in which strict
geometry and the anonymous surface play
their part. It consists of a square panel into
which are set parallel rows of three-inch
household nails. The rows do not go
straight across the board, they travel
diagonally upwards from the left-hand

edge at an angle of about 30 degrees. In
the upper left-hand area all the nails
lean over to the right and at the lower
right they are bent to the left. These two
triangular areas are divided by a broad
stripe in which alternate rows of nails are
bent in opposing directions, with three
'stripes'onsisting of three rows each,
above, below and in the centre, of nails
all going the same way but in the opposite
direction to the rows immediately below

't
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3. Gunther Uecker, Diagonal Structure. Blackboard and nails, 40 x 40 in.



them. This central band creates a kind of
shadow across the middle of the work. It
would take longer, but be more accurate
to describe the whole panel like a knitting
pattern, starting at the top; thus 1st row:
nails to R., to end. 2nd row: nails to R,
till one n. from end, n. to L. And so on.
It would also perhaps be theoretically pos-
sible, from such a description, to have the
whole work reconstructed by someone
other than the artist. This, in the context
of the present situation, when some artists
are experimenting with just this idea, is
not entirely absurd, but I think that it
would be based on a misunderstanding of
what Uecker is aiming at. It is just an
immediate reaction to a work of art which
at first sight appears to be an experiment
in the decorative possibilities of geo-
metrical arrangement. To realise that it
is more than this it is first necessary to
describe the panel a little more closely,
and then to consider some of Uecker's
other work, and also that of his associates.
The first thing to be realised about this
in theory rigid geometric arrangement

is that it is scarcely possible ever to see it
as such, because it is not flat, it is made of
lines which project (the nails), and al-
though they are set in parallel to each
other, because of the operation of per-
spective nails further from the eye seem
to stand out at a diflerent angle from those
nearer to, so there is a slight variation all
over the board. Secondly, also because
they project, they cast shadows, and these
add immensely to the richness of the
pattern, and they make for variation in it
because the pattern can be changed quite
radically by altering the light falling on
the panel in direction or intensity. As the
whole panel is painted white, the shadow
pattern can in fact be more obtrusive than
the one made by the nails themselves. So
it is necessary for the very existence of this
object as a work of art for there to be,
firstly, light falling on it, and secondly,
for there to be somebody there to see it,
to change the light, or anyway to walk
past and see the pattern change, because
since this is part of its content, the
spectator is involved, he can make it
'work'or himself.
This brings Diagonal Structure into the

field of 'kinetic'rt, which is a general
term for works of art which either involve
movement in themselves or the movement
of the spectator. (The optical

'flicker'mployed

by Robyn Denny is one of the
devices often used by 'kinetic'rtists.)
Gunther Uecker is a member of a group of
artists known as the Zero Group, which
originated in Dusseldorf with the meeting
of Heinz Mack and Otto Piene in the
1950's. By 1958 Uecker was already
taking part in the exhibitions they were
organising. These three artists can be
considered the nucleus of this now widely
respected group, and their aims have been
explained in 7he Story of hiero, by J. A.
Thwaites,4 who quotes from the writings
of Piene, most often spokesman for the
group. The Zero artists took part in the
exhibition "Vision in Motion" in Antwerp
in 1959, one of the first exhibitions to be
devoted to Kinetic art in Europe. (Among
the others taking part were J.R. Soto and
Pol Bury whose work was represented in
the Arts Councips "In Motion", an exhibi-
tion of Kinetic art shown in I.eeds in
January 1967.) The group's definite
interest in light and movement was
established by this time and they were in
contact with others moving in the same
direction, but they seem to have been
careful not to become tied to any pro-
gramme of a too rigid kind. While working
with machine-made materials, they mani-
pulate these to produce works related to
organic principles of movement and
growth. The preoccupation with light is
with changing light; Heinz Mack's Silver
Sun recently acquired for the Ferens Art
Gallery, Hull, is a work in louvred glass
set in front of a revolving aluminium fan
which continually alters the pattern of
light passing through the glass. Uecker
too appears to be primarily interested in
the action of light; besides the

'geometric'ail

relief like the Leeds example, he has
made reliefs, in which the nails have a far
freer arrangement, reminding critics of
light falling on cornfields. In 1964 a three
dimensional work called Tables has the
nails set onto and flowing down one side
of a simplified round pedestal table, and
seems to demonstrate the dissolving effect
of light on solid forms. In this there is



again a conflict between the harshness of
the materials used (ready-made nails are
products of industrial society) and the
intangibility of pure light.
'Pure', of course, is a word that has

moral overtones. Robert Melville has
pointed out, in a review of an exhibition
of paintings by Robyn Denny in 1964,s
that geometrical abstract works do tend to
collect round themselves descriptions such
as 'disciplined', 'pure'nd 'truthful'.
These words may sound high-flown be-
cause of their moral connotations but
surely have something to do with the
artist's aim, whether this appears as a
publicly stated programme hoping to
change the course of art, as in the case of
Malevich, or simply the serious intention
of the painter not to let any kind of irrele-
vant association, sentimental or otherwise,

get in the way of the direct expression of
his idea.
It is important however to realise the

difference in approach behind these two
works. For while Denny has broken with
the American-inspired abstract-with-land-
scape-connections style prevalent in the
1950's'nd has purified his style until he is
working within a self-imposed discipline,
so strict that the painting radiates quietly
with an energy which seems to be straining
to break its bounds, Uecker is working
exactly in the opposite direction. Beginning
with materials of a thoroughly banal kind,
he then proceeds to work magic with them,
by manipulating them in such a way that
they collect associations around them of a
quite unexpected kind, but without any
disguising of their origins.

M. STRICKLAND-CONSTABLE

1. cf. David Thompson, The Studio, Vol. 171,
January 1966, p. 21

5. Illustrated in Art International, X/4, April 1966,
p. 61

2. see for instance E. H. Gombrich, Art and
Illusion, 1960.

3. Anthony Carter, 'Interview with Robyn
Denny', London Magazine, June 1966

6. Architectural Revieto, Vol. 136, October 1964,
p. 284

7. See for instance his Ceramic Mosaic of 1958,
illustrated in APollo Vol. 67, March 1958, p. 89.

4. Studio International, Vol. 170, July 1965, p. 2.
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Calendar of
Notable Events
in Leeds

TEMPLE NEWSAM HOUSE

Open daily, including Sundays
10.30 a.m. to 6.15 p.m. (or dusk)
Wednesday, May to September,
10.30 a.m. to 8.30 p.m.

Paintings, furniture, ceramics and silver from the
permanent collection will be on show during the
winter months.

Six Tiepolo Frescoes from the Palazzo Porto,
Vicenza
These frescoes were commissioned by the Porto
family for their Palazzo in Vicenza and were
painted c. 1757 by Giovanni Battista Tiepolo
(1696—1770), the most celebrated fresco painter of
his time, in collaboration with his son, Giovanni
Domenico Tiepolo (1727—1804). They depict out-
standing events in the history of the Porto family,
ranging from 1022 to 1661, and are therefore not
only of artistic but also historical value. The frescoes
have been lent to Temple Newsam House by an
anonymous Dutch collector who is now their
owner and he has generously agreed to extend the
period of the loan for a further year until December
1969.

CITY ART GALLERY

Open daily, 10.30 a.m. to 6.30 p.m.
Sunday, 2.30 p.m. to 5.0 p.m.

2"orkshire Artists'xhibition
March 8 to April 13 1969

A biennial exhibition open to all artists born,
resident or trained in the county. Entry forms are
available on application to Temple Newsam House,
Leeds 15.

japanese Prints (Watercolour Room)
December 3 to 31

An exhibition of the gallery's small but expanding
collection of Japanese woodcuts, including ex-
amples by Hiroshige, Hokusai, and other nine-
teenth century masters.

12



Exhibitions in other Yorkshire Galleries

Batley

Bradford

(Boiling Hall)

Doncaster

Harrogate

Society of Wildlife Artists (A.E.B.)

First British International Print Biennale

Ballooning (V. &"A.)

Folk Life Exhibition
Torkshire Salon—Photography
Doncaster Art Club
Doncaster Camera Club 3ubilee Exhibition

West Riding County Council Original Works Exhibition
Mapping ofBritain ( V. td A.)
More Conteniporary Hangings
Commonwealth War Graves—Exhibition of'Photographs

February 15 to March 15

November 23 to January 19

November 23 to December 15

November 16 to December 15
December 21 to January 12
February 14 to March 16
March 21 to April 19

November 30 to December 22
December 28 to January 19
February
March 1 to March 23

Huddersfield Mapping ofBritain (V. &"A.) March 8 to March 30

Hi%11 Modern Art from Six Latin-American Countries
Selection from john Player Exhibition
Ferens Winter Exhibition 1969
Exhibition of Work by I%fancy LamPlugh andgennifer Gray
'Pop'rt (A.C.)

November 17 to December 8
January 4 to January 26
February 1 to March 2
March 8 to March 30
March 29 to April 20

Keighley Mapping ofBritain ( V. ts" A.)
Medi aeval Pottery (TA.S.)
Torkshirein Anglian Times (TA.S.)
Commemorative Textiles ( V. & A.)
Recording Vernacular Architecture (2'.A.S.)
Torkshire Photographic Union Prints
Keightey &"District Photographic Association —Annual
Exhibition

October 19 to December 10
October 19 to December 22
November 2 to December 11
November 23 to December 15
February 8 to March 2
February 22 to March 1

March 16 to March 30

Rotherhatn Palissey to Picasso ( V. & A.)
Victorian Greeting Cards ( V. &"A.)
Victorian Glass ( V. td A.)
Ballooning (V. td A.)
Royal Society ofMarine Artists (A.E.B.)
Torkshire in Anglian Times ( 1'.A.S.)

November 9 to December 29
December 28 to January 19
January 18 to March 9
February 1 to February 23
March 8 to March 30
From March 22

Scarborough Musicin Indian Painting (V. & A.)
Persian Textiles ( V. &"A.)
Pcdsley Shawls (Area Scheme)
Britain in Watercolours (A.E.B.)
Whitby Photographs by F.M. Sutclge

November 23 to December 15
December 28 to January 17
January 18 to February 16
February 17 to March 15
March 1 to March 30

Sheffield
(Graves)

(Mappin)

Persian Textiles ( V. &"A.)
Royal Photographic Society
Textile Design by Royal College ofArt Students
Wright ofDerby (T.A.S.)
Epstein and McEvoy
Modern Sculpture &"Sculptors'rawings ( V. &"A.)
Design Centre Aivards 1968
The Incomparable Max ( V. 6"A.)

November 23 to December 15
December
December 7 to January 5
December 21 to January 19
March 1 to March 30
November 16 to January 5
December 2 to December 15
February 1 to February 23

Wakefield

York

Children's Art and Handicrafts

Daumier Lithographs ( V. &"A.)
Alabasters ( V. ts" A.)

December 14 to January 19

December 28 to January 19
March 1 to mid April

A.C. —Arts Gouncil A.E.B.—Arts Exhibition Bureau V. P A. = Victoria & Albert Museum
T.A.S. = Museums & Art Gallery Service for Yorkshire
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Stained Glass Companies in Leeds

It is a sobering thought that practically
every window which greets the visitor
in any church throughout Britain has
been produced since 1860. And yet, in
marked contrast to the well-chronicled
architecture surrounding them, the history
of these stained-glass windows has scarcely
been written in outline. If such a history is
ever to be more than an imaginative
detective story, then we are at a critical
point in making it so: its existence as a
living tradition is about to end. There is a
generation of craftsmen, trained in the
hey-day of the trade at the turn of the
century, who are just reaching the end of
their lives, and whose passing will take
with it any further insight into their work.
Leeds is fortunate in that three out of the
six or so chief companies started in the last
century, are still in business. Their stained-
glass departments are rudimentary and
restricted mostly to repair work nowadays,
but they have acted as custodians of the
skill involved and jealous guardians of
attic-fulls of old cartoons and records.
But a threat of a diA'erent kind is

common to Leeds as to every other centre
in Britain: most of the churches in the
Woollen District were built in the nine-
teenth century. They are falling into decay.
The next fifty years will see more and
more of these buildings being pulled down,
and with them will go most of the glass.
Sometimes the glass goes first. In a recent
emergency at St. Emmanuel's church in
Leeds, firemen smashed an important
example of the work of Powell Brothers,
one of the most gifted of the I.eeds com-
panies, in order to direct their hoses
through it. Luckily, I had photographed
it the week before so some record will
survive, but the incident is typical.

There is therefore some urgency in
deciding what selection of the art we wish
to conserve. Investigations like my own, of
a regional centre, far from filling in gaps
are, in fact, much more preliminary. The
subject awaits a synthesizer.

Apart from the enormous quantity of
glass produced, one of the most striking
features of the Victorian Revival is the
suddenness with which it all seems to
begin around 1860. The main reason for
this was undoubtedly a technical one-
the rediscovery and development of the
antique formulae for coloured glasses.
But this progress in technology coincided
with a number of other factors. In the
wake of the Oxford Movement (1833—41),
there had been a revival within the
Anglican Church, particularly relevant in
industrial growth areas like the Woollen
District. Congregations of 900 became the
rule rather than the exception and
existing churches quickly burst their
seams. There followed a period of building
which turned the open fields between
centres like Leeds and their neighbouring
villages, into industrial ghettoes for a
hundred years, but which also left us a
more permanent legacy of many fine
churches. The rate of building was remark-
able. In 1820 there were fourteen churches
in Leeds and the out-townships; by 1875
there were fifty-six. Practically all these
buildings were designed by local architects
and Leeds became an ecclesiastical centre
for the Woollen District which had import-
ant bearings on why, later, the stained-
glass companies managed to survive here
at all. Developments of a similar kind
occurred in other industrial centres like
Manchester, Bristol, Birmingham, New-



castle, London, and a few more, so that an
enormous quantity of window space
became available.
Another important factor in the explo-

sion was the fashion for dedicating mem-
orial windows to the deceased in Anglican
churches. Far from disapproving of osten-
tatious colouring in their buildings, the
Church of England welcomed this easy
source of income to embellish its buildings.
It would be difficult to exaggerate the

abruptness with which a whole genera-
tion ofwindows suddenly appeared around
1860. Technical innovation coincided
with this fashionable demand for all
churches to be colourful. Even long-
established buildings such as St. John',
Leeds (consecrated in 1634) were com-
pletely reglazed. The appeal of the new
translucent glasses transformed public
opinion on how their churches were to be
decorated and staining glass became a
boom trade.
How important it is to investigate a

craft like stained glass before it ceases to
be a living tradition becomes immediately
apparent as soon as one makes any
attempt to assess the contribution of such
a regional centre as Leeds to the national
revival. The attribution of individual
windows is a comparatively simple matter—most of them are signed (though this
was not true of at least one of the Leeds
companies, Wm. Pape's, whose work can
only be traced through catalogues and
personal reminiscence). The real difficulty
lies in discovering how large a part the
individual companies played in the various
stages of production of their windows.
Once a client had expressed interest, a

proof-sketch was produced by a resident
designer. Plate I shows an example by
Ben Batty from the firm ofKayll and Reed.
These sketches measure about 6 in. by 8 in.
and are drawn and coloured entirely by
an artist from the firm. After approval or
modification, a full-size pencil cartoon of
the window was prepared, based on the
preliminary sketch. Certainly by 1900,
and probably for some years before, there
were companies in business who specialized
in making these cartoons, chiefly in Lon-
don. An uncertain proportion of the
cartoons used by provincial companies (in

windows with their own names at the
bottom), were in fact made in I.ondon.
Kayll and Reed's and William Pape's,
two companies whose last members share
the same premises in Queen Street, in-
variably sent away for professional car-
toons as far back as the older members
can recall; that is at least 1905. The usual
practice was to have a cartoon drawn up
for the figure only. The London firms had
specialists in drapery and flesh who con-
tributed to a composite final figure. The

Plate I
A proof-sketch in Ben Batty's festive style, done when he
was working for Kayll and Reed's studio about 1905.
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local firm thus began to build up a collec-
tion of figure cartoons which could be
adapted to a variety of backgrounds and
characters (as I implied before, the attics
of the surviving Leeds companies are full
of hundreds of these old cartoons, in good
condition on the whole, but with an
uncertain future).
By the time Plate 1 had become a

finished window, many different interests
would be represented within it. It is
obvious how detachable the figure of the
Sower is from his context. Ben Bat ty
made a speciality of fantastic borders,
and usually added, as a personal idio-
syncracy, some fanciful distant piece of
architecture. But the figure may well have
been transferred on to glass by another
person altogether, and he restricted to
completing the setting.
Consequently some perhaps unpalatable

facts must be faced about the state of the
craft in its regional centres: 1. No firm
based in Leeds making Ecclesiastical
figure windows has ever manufactured
its own glass (with the possible exception
of Joshua Bower in Hunslet who went out
of business about 1870). It was mainly
supplied by Hartley-Woods in Sunderland
and the Whitefriars Glassworks in London.
2. Many cartoons were initially supplied
from external sources. Thus the credit for
two of the most basic ingredients of a
stained-glass window —the quality of the
glass and the draughtsmanship of the
protagonists, cannot go to the local
company whose signature the window
bears. But they can claim credit for the
choice of colour relationships, the canopy
and background detail, the integration of
the lead lines into the total composition,
and the application of enamels and silver
stain. It is important to realize that there
is ample scope even within these limita-
tions for the work of each firm to have its
own character. On the other hand, the
monopoly of colour and main figures by
one or two national sources, and the
restrictive craft-training necessary to enter
the trade, set an overall conservative
trend to stained glass. It is well to bear in
mind also that though our main interest
in retrospect is in the aesthetic qualities
of their work, these companies spent the

bulk of their promotion efforts on the
inconographical perfection and piety of
their subjects, rather than its artistic
rigour.
In general then, for a glass merchant

with the equipment and expertise to fit a
leaded light, it was but a short step to
establishing a department for

'staining'lass—the application of yellow stain with
silver salts. Entire commissions could be
produced with only oxide shading and
silver stain as in the chapel at Temple
Newsam. Many firms which appear in
the Leeds registers as 'glass-stainers'ay
have done no more than ornamental
leaded lights or small-scale yellow-stain
motifs. Staining glass was a luxury trade
providing irregular business to firms whose
bread-and-butter work was in an allied
utility field.

Powell Brothers
The first Leeds craftsmen to make full-
scale church windows as regular business
were Charles and Albert Powell. They
joined the Revival in its 'Second Genera-
tion'hase dating from the early 1870s,
when national trends were breaking away
from slavish imitation in scale and design
of medieval styles. They were the real
founders of the trade in Leeds, many
future craftsmen acquiring their training
in their workshops during their relatively
short time in business. They were also the
most gifted of the companies which have
worked here.
Information about the men themselves

is a matter of recollection by old-timers
still alive. Both were craftsmen, one
specialising in 'flesh'nd the other in
canopy, drapery and diaper work. The
richness of the combination can be seen
in Plate II, one of their first local com-
missions. The three main heads are
characteristic of the fine work which one
of the brothers could produce and his
precision of line can be found in all their
windows.

Powell Brothers began as mural painters
and interior decoration specialists for
churches, but within ten years or so they
were much in demand for large-scale work
like St. Mary', Tickhill, where the entire
church is full of their glass.
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Plate II
One of the more
elaborate designs by
Powell Brothers, in
St. George's Church.
Leeds,
fitted about 1878.



Plate III Kayll and Co.'s studio, 70 Albion Street, Leeds. Left to right: Hill, Edwin Reed, and
john james Kayll (seated) Date c. 1900.



Kayll and Co., later Kayll and Reed
Kayll and Company are by far the most
fully documented of all the Leeds firms,
even to the extent of leaving an authentic
photograph of their Victorian premises
(Plate III). John James Kayll, the business
force in the company, sits at the table,
while his staff're busy executing the
designs. The relative positions are signi-
ficant. Kayll was not an artist himself. He
started a stained-glass studio as a lucrative
sideline with plenty of publicity value.
But in spite of a drop in quality from its
predecessor, Powell Brothers (whom it
absorbed in 1905, too), Kayll's studio was
astonishingly successful in terms of the
quantity of business it attracted. Their
signed windows can be found throughout

the north-east, and in a few distant places
like the Isle of Man and the antipodes,
word of the firm being carried by
emigrants.
At the height of its prosperity, 1890—

1922, Kayll's was run on business-like
lines with strict division of labour between
the various crafts involved in glass-staining.
Plate III shows Hill at work on a canopy
and Reed transferring the main figures,
each doing his speciality. Plate I is a
proof-sketch by one of Kayll's best de-
signers, Batty, who eventually left to join
Steel's in Leeds for higher wages. Batty
was a man of some gifts with a flair for
borderwork, which, combined with Lon-
don produced cartoons, gave Kayll's
windows an initial rigour comparable with
Powell's; but their work as a whole was
repetitive and unadventurous.

8talned Glass ln
Sebfeets, Henatdry,
end Grnetnent, fee
Pnhttc Snttdtntts and
8estdenees,

Windsor Cesetnenis
end Ventt/ate~

Plate IV Cover of Paire's 1907 catalogue showing
the stereotyped figure which became their trademark.

William Pape's
William Pape's company was small-time
business compared with Kayll's. But
although not as well patronized, their
windows are widely spread throughout
F.ngland.
The essence of their style was the single

figure in a single light, and they seldom
were invited to attempt anything like a
whole East window of multiple compart-
ments. Once perfected, their 'saint-formula
had a simple attractive grace (Plate IV).
The cascading drapery on this figure is a
continuous feature in Pape's work from the
1890's right through to the 1930's. The
attributes of each saint were scrupulously
varied but the basic design is the same.
Pape's represent, therefore, an example of
a borderline firm who just about strayed
into ecclesiastical work, but at the mini-
mum of expense and effort. Their chief
designer, John Carr, came to them from
Powell Brothers and brought with him
several of their compositions. For instance,
there is a photograph in their 1907 cata-
logue of an inferior but close copy of
Powell's window in St. George's (Plate II).
Pape's and Kayll's have managed to stay
in business to the present day, but since
the mid-1920's new work has fallen off
rapidly. They are engaged chiefly in
maintaining the region's existing windows,
a still considerable task.
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Other Firms:
E. Pickett &'o., P. Elite'nd Sons, and
Charles E. Steel
Two more nineteenth-century firms, E.
Pickett's anci P. Eiiiff's, are stiii in business.
Charles Steel ceased just after the second
world war. Although all three were
definitely producing figure work (not just
ornamental stained-glass), documentary
evidence on them is minimal. A small
catalogue survives for Steel's, from which
Plate V is taken, and he also signed most
of his work. Elliff's and Pickett's have kept
no record at all of the windows they have
done and are still reluctant to accept that
there is any point in doing so. Their glass-
staining departments have been over-
shadowed by their activities as glass
merchants. Pickett's may never have had
more than a two-man team, George Hart,
and Mr. Ashall, who is still working in
Leeds and is probably the most experienced
glass-restorer in the town after his resur-
rection from smithereens of the Morris
windows in Bradford Cathedral.
The chief artist at Elliff and Sons was

Philip Elliff (1865—1945), the founder,
trained in Kayll's studio. His sons remember
him as a man of some talent, but only rudi-
mentary evidence of the whereabouts of his
work survives (all unsigned).

Charles Steel made a speciality of
saints from local or national iconography.
A streak ofsentimentality, much in evidence
in Plate V, was a consistent feature of his
work, and although Ben Batty went to work
for him between the wars, his windows were
depressingly stereotyped.
These are probably all the firms who were

in the trade on any scale. Signed ornamen-
tal windows like the one in Brunswick
Chapel by Shakespeare and Harvey, make
one pessimistic that a company of some
talent has yet to be identified in Leeds.

Plate V

J HtLt Charles Steel's sentimental style.
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]ohn Flaxman and Benjamin Gott
of Armley House, Leeds

Five drawings by John Flaxman and three
letters preserved amongst the Gott papers
at Leeds University have recently come to
light.'hey concern the commission by
Benjamin Gott, the pioneer industrialist,
of a memorial for his second son Benjamin,
who died while on the Grand Tour in
Athens in 1817.2 He was buried in the
Greek church of St. Georges overlooking
the agora of ancient Athens.
Gott may have decided to commission

Flaxman because of an admiration for his
fine monument to Captain James Walker
and Captain Richard Beckett erected in
Leeds Parish Church between 1810 and
1812.4 The correspondence discloses that
Flaxman sent Gott a number of sketches
and a plaster model. Although it has not
been possible to identify this model with
certainty there is another model at Univer-
sity College, London5 which has some
affinity with the designs.
Flaxman's estimate for the memorial

was f700 of which f250 was paid in
May 1826. But, owing to the sculptor'
death later in the year, the commission
was abandoned and $100 refunded. The
death of Gott's youngest son in September
1826 moved Gott to commission a joint
memorial to both sons. This time his choice
of sculptor was Joseph Gott'ho had for
two or three years served as apprentice
under Flaxman. The handsome monument
produced stands in St. Bartholomew's
Church, Armley, at the end of the south
aisle s

In the following letters Flaxman is writ-
ing to Benjamin Gott at Armley House,
Leeds:

[A]
Benjamin Gott Esq.

My dear Sir,
It is with the greatest regret that I recall

to your mind the afflicting subject of
your esteemed let ter and the only
apology I can offer for having done so is
that it is indispensible to say a few words
concerning the sketches required —they
are all accommodated to the situation in
Armley Chapel, and the best considera-
tion in my power has been given to
render them suitable to the occasion-
One is a Sarcophagus, having two groups
of the nearest surviving Relations, one
group on each side of the Inscription
Table The three other sketches—are
for single statues, two representing,
Resignation, to the Divine Will,'nd
one representing Hope looking to Heaven
for consolation;"
I shall have great pleasure in paying

my respects to you when you come to
town and I thank you cordially for your
kind remembrance ofme

I have the honor to remain
My dear Sir

Your obliged servant
John Flaxman.

19.May 1825
Buckingham Street
Fitzroy Square.

Gott evidently decided that Hope was the
most appropriate sentiment for on 19 Jan.
1826 Flaxman wrote:
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I. Design for the figure of Hope by John Flaxman (1755—1826). This is one of five surviving designs
for a memorial sent in 1826 to Benjamin Gott.
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[Bj
This day has been sent by the Leeds

Van from the Castle and Falcon Alders-
gate Street a small box containing a
sketch for the figure of Hope in plaster,
together with sketches in bistre of the
front'nd side'4 views mounted on a
pedestal there is also a third bistre
sketch of a Female figure clothed in a
more solemn drapery,ts l'r your choice
in case it should be thought better
adapted to the monumental sentiment,
An intire figure with the pedestal care-

fully finished to be seen in every view will
be a work of more labour than the
Monument to the Captains Becket and
Walker, for which I must charge Seven
Hundred pounds, Carriage and affixing
exclusive —but far from wishing you to
lay out a greater sum than first men-
tioned I will accommodate my design
to your wishes.

In February Gott replied that he and his
family approved of the 'small statue'hich
Flaxman had sent, and although he had
some ideas about the pedestal, 'respecting
the Statue there appears nothing to
suggest.'e hoped that Flaxman would
be alile 'to prepare if not to commence
operations'.

In May Gott confirmed the order and
made payment of$250, asking Flaxman to
send a complete statement of the account.
He ended 'there were some remarks on the
size of the Anchor eg appearing too large
or prominent Ltc some other things as to
attitude but these are best left to your
superior taste.'laxman wrote again to
his patron on 23 May saying:

[CJ
I received your kind letter, (date the

20th of May) containing a Draft for
250 g on Sir William Curtis and Co.
svhich was immediately paid, and for
which I gave the usual acknowledgment,
For mutual satisfaction I will take the

liberty to repeat the terms I mentioned

when I had the pleasure of seeing you in
town The figure of Hope, an Intire
Statue size of the Venus de Medici with
a suitable Pedestal, the whole ofStatuary
Marble, the Temple of Theseus in
relief on one side of the Pedestal, with a
corresponding decoration on the oppo-
site side, price 700 g carriage and
affixing exclusive —I am much obliged
by the subject you have chosen and I
shall endeavour that the execution may
shew the sculptor has not abused your
confidence.

APPENDIX

2.

4.

Flaxman used a similar design for a number o
monuments; see Whinney and Gunnis, 'Flax-
raan', No. 75.
Design for the figure of Hope.
(mentioned in letter A: 'Hope looking to
Heaven for consolation'
Pencil and brush with sepia wash, 6I- x 4$ in.
Upright rectangular inscription tablet sur-
mounted by a narrow plinth on svhich stands
a female figure seen from the front, looking up,
her hands clasped upon an urn set on a cylin-
drical pedestal on which is an anchor, the symbol
of Hope.
Design for the figure of Hope, front view.
(mentioned in letter B)
Pencil and brush with sepia wash, on What-
man paper, watermarked 1819, 9$ x 6I in.
Upright inscription tablet surmounted by a
pediment with acanthus acroteria. Above, a
narrow plinth on which stands a female figure,
looking upwards and to the left, leaning on a
large anchor.
Design for the figure of Hope, side view
(fig. 1) (mentioned in letter B)
Pencil and brush with sepia wash, 6f x 4I in.
Upright rectangular inscription tablet with the
Temple of Hephaestus in relief. Above, a
narrow plinth on which stands a female figure,
seen from the side, looking up and to the right,
leaning upon a large anchor.

The five surviving designs>

Design for the figure of Resignation (men-
tioned in letter A: 'Resignation, to the Divine
Will' .
Pencil and brush with sepia wash, 6I x 4I in.
Rectangular inscription tablet surmounted by a
narrow plinth on which is seated in a round-
headed niche a female figure facing left, looking
up, her hands clasped on her knees. Inscribed
above the niche 7HZ WILL BE DO.sIE.



5. Design for a female figure.
(mentioned in letter B: 'a Female figure
clothed in a more solemn drapery')
Pencil and brush with grey and sepia washes,
8$ x 3$ in.
Square inscription tablet on a base, surmounted
by a plinth with the temple of Hephaestus in
relief. Above stands a female figure, the Bible
in her left hand, resting her right elbow upon
an urn set on a cylindrical pedestal. Behind, a
stele with pediment and acroteria.
A scale beside the design suggests a height of
5 ft. 6 in. for the figure, and an overall height,
to the top of the pediment, of 10 ft.

ANTHONY WELLS-COLE

1. Leeds University MS 194.
2. His collection of Greek marbles is now in the

possession of the Leeds City Museum. See
E. L. Hicks, 'The Collection of Ancient
Marbles at Leeds', journal of'ellenic Studies,
Voh XI, 1890.

3. It was 'the usual, as the most honourable place
of sepulture for... the [English] victims of that
fatal and celebrated climate.'he Church was
originally the Temple ofHephaestus, popularly
known as the Theseum (q.v. Letter C) begun
in 449 E.c.

4. For the plaster model see M. D. Whinney and
R. Gunnis, The Collection of Models by john
Flaxtnan R.A., at University College, London, 1967,
No. 114.

5. Whinney and Gunnis, op. cit., No. 73.
6. Information kindly supplied by Dr. Margaret

Whinney from the Account Book of 1810—1826
at Columbia University.

7. No relation of Benjamin Gott. Joseph was the
subject of an article in a previous number of
this Calendar, No. 25, p. 21. Five marble por-
trait plaques by Joseph Gott have recently been
acquired by Leeds City Art Gallery and Temple
Newsam House.

8. Originally erected in the old Armley Chapel
(the Chapel of Ease to the Parish Church), it
was transferred to its present position in 1890.

9. Leeds University MS 194, Section II, Personal
Letters 1753—1840, No. 107.

10. One of these is No. l.
11. No. 2.
12. Leeds University MS 194, loc. cit., No. 114.
13. No. 3.
14. No. 4.
15. No. 5.
16. Leeds University MS 194, loc. cit., No. 127.
17. Leeds University MS 194, box containing mis-

cellaneous papers.
Thanks are due to the Leeds University Librarian
for permission to publish this material.
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