
  

 

 

PAINTER AND PLACE: JOSEPH WRIGHT 

AND DERBY 1797-1886 

 

Alice Insley, BA, MA 

School of Geography 

University of Nottingham 

 

 

Volume One 

 

 

 

 

Thesis submitted to the University of Nottingham for the 

degree of Doctor of Philosophy 

 

September 2016



 

i 
 

ABSTRACT 

As ÔÈÅ ÅÎÄÕÒÁÎÃÅ ÏÆ 7ÒÉÇÈÔȭÓ ÓÏÕÂÒÉÑÕÅÔ ȬÏÆ $ÅÒÂÙȭ ÓÈÏ×Óȟ ÔÈÅ ÁÓÓÏÃÉÁÔÉÏÎ 

between Wright and Derby is distinctive in its ongoing cultural resonance. The 

legacy of this today is the Joseph Wright Collection at Derby Museum and Art 

Gallery ɀ the largest collection of his work in the world. This thesis is, therefore, 

concerned not with arguing for the relationship between Wright and Derby but 

with attending to how it has been represented and claimed during the 19th-

century. This will encompass both how the relatÉÏÎÓÈÉÐ ÉÎÆÌÕÅÎÃÅÄ 7ÒÉÇÈÔȭÓ 

posthumous reputation and how it was enlisted in Derby as the painter was 

ÉÎÃÏÒÐÏÒÁÔÅÄ ÉÎÔÏ ÔÈÅ ÔÏ×ÎȭÓ ÓÏÃÉÁÌ ÁÎÄ ÃÕÌÔÕÒÁÌ ÆÁÂÒÉÃȢ 4ÈÅ ÄÉÆÆÅÒÅÎÔ ÃÌÁÉÍÓ ÍÁÄÅ 

ÕÐÏÎ ÔÈÅ ÁÒÔÉÓÔȭÓ ÌÉÆÅ ÁÎÄ ÌÏÃÁÌÉÔÙ ×ÉÌÌ ÂÅÃÏÍÅ ÁÐÐÁÒÅÎÔ ÔÈÒÏÕÇÈ ÔÈÉÓȟ 

demonstrating the changing relation between painter and place as it was adapted 

and appropriated according to different times, places, and discourses. This 

refurbishment of the painter throughout the 19th-century is significant as it 

provided cultural continuity at a time when the town was rapidly transforming. 

 Exhibitions were an important medium through which the relationship 

×ÁÓ ÓÈÁÐÅÄ ÁÎÄ ÒÅÐÒÅÓÅÎÔÅÄȡ ×ÉÔÈÉÎ $ÅÒÂÙ ÔÈÅÒÅ ×ÁÓ Á ÄÉÓÐÌÁÙ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË 

nearly every decade. These represent important moments in which Wright was 

enlisted as a source of cultural capital and in which his reputation was shaped 

and sustained. Following the natural chronology of the period, the thesis will first 

ÃÏÎÓÉÄÅÒ 7ÒÉÇÈÔȭÓ ÉÍÍÅÄÉÁÔÅ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÔÈÒÏÕÇÈ ÔÈÅ ÎÅÔ×ÏÒËÓ ÏÆ ÐÅople 

and circulation of objects involved in sales of his work and his literary 

ÒÅÐÒÅÓÅÎÔÁÔÉÏÎȢ )Î ρψσω ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÅØÈÉÂÉÔÉÏÎ ×ÁÓ ÈÅÒÁÌÄÅÄ 

ÁÓ Ȭ$ÅÒÂÙȭÓ ÆÉÒÓÔ ÅØÈÉÂÉÔÉÏÎȭȠ 7ÒÉÇÈÔȭÓ ÐÒÏÍÉÎÅÎÔ ÄÉÓÐÌÁÙ ÉÎ ÔÈÉÓ ÉÍÐÌÉÃÁÔÅÄ ÈÉÍ 

within the civic culture of the 1830s. As momentum around exhibitions and 

Wright built in the latter half of the century, the exhibitions in 1866, 1870, and 

ρψχχ ×ÉÌÌ ÂÅ ÃÏÎÓÉÄÅÒÅÄ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ ÏÎÅ ÁÎÏÔÈÅÒȟ ÃÏÎÓÏÌÉÄÁÔÉÎÇ 7ÒÉÇÈÔȭÓ 

presence within the town. Lastly, the thesis will close with the 1880s, when 

7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ ×ÁÓ ÃÅÌÅÂÒÁÔÅÄ ÁÎÄ ÃÌÁÉÍÅÄ ÔÈÒÏÕÇÈ Á ÌÁÒÇÅ 

retrospective exhibition of his work, the beginning of a municipal art collection, 

the publication of his monograph, and a display at the Royal Academy in 1886. 
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INTRODUCTION 

 

 

)Î ÔÈÉÓ ÔÏ×Î 7ÒÉÇÈÔ ×ÁÓ ÂÏÒÎ ÁÎÄ ÍÁÄÅ ÈÉÓ ȰÎÁÍÅ ÁÎÄ ÆÁÍÅȟȱ ÁÎÄ ÉÔ ÉÓ 

not surprising, therefore, that he has become universally known as 

Ȱ7ÒÉÇÈÔȟ ÏÆ $ÅÒÂÙȢȱ1  

Anon, 1883 

 

*ÏÓÅÐÈ 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ was established during his lifetime and 

has been integral to the perception of the painter [Fig.1]. As the continued 

ÃÕÒÒÅÎÃÙ ÏÆ ÈÉÓ ÓÏÕÂÒÉÑÕÅÔȟ Ȭ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȭȟ ×ÈÉÃÈ ÔÈÅ ÐÁÉÎÔÅÒ ÈÉÍÓÅÌÆ ÁÄÏÐÔÅÄȟ 

indicates, the relationship between painter and place has been an important and 

ongoing factor in shaping the representation and estimation of the artist. Wright 

has also been adopted by his hometown, becoming central to $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ 

profile  as is materially evident in the Joseph Wright collection at Derby Museum 

and Art Gallery. One of the legacies of the close association between Wright and 

Derby, today this is the largest, most representative and high quality collection of 

ÔÈÅ ÁÒÔÉÓÔȭÓ ×ÏÒË ÉÎ ÔÈÅ ×ÏÒÌÄ [Fig.2]. At the crux of this thesis is, therefore, the 

understanding that 7ÒÉÇÈÔȭs relationship with Derby is distinctive in its 

endurance, influence, and cultural significance.  

                                                        
1  Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȢ %ØÈÉÂÉÔÉÏÎ ÏÆ ÈÉÓ ÐÉÃÔÕÒÅÓȢ 4ÈÅ -ÁÙÏÒȭÓ #ÏÎÖÅÒÓÁÚÉÏÎÅȟȱ The Derbyshire 
Advertiser, 22 March 1883 in 4ÈÅ ,ÉÆÅ ÁÎÄ 7ÏÒËÓ ÏÆ *ÏÓÅÐÈ 7ÒÉÇÈÔȟ !Ȣ2Ȣ!Ȣȟ ÃÏÍÍÏÎÌÙ ÃÁÌÌÅÄ Ȱ7ÒÉÇÈÔ 
ÏÆ $ÅÒÂÙȢȱ 7ÉÔÈ Á ÐÒÅÆÁÃÅ ÂÙ #ÏÓÍÏ -ÏÎËÈÏÕÓÅȟ by William Bemrose (London & Derby: Bemrose 
and Sons, 1885), extra-illustrated vol. (c.1885-), 176, DBYMU 1994-74, Derby Museum and Art 
Gallery, hereafter noted as Bemrose, Life and Works, extra-illustrated vol. 
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 $ÅÒÂÙ ×ÁÓ 7ÒÉÇÈÔȭÓ ÎÁÔÉÖÅ ÔÏ×Î; he was born in a house on Irongate, in 

the heart of the town, on the 3rd September 1734. He was the third of five children 

ÉÎ ×ÈÁÔ *ÕÄÙ %ÇÅÒÔÏÎ ÈÁÓ ÄÅÓÃÒÉÂÅÄ ÁÓ Á ȬÓÏÌÉÄÌÙ-established middle-class 

ÐÒÏÆÅÓÓÉÏÎÁÌ ÆÁÍÉÌÙȭȠ ÈÉÓ ÇÒÁÎÄÆÁÔÈÅÒȟ ÆÁÔÈÅÒ ÁÎÄ ÅÌÄÅÓÔ ÂÒÏÔÈÅÒ ×ÅÒÅ ÁÌÌ ÁÔÔÏÒÎÅÙÓ 

and his second brother, Richard, became a doctor.2 According to the memoirs of 

ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÎÉÅÃÅȟ (ÁÎÎÁÈ 7ÒÉÇÈÔȟ ÈÉÓ ÆÉÒÓÔ ÉÎÔÅÒÅÓÔ ÉÎ ÁÒÔ ×ÁÓ ÓÐÁÒËÅÄ ÂÙ Á 

Christmas piece belonging to a boy at Repton school, where he and his family had 

temporarily moved in order to avoid the Jacobite Uprising in 1745.3  This picture 

so caught his imagination that at the age of eleven he turned his attention entirely 

to drawing, secretly copying the signs in Derby from memory  in an attic as his 

father did not encourage drawing in the belief that there were more useful 

activities that Wright could be undertaking.4 

 Yet, uÐÏÎ ÒÅÃÏÇÎÉÓÉÎÇ ÈÉÓ ÓÏÎȭÓ ÔÁÌÅÎÔȟ in 1751 7ÒÉÇÈÔȭÓ ÆÁÔÈÅÒ ÓÅÎÔ ÈÉÍ ÔÏ 

study under Thomas Hudson, one of the leading artists of the day. This represents 

7ÒÉÇÈÔȭÓ ÆÉÒÓÔ ÐÅÒÉÏÄ Á×Áy from Derby. HÅ ×ÁÓ ÁÎ ÁÐÐÒÅÎÔÉÃÅ ÉÎ (ÕÄÓÏÎȭÓ ÓÔÕÄÉÏ 

in London for two years before returning  to Derby where he set up his portrait 

practice.5 In 1756 though, dissatisfied with his own progress, Wright returned to 

Hudson for another fifteen months of training before again returning to Derby 

where he rapidly established his reputation as a portraitist amongst the local 

gentry and those in the neighbouring counties.6  It was after this, in the following 

decade, possibly boosted by his local success that Wright began to participate 

more actively in the London art world, exhibiting in the capital with the Society 

of Artists for the first time in 1765. This period is significant as it was when 

Wright produced the candlelight subjects that made his name and which have 

continued to dominate the understanding of his art. It is also when he first began 

to be called Wright of Derby to distinguish him from the Liverpool artist, Richard 

                                                        
2 Judy Egerton, Wright of Derby (London: Tate Gallery Publications, 1990), 9. 
3  (ÁÎÎÁÈ 7ÒÉÇÈÔȟ ȰSome ÁÃÃÏÕÎÔ ÏÆ *ÏÓÅÐÈ 7ÒÉÇÈÔ %ÓÑȢ ÏÆ $ÅÒÂÙȟȱ ɉÕÎÐÕÂÌÉÓÈÅÄ ÍÁÎÕÓÃÒÉÐÔȟ 
1850), 3-4. 
4 Ibid, 4. 
5 *ÏÓÅÐÈ 7ÒÉÇÈÔȟ Ȱ!ÃÃÏÕÎÔ "ÏÏËȟȱ ÉÎ %ÌÉÚÁÂÅÔÈ %Ȣ "ÁÒËÅÒȟ Ȱ$ÏÃÕÍÅÎÔÓ 2ÅÌÁÔÉÎÇ ÔÏ *ÏÓÅÐÈ 7ÒÉÇÈÔ ȬÏÆ 
$ÅÒÂÙȭȟȱ The Walpole Society 71 (2009), 6-20. 
6 7ÒÉÇÈÔȟ Ȱ3ÏÍÅ ÁÃÃÏÕÎÔȟȱ χȢ 
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Wright, also exhibiting at this time, and when he emerged as one of the foremost 

painters of the day with considerable influence within the Society of Artists.7 

 Nevertheless, despite the fame Wright had gained within the London art 

world he chose to remain geographically provincial rather than taking up 

permanent residence in the metropolis as was the common practice of artists of 

the time. As Trevor Fawcett has highlighted, even in the early 19th-century with 

the rise of provincial art and the growing interaction between the metropolis and 

regions, London, in many ways, remained the epicentre of artistic life, noting that: 

 To train at the Royal Academy, to mix in circles close to the Academy 

and the other art institutions, to be exposed to ɀ and au fait with ɀ every 

fresh development, to gain acceptance where so much patronage lay, 

these desiderata of the young contender for fame and fortune were not 

to be met with in a provincial town.8 

Wright  was, therefore, highly unusual in choosing to spend most of his life 

residing in Derby, at a distance from the capital. Derby remained his home with 

the exception of three distinct periods in addition to his time training in London: 

the time he spent in Liverpool between the autumn of 1768 and the summer of 

1771, his tour of Italy from February 1774 until September 1775, and the two 

years he spent in Bath between November 1775 and June 1777. These were all 

formative episodes in 7ÒÉÇÈÔȭÓ ÃÁÒÅÅÒ although all represent very different 

experiences ɀ for example, his trip to Italy was in the tradition of the Grand Tour 

and intended to increase his status as it was a prestigious hallmark of artistic 

development, whilst Liverpool, as a thriving commercial and urban centre, 

provided Wright with opportunities to extend his portrait practice and establish 

wider networks of patronage.9 However, even during these periods ɀ with the 

                                                        
7 William Bemrose, The Life and Works of Joseph Wright, A.R.A., coÍÍÏÎÌÙ ÃÁÌÌÅÄ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȱ 
with a preface by Cosmo Monkhouse (London & Derby: Bemrose & Sons, 1885), 5; for more on 
7ÒÉÇÈÔȭÓ ÒÏÌÅ ×ÉÔÈÉÎ ÔÈÅ 3ÏÃÉÅÔÙ ÏÆ !ÒÔÉÓÔÓ ÁÎÄ ÔÈÅ ÅÁÒÌÙ ÅØÈÉÂÉÔÉÏÎ ÃÕÌÔÕÒÅ ÏÆ ,ÏÎÄÏÎ ÓÅÅȡ -ÁÔÔÈÅ× 
Hargraves, Ȭ#ÁÎÄÉÄÁÔÅÓ ÆÏÒ &ÁÍÅȭȡ 4he Society of Artists of Great Britain 1760-1791 (New Haven & 
London: Yale University Press, 2005). 
8  Trevor Fawcett, The Rise of English Provincial Art: Artists, Patrons and Institutions outside 
London, 1800-1830 (Oxford: Clarendon Press, 1974), 209. 
9 ElÉÚÁÂÅÔÈ %Ȣ "ÁÒËÅÒȟ ȰSwallowing up all the business: *ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙ ÉÎ ,ÉÖÅÒÐÏÏÌȟȱ ÉÎ 
Joseph Wright of Derby in Liverpool, ed. Elizabeth E. Barker and Alex Kidson (New Haven & 
London: Walker Art Gallery & Yale University Press, 2007), 41-83. 
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exception of Italy where distance precluded it ɀ Wright continued to return to 

Derby for extended visits. His attachment to his hometown and his residence 

within it remain a constant thread throughout his life, culminating in his very 

public and permanent return to Derby following his lack of success in Bath.  

At this later point, his retirement in Derby became a means of 

distinguishing himself within the competitive London art world as is apparent in 

7ÉÌÌÉÁÍ (ÁÙÌÅÙȭÓ Essay on Painting in which, in promoting the painter, he opens 

with the line ȬBut see far off the modest Wright retire!ȭ10 As will be discussed 

further, his relationship with the town became intertwined with his persona as a 

delicate, retiring artist. Furthermore, many of the themes implicit within this 

ÐÅÒÓÏÎÁ ×ÅÒÅ ÁÌÓÏ ÁÐÐÁÒÅÎÔ ÉÎ 7ÒÉÇÈÔȭÓ ÉÍÐÏÒÔÁÎÔ ÓÏÌÏ ÅØÈÉÂÉÔÉÏÎ ÈÅÌÄ ÉÎ ρχψυȟ 

ÉÎ 2ÏÂÉÎÓȭ 2ÏÏÍÓ ÉÎ #ÏÖÅÎÔ 'ÁÒÄÅÎȟ ×ÈÉÃÈ ×ÁÓ ÉÎÔÅÎÄÅÄ ÔÏ ÃÏÎÓÏÌÉÄÁÔÅ ÈÉÓ 

national reputation at a time when his relationship with the Royal Academy was 

fraught.11 Whilst continuing to participate in the London art world, therefore, the 

ÁÒÔÉÓÔȭÓ last decades were largely confined to Derby where he was able to 

maintain a successful painting practice as his work was increasingly bought 

directly off the easel. He increasingly turned to landscape painting, representing 

the scenery of both his local Peak District and the Lake District, and he enjoyed 

the company of his family and a close circle of friends. Withdrawing from the 

London art world was, therefore, ÎÅÉÔÈÅÒ ÄÅÔÒÉÍÅÎÔÁÌ ÔÏ 7ÒÉÇÈÔȭÓ ÁÒÔȟ ÒÅÐÕÔÁÔÉÏÎ, 

or finances during his lifetime. However, behind his late persona as a delicate 

artist was also the undercurrent of the debilitating depression he suffered from 

throughout his life and, in later years, his poor health. Suffering from a bout of 

illness, Wright  ÄÉÅÄ ÁÔ ÈÉÓ ÈÏÍÅ ÏÎ 1ÕÅÅÎȭÓ 3ÔÒÅÅÔ ÉÎ $ÅÒÂÙ ÏÎ ÔÈÅ ςωth August 

1797, aged 63ȟ ÁÎÄ ×ÁÓ ÂÕÒÉÅÄ ÁÔ 3Ô !ÌËÍÕÎÄȭÓ #ÈÕÒÃÈȟ ÁÌÓÏ ÉÎ $ÅÒÂÙ [Fig.3].  

 7ÒÉÇÈÔȭÓ association with his native town has continued to be integral to 

7ÒÉÇÈÔȭÓ ÉÄÅÎÔÉÔÙȟ ÓÈÁÐÉÎÇ ÔÈÅ ÐÅÒÃÅÐÔÉÏÎ ÏÆ ÂÏÔÈ ÔÈÅ ÁÒÔÉÓÔ ÁÎÄ ÈÉÓ ÁÒÔȢ In the 

×ÏÒÄÓ ÏÆ %ÌÉÚÁÂÅÔÈ "ÁÒËÅÒ ÁÎÄ !ÌÅØ +ÉÄÓÏÎȟ Ȭ7ÒÉÇÈÔȭÓ ÌÉÆÅ ÁÐÐÅÁÒÓ ÁÓ ÉÃÏÎÉÃ ÁÓ ÈÉÓ 

                                                        
10 Willi am Hayley, An Essay on Painting: In two epistles to Mr. Romney, 3rd Edn. (London: J. Dodsley, 
1781), 40. 
11 &ÏÒ ÍÏÒÅ ÏÎ 7ÒÉÇÈÔȭÓ ÓÏÌÏ ÅØÈÉÂÉÔÉÏÎ ÓÅÅȡ *ÏÈÎ "ÏÎÅÈÉÌÌȟ Ȱ,ÁÙÉÎÇ 3ÉÅÇÅ ÔÏ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȡ 
7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȭÓ View of Gibraltar ÁÔ 2ÏÂÉÎÓȭÓ 2ÏÏÍÓȟ #ÏÖÅÎÔ 'ÁÒÄÅÎȟ !ÐÒÉÌ ρχψυȟȱ Art History 
30, no.4 (September 2007): 521-544. 
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artȭȢ 12  This represents a more revisionist view of WrightȭÓ ÌÉÆÅ; traditionally , 

7ÒÉÇÈÔȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍ ÈÁÓ ÅÎÃÏÕÒÁÇÅÄ Á ÌÏ×ÅÒ ÅÓÔÉÍÁÔÅ ÏÆ ÔÈÅ ÁÒÔÉÓÔȭÓ ÐÌÁÃÅ 

within the British School of artists. For example, S. C. Kaines and H. Cheney 

Bemrose, whilst seeking to ÒÁÉÓÅ 7ÒÉÇÈÔȭÓ ÐÒÏÆÉÌÅ ÉÎ ρωςςȟ ÓÔÉÌÌ ÃÏÎÓÉÄÅÒÅÄ ÉÔ ÔÏ ȬÂÅ 

idle to pretend that Joseph Wright was one of the greatest painters of his great 

ÄÁÙȭ ÁÎÄ ÁÒÇÕÅÄ ÔÈÁÔ ÉÆ ÈÅ ÈÁÄ ÃÏÎÆÏÒÍÅÄ ÔÏ ÔÈÅ ÎÏÒÍ ÂÙ ÒÅÓÉÄÉÎÇ ÉÎ ,ÏÎÄÏÎ ÈÉÓ 

art and reputation would have been improved.13 Linked to this, it is notable that 

the painter has frequently been assigned a peripheral position within histories of 

British art. Moreover, materially this has been manifested in the relatively small 

number of his paintings in national collections and their acquisition in the later 

decades of the 20th century.    

 However, this ÃÏÎÆÌÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍ ×Éth a lower artistic 

calibre has not gone unchallenged, ÁÓ ÉÓ ÁÐÐÁÒÅÎÔ ÉÎ "ÁÒËÅÒ ÁÎÄ +ÉÄÓÏÎȭÓ 

ÒÅÃÌÁÍÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÌÉÆÅ ÁÓ an exemplary model for a new mode of artistic 

practice. Significantly, they continue by asserting that Wright was ȬÔÈÅ ÆÉÒÓÔ ÇÒÅÁÔ 

British artist to work almost entirely outside of London, he seems to epitomise 

ÔÈÅ ÒÉÓÅ ÏÆ ÔÈÅ ÐÒÏÖÉÎÃÉÁÌ ÍÉÄÄÌÅ ÃÌÁÓÓÅÓ ÉÎ ÔÈÅ ÁÇÅ ÏÆ ÔÈÅ ÉÎÄÕÓÔÒÉÁÌ ÒÅÖÏÌÕÔÉÏÎȢȭ14 

This is representative of the other predominant narrative to emerge in relation 

to his provincialism ɀ Wright as a painter of the enlightenment and industrial 

revolution. His close association with Derby, an expanding and industrialising 

centre with a vibrant enlightenment culture, and his own representation of 

industrial or scientific subjects ÈÁÓ ÆÏÓÔÅÒÅÄ ÔÈÅ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ 7ÒÉÇÈÔȭÓ ÁÒÔ ÁÓ 

a window into Midlands enlightenment culture and of the painter as part of the 

new intellectual and dynamic middle class that came to the fore in the provinces 

during the 18th-century. This understanding of the painter has, thus far, been the 

principal  ÌÅÎÓ ÔÈÒÏÕÇÈ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ $ÅÒÂÙ ÈÁÓ ÂÅÅÎ 

approached and discussed.  

                                                        
12 Elizabeth E. Barker and Alex Kidson, eds., Joseph Wright of Derby in Liverpool (New Haven & 
London: Walker Art Gallery & Yale University Press, 2007), ix. 
13 S. C. Kaines Smith and H. Cheney Bemrose, Wright of Derby (London: Philip Allan & Co., 1922), 
95 & 111. 
14 Barker and Kidson, ix. 
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 Consequently, tÈÅ ÐÒÅÖÁÌÅÎÃÅ ÏÆ ÔÈÅÓÅ Ô×Ï ÎÁÒÒÁÔÉÖÅÓ ÏÆ 7ÒÉÇÈÔȭÓ 

provincialism has meant that ÔÈÅ ÐÁÉÎÔÅÒȭÓ relationship with Derby has primarily 

been discussed in relation to his lifetime, either as an influence upon his limited 

reputation or as part of a larger social and cultural shift within the country. This 

thesis seeks to move beyond these narratives, therefore, by exploring the 

association between Wright and Derby during the 19th-century, closely 

attending to the different ways it has been represented and appropriated in the 

hundred years ÆÏÌÌÏ×ÉÎÇ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÄÅÁÔh.  There will be two, intertwining 

aspects within this: firstly, ÈÏ× ÔÈÅ ÒÅÌÁÔÉÏÎÓÈÉÐ ÓÈÁÐÅÄ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ 

reputation and varied according to time and place; and secondly, how the town 

incorporated the painter and the relationship within  its programme of civic 

regeneration during the 19th-century, particularly focussing upon exhibitions as 

a medium through which Wright was enlisted as a source of local pride and 

cultural capital. 4ÈÅ ÅØÈÉÂÉÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ×ÉÌÌ ÂÅ central to this thesis as 

the display of his paintings in the town, of which there were seven in total, 

ÐÒÏÖÉÄÅÓ ÁÎ ÉÎÓÉÇÈÔ ÉÎÔÏ ÔÈÅ ÃÈÁÎÇÉÎÇ ÃÕÌÔÕÒÁÌ ÐÒÏÆÉÌÅ ÏÆ ÈÉÓ ×ÏÒË ÁÎÄ ÔÈÅ ÐÁÉÎÔÅÒȭÓ 

implication wit hin specific social, cultural  and material developments of the time. 

The thesis begÉÎÓ ×ÉÔÈ 7ÒÉÇÈÔȭÓ ÄÅÁÔÈ ÉÎ ρχωχ ÁÎÄ ÔÈÅ ÓÁÌÅÓ ÏÆ ÈÉÓ ÓÔÕÄÉÏ ÃÏÎÔÅÎÔÓ 

ÁÎÄ ÅÎÄÓ ×ÉÔÈ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙ ÄÉÓÐÌÁÙ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÉÎ ρψψφȟ ÔÈÅ ÌÁÓÔ 

exhibition of his work in the 19th-century.  

 Through this the thesis will argue that 7ÒÉÇÈÔȭÓ ÒÅÆÕÒÂÉÓÈÍÅÎt through 

the different instances of his commemoration in Derby during the 19th-century 

provided cultural continuity in a period characterised by great change. 

Corresponding with this, it will be shown that the constancy with which Wright  

was commemorated was due to a local cadre, largely comprised of members of 

7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙ ÁÎÄ ÎÏÔÁÂÌÅ $ÅÒÂÙÓÈÉÒÅ ÆÁÍÉÌÉÅÓȟ ÃÏÎÃÅÒÎÅÄ ×ÉÔÈ ÔÈÅ ÐÁÉÎÔÅÒȭÓ 

memorialisation. This group, like Wright, created a sense of cultural stability 

during the 19th-century. Speaking to the wider discourses of change and 

continuity regarding the 19th-centuryȟ 7ÒÉÇÈÔȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÒÅÆÒÁÍÅÄ 

$ÅÒÂÙȭÓ ρψth-century heritage in relationship with  the new town of the 19th-

century.  
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Moreover, the thesis will consider the connection between Wright and 

Derby as an ongoing, fluid relationship as regards the culture and heritage of the 

town. )Î ÔÈÉÓ ÒÅÓÐÅÃÔȟ ÉÔ ÉÓ ÈÏÐÅÄ ÔÈÁÔ ÔÈÉÓ ÔÈÅÓÉÓ ×ÉÌÌ ÉÎÆÏÒÍ $ÅÒÂÙ -ÕÓÅÕÍȭÓ 

approach to its Wright collection as it will highlight its origins in and relationship 

with a longer history of civic pride and cultural capital. One of the principal 

mediums for this will be through a display restaging one of the historical 

exhibitions. Additionally, it is hoped that by discussing the relationship between 

Wright and Derby this thesis will speak to the broader context of the 19th-

century associations between painter and place. By adopting an approach that 

seeks to consider the representation and reception of the relationship between 

Wright and Derby through a range of mediums ɀ including exhibitions, 

obituaries, biographies and reproductive prints ɀ and in respect to the specific 

social and cultural histories and geographies that have influenced this, this thesis 

will seek to suggest new ways of thinking about the role of painters in place-

making during the 19th-century.  
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THESIS STRUCTURE 

In a chronological sequence, the chapters of this thesis address key moments in 

the 19th-century in which Wright was displayed and represented. Viewed 

synoptically, these chapters will ÅØÐÌÏÒÅ ÈÏ× 7ÒÉÇÈÔ ×ÁÓ ×ÏÖÅÎ ÉÎÔÏ $ÅÒÂÙȭÓ 

social and cultural fabric and the legacy of this, both in terms of his cultural 

profile and his commemoration. The literature review sets out a broader context. 

This focusses ÕÐÏÎ 7ÒÉÇÈÔȭÓ ÎÅÁÒÅÒ ÃÏÎÔÅÍÐÏÒÁÒÉÅÓȟ considering the different 

models of painter and place and how they have been approached by scholars, 

before situating this within the broader commemorative culture of the 19th-

century and the growing exhibition and museum culture of this period. It will 

theÎ ÁÄÄÒÅÓÓ ÔÈÅ ÃÕÒÒÅÎÔ ÓÃÈÏÌÁÒÓÈÉÐ ÏÎ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ÐÌÁÃÅ ÁÎÄ ÏÎ 

19th-century Derby. This is followed by a chapter discussing the methods and 

sources that have been used during this research. 

Chapter Three: /ÐÅÎÉÎÇ ×ÉÔÈ 7ÒÉÇÈÔȭÓ ÄÅÁÔÈ ÉÎ ρχωχȟ this chapter considers the 

immediate posthumous reputation of the painterȟ Á ÎÁÒÒÁÔÉÖÅ ÉÎ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ 

painting, The Dead Soldier, and the print after it, will be a framing motif. It will 

highlight how his reputation was shaped by the network of his friends and family 

and through the circulation and distribution of his art, thereby building upon the 

persona he had cultivated in later life as a painter full of sensibility, finding solace 

in Derby.  

Chapter Four: In 1839 a selection of 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ×Åre displayed at Derby 

-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÉÎ ÁÎ ÅØÈÉÂÉÔÉÏÎ ÔÈÁÔ ×ÁÓ ÃÅÌÅÂÒÁÔÅÄ ÁÎÄ ÃÏÍÍÅÍÏÒÁÔÅÄ ÁÓ 

$ÅÒÂÙȭÓ ÆÉÒÓÔ. A landmark ÍÏÍÅÎÔ ÉÎ ÔÈÅ ÔÏ×ÎȭÓ ÈÉÓÔÏÒÙȟ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÁÎÄ 

7ÒÉÇÈÔȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÉÎ ÉÔ ×ÉÌÌ ÂÅ ÔÈÅ ÆÏÃÕÓ ÏÆ ÔÈÉÓ ÃÈÁÐÔÅÒȢ 5ÓÉÎÇ 3ÁÍÕÅÌ 

RayÎÅÒȭÓ ÌÉÔÈÏÇÒÁÐÈ ÏÆ ÔÈÅ display, this chapter will consider the exhibition as a 

medium through which Wright was incorporated into contemporary local and 

national discourses and through which his relationship with the town was 

materialised and consolidated.   

Chapter Five: The 1860s and 1870s represent a notable period in 7ÒÉÇÈÔȭÓ 

posthumous reputation as there were three consecutive exhibitions including his 

art in Derby. Although Wright was represented differently within each one their 
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cumulative effect was to embed the painter within the social and cultural fabric 

ÏÆ ÔÈÅ ÔÏ×ÎȢ 7ÒÉÇÈÔȭÓ centrality to $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÉÄÅÎÔÉÔÙ will be contrasted 

with the muted reception that greeted the acquisition of the Air Pump by the 

National Gallery and its display in 1863.  

Chapter Six: This chapter will address the 1880s in which $ÅÒÂÙȭÓ ÉÎÃÒÅÁÓÉÎÇ 

ÒÅÃÏÇÎÉÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÉÍÐÏÒÔÁÎÃÅ ÃÕÌÍÉÎÁÔÅÓȢ "Ù ÃÏÎÓÉÄÅÒÉÎÇ the retrospective 

ÅØÈÉÂÉÔÉÏÎ ÏÆ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ×ÏÒË ÉÎ ρψψσ, the subsequent purchase of The 

Alchymist and The Orrery, the publication of the first biography of the artist in 

1885, and the Royal Academy display in 1886, this chapter will demonstrate the 

growing momentum around Wright during the decade.  

Appendix One: Shifting register, this chapter outlines plans for a future display at 

Derby Museum and Art Gallery, restaging the 1839 exhibition discussed in 

Chapter Four. Using the framework for planning displays used by the Museum, 

this will underscore the collaborative nature of the thesis, the importance of 

$ÅÒÂÙȭÓ collection as a resource and subject of research, and the significance of 

the Museum collection as a legacy of the relationship between Wright and Derby. 

Appendix Two: This appendix consists of the maps showing the distribution of 

the Derbyshire buyers at ÔÈÅ ÓÁÌÅÓ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÁÎÄ ÔÈÅ ÌÅÎÄÅÒÓ ÁÔ ÔÈÅ 

exhibitions of his art during the 19th-century and includes a summary of the 

findings from them.
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One of the features of the artistic revival of our day is the renewed 

interest which the name and fame of many of our older artists are 

awakening in the localities where they passed their lives. The Norwich 

school is now the object of a quite enthusiastic cultus throughout 

Norfolk; Newcastle boasts a whole gallery devoted to the works of 

Bewick; William Turner has many votaries at Oxford; and Nottingham 

is proud of Henry Dawson. Whether Devonshire displays the same 

interest in the Devonshire artists of the last century, such as William 

Gandy, we do not know; but Derby, at all events, has lately begun once 

more to think great things of Joseph Wright.15 

Anon, 1886 

 

0ÒÏÍÐÔÅÄ ÂÙ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÏÆ *ÏÓÅÐÈ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÁÔ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙ ÉÎ 

1886, the above quote highlights the increasing association of artists with the 

places they had lived and worked in during the 19th-century. Today however, 

most of those named above are not remembered, their associate city no longer 

celebrating or claiming them as a native son. Rather, couplings such as Rubens 

and Antwerp; Titian and Venice; Vermeer and Delft; Constable and Suffolk; or 

Gainsborough and Sudbury, are far more familiar. This, whilst highlighting the 

cultural significance that connections between painters and places can have, also 

                                                        
15 Ȱ4ÈÅ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟȱ ρψψφȩȟ ÉÎ "ÅÍÒÏÓÅȟ Life and Works, extra-
illustrated vol., 145.  
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foregrounds the changeability and instability of these relationships. 7ÒÉÇÈÔȭÓ 

association with Derby, whilst distinctive in its cultural resonance and 

endurance, is also part of a wider culture in which the relationship between 

artists lives and localities was claimed.  

This chapter will seek to frame this thesiÓȭÓ ÄÉÓÃÕÓÓÉÏÎ ÏÆ 7ÒÉÇÈÔ ÁÎÄ 

Derby in relation to the wider role of art in civic heritage. Firstly, it will consider 

the different models through which the relationship between painter and place 

has been claimed and how scholars have addressed this. The chapter will discuss 

the wider commemorative culture of the 19th-century in regards to the claims 

different localities have made for other kinds of creative figures, particularly 

authors. Whilst the claims for painters have received a limited amount of 

scholarly attention, the association between writers and their haunts has been 

studied far more comprehensively. The chapter will then focus on the claims that 

ÈÁÖÅ ÁÌÒÅÁÄÙ ÂÅÅÎ ÍÁÄÅ ÆÏÒ 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ ÁÎÄȟ ÉÎ ÍÏÒÅ ÒÅÃent 

scholarship, other cities. It will discuss the cÏÒÒÅÓÐÏÎÄÉÎÇ ÌÉÔÅÒÁÔÕÒÅ ÏÎ $ÅÒÂÙȭÓ 

cultural profile during the 19th-century, indicating that the dominant narrative 

of ÔÈÅ ÔÏ×ÎȭÓ ÅÎÌÉÇÈÔÅÎÍÅÎÔ ÃÕÌÔÕÒÅ ÄÕÒÉÎÇ ÔÈÅ ÌÏÎÇ 18th-century has also 

ÆÏÓÔÅÒÅÄ 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ ÔÈÅ Ôown through his portrayal as a painter of 

provincial scientific and industrial culture. The chapter will close by considering 

the exhibition and museum culture of the period in relation to the different types 

of exhibition discussed throughout this thesis.  

 

PAINTER AND PLACE 

As the opening quote highlights, during the 19th-century there was considerable 

interest in the relationship between artists lives and localities. It still remains 

commonplace for places to claim a painter as is evident in well publicised 

examples like Monet and Giverny or Lowry and Salford. Yet, despite this, the 

scholarship addressing how the relationship between artists lives and localities 

has been claimed and interpreted is limited; more often, such associations are 

considered biographically or as geographically unproblematic rather than as a 

shifting interpretative field of life and locality in which the relationship is claimed 
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in different ways by different people. The literature that does engage with this 

and which will be discussed in this chapter provides a context for this thesis, both 

in terms of the way painter and place can be approached and as a context for the 

different models by which claims for artists have been made.  

 4Ï ÂÅÇÉÎ ×ÉÔÈ ÏÎÅ ÏÆ 7ÒÉÇÈÔȭÓ ÍÏÓÔ ÆÁÍÏÕÓ ÃÏÎÔÅÍÐÏÒaries, Sir Joshua 

Reynolds, it is noteworthy that he is associated with two geographies, his 

provincial origins and his later prominence within the London art world. Sam 

3ÍÉÌÅÓ ÈÁÓ ÁÒÇÕÅÄ ÔÈÁÔ 2ÅÙÎÏÌÄÓȭ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ 0ÌÙÍÐÔÏÎ ÁÎÄ 0ÌÙÍÏÕÔÈȟ ÈÉÓ 

home-tur f, and London, where he made his name as an artist, was shaped by the 

discourses around the perceived dichotomy of city and country in the 18th and 

19th centuries.16 CÉÔÉÅÓ ×ÅÒÅ ÅÉÔÈÅÒ ȬÐÒÏÇÒÅÓÓÉÖÅ ÈÕÂÓ ÏÆ ÇÏÖÅÒÎÍÅÎÔȟ ÃÏÍÍÅÒÃÅȟ 

science and cosmopolitanism; or markets of corruption, greed and aristocratic 

ÅÆÆÅÍÉÎÁÃÙȭ ÁÎÄ ÃÏÕÎÔÒÙ ÌÉÆÅ ×ÁÓ ÅÉÔÈÅÒ ȬÐÁÒÏÃÈÉÁÌȟ ÂÁÃË×ÁÒÄ ÁÎÄ ÉÇÎÏÒÁÎÔȟ ÏÒ 

ÈÏÎÅÓÔȟ ÉÎÄÅÐÅÎÄÅÎÔȟ ÕÎÁÆÆÅÃÔÅÄȟ ÍÁÎÌÙ ÁÎÄ ÖÉÒÔÕÏÕÓȭȢ17 Through this lens, Smiles 

ÈÉÇÈÌÉÇÈÔÓ ÔÈÁÔ 2ÅÙÎÏÌÄÓȭ ÈÁÄ ÁÎ ÁÆÆÉÎÉÔÙ ×ÉÔÈ Âoth, embracing and coming to 

epitomise urban culture whilst also maintaining his affection for his hometown, 

becoming a Plymouth alderman.18 Demonstrating the need for close attention to 

wider politics and cultural concerns in understanding the relationship between 

painter and place, an approach this thesis will seek to adopt, Smiles goes on to 

ÄÅÍÏÎÓÔÒÁÔÅ ÈÏ× ÔÈÅ ÐÅÒÃÅÐÔÉÏÎ ÏÆ 2ÅÙÎÏÌÄÓȭ 0ÌÙÍÐÔÏÎ ÂÁÃËÇÒÏÕÎÄ ÃÈÁÎÇÅÄ ÉÎ 

conjunction with the changing perception of provincialism nationally, eventually 

becoming pÁÒÔ ÏÆ Á ȬÒÁÇÓ ÔÏ ÒÉÃÈÅÓȭ ÎÁÒÒÁÔÉÖÅ ÁÎÄ ÃÌÁÉÍÅÄ ÂÙ 0ÌÙÍÐÔÏÎȢ19 

&ÏÒÅÇÒÏÕÎÄÉÎÇ ÔÈÅ ÆÌÕÉÄÉÔÙ ÏÆ ÓÕÃÈ ÁÓÓÏÃÉÁÔÉÏÎÓȟ 3ÍÉÌÅÓȭÓ ÓÔÕÄÙ ÄÅÍÏÎÓÔÒÁÔÅÓ ÔÈÅ 

multiplicity of claims that could be made for a painter; the different types of place 

that could claim an artist, like their birth or death places, and the different 

premises upon which they did this; and, lastly, that such associations between 

ÁÒÔÉÓÔÓ ÌÉÖÅÓ ÁÎÄ ÌÏÃÁÌÉÔÉÅÓ ÃÏÕÌÄ ÂÅÇÉÎ ÁÎÄ ÂÅ ÃÌÁÉÍÅÄ ÄÕÒÉÎÇ ÁÎ ÁÒÔÉÓÔȭÓ ÌÉÆÅÔÉÍÅȢ 

                                                        
16 Sam Smiles, ed., Sir Joshua Reynolds: The Acquisition of Genius (Bristol: University of Plymouth 
& Plymouth City Museum and Art Gallery, 2009), 17-27. 
17 Ibid , 19 
18 Ibid , 20-26. 
19 Ibid , 26-27. 
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 Another example of claims made during ÔÈÅ ÁÒÔÉÓÔȭÓ ÌÉÆÅ ÔÉÍÅ ÉÓ that of 

David Hockney. As Stephen Daniels has reviewed, claims for Hockney Country 

ÁÎÄ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ÔÈÅ 9ÏÒËÓÈÉÒÅ 7ÏÌÄÓ ×ÅÒÅ ÐÒÏÍÐÔÅÄ ÂÙ ÔÈÅ 

ςπρς 2ÏÙÁÌ !ÃÁÄÅÍÙ ÅØÈÉÂÉÔÉÏÎȟ Ȭ$ÁÖÉÄ (ÏÃËÎÅÙȟ 2!ȟ ! "ÉÇÇÅÒ 0ÉÃÔÕÒÅȭȢ20 This 

immediately foregrounds the importance of exhibitions as mediums through 

which the relationship between painter and place could be represented and 

refashioned. Daniels demonstrates how these claims were mediated and 

ÁÒÔÉÃÕÌÁÔÅÄ ÔÈÒÏÕÇÈ ÔÈÅ ÐÁÉÎÔÅÒȭÓ art, his self-representation and personal 

geography, the locale of the Yorkshire Wolds itself, and through managing 

(ÏÃËÎÅÙȭÓ ÌÏÎÇÅÒ ÓÔÁÎÄÉÎÇ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ ,ÏÓ !ÎÇÅÌÅÓ ×ÈÅÒÅ ÈÅ ÁÌÓÏ ÌÉÖÅÄȟ ËÅÐÔ 

a studio, and depicted in canonical pictures. Daniels frameÓ (ÏÃËÎÅÙȭÓ ÐÁÉÎÔÉÎÇÓ 

within the Western landscape tradition and in relation to popular culture ɀ for 

example the idea of working from nature founded upon observation, the 

emotional resonance of landscapes, the design of the landscape itself, theatre and 

commercial illustration ɀ demonstrating that the painter created a visual 

ÔÒÁÄÉÔÉÏÎ ÆÏÒ ÔÈÅ 9ÏÒËÓÈÉÒÅ 7ÏÌÄÓȟ ȬÁ ÒÅÇÉÏÎ ÏÆÆ ÔÈÅ ÍÁÐ ÏÆ ÍÅÔÒÏÐÏÌÉÔÁÎ %ÎÇÌÉÓÈ 

ÌÁÎÄÓÃÁÐÅ ÔÁÓÔÅȭ ÁÎÄ ÈÉÔÈÅÒÔÏ ȬÕÎÆÒÁÍÅÄ ÂÙ ÆÁÍÏÕÓ ÆÉÎÅ ÁÒÔȟ ÕÎÓÉÇÎÅÄ ÁÓ ÉÔ ×ÅÒÅ 

by a well known painteÒȢȭ21  Hockney was also complicit in creating and 

consolidating his identity as a Yorkshire man; he claimed the association through 

his public persona, framing his return to Bridlington as a homecoming, aligning 

himself with romantic landscape forebears like Constable and Wordsworth.22 

Hockney adopted the association as part of his persona, like Wright or John Opie 

×ÈÏȟ ÁÓ 6ÉÖ (ÅÎÄÒÁ ÈÁÓ ÎÏÔÅÄȟ ÁÄÏÐÔÅÄ ÔÈÅ ÉÄÅÎÔÉÔÙ Ȭ#ÏÒÎÉÓÈ 7ÏÎÄÅÒȭ ÔÏ ÁÄÖÅÒÔÉÓÅ 

himself in London as a genius who could overcome the disadvantages of 

provincialism. 23  4ÈÅ ÐÁÉÎÔÅÒȭÓ Ï×Î ÐÒÏÍÏÔÉÏÎ ÏÆ Wolds association was 

incorporated into the heritage branding and cultural tourism of the area.24 

Ȭ(ÏÃËÎÅÙ #ÏÕÎÔÒÙȭ ÁÓ Á ÒÕÒÁÌ ÃÕÌÔÕÒÁÌ ÄÅÓÔÉÎÁÔÉÏÎ ×ÁÓ ÍÏÄÅÌÌÅÄ ÏÎ Ȭ#ÏÎÓÔÁÂÌÅ 

Countryȭȟ ÁÎÄ articulated in a London exhibition. 

                                                        
20 3ÔÅÐÈÅÎ $ÁÎÉÅÌÓȟ Ȱ(ÏÃËÎÅÙ #ÏÕÎÔÒÙȟȱ Journal of Historical Geography 38, no.4 (2012): 458-464. 
21 Ibid, 462. 
22 Ibid, 460. 
23 Viv Hendra, The Cornish Wonder: A Portrait of John Opie (Truro: Truran, 2007), 31. 
24 $ÁÎÉÅÌÓȟ Ȱ(ÏÃËÎÅÙ #ÏÕÎÔÒÙȟȱ τφσȢ 
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 Daniels has also considered how Constable Country was constructed, 

claimed and mediated through ÔÈÅ ÁÒÔÉÓÔȭÓ ÐÁÉÎÔÉÎÇÓ ÁÆÔÅÒ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÄÅÁÔÈ 

[Fig.4].25 Representing one of the most famous associations between a painter 

and place, the example of John Constable exemplifies the importance of landscape 

art in mediating such associations as it is through key paintings that claims for 

Constable Country in Hampstead, Wiltshire and the Stour Valley are made.26 In 

this the posthumous claims by places upon Constable differ to Wright whose 

ÌÁÎÄÓÃÁÐÅ ÐÒÁÃÔÉÃÅ ×ÁÓ ÎÏÔ Á ÓÉÇÎÉÆÉÃÁÎÔ ÆÁÃÔÏÒ ÉÎ $ÅÒÂÙȭÓ ÃÌÁÉÍ ÆÏÒ ÈÉÍ ÄÕÒÉÎÇ ÔÈÅ 

19th-century even if he was increasingly recognised as a landscapist later in his 

lifeȢ $ÁÎÉÅÌÓȭ ÄÉÓÃÕÓÓÉÏÎ ÏÆ #ÏÎÓÔÁÂÌÅ ÆÏÃÕÓÅs upon how the painter and paintings 

have shaped the perception of the Stour Valley and how, in turn, the place has 

commemorated the painter through the landscape itself.27 Daniels describes the 

different ways in which the association has been represented and claimed over 

ÔÉÍÅȢ (Å ÄÅÔÁÉÌÓ #ÏÎÓÔÁÂÌÅȭÓ ÅÁÒÌÙ ÒÅÐÕÔÁÔÉÏÎ ÁÓ Á ÎÁÔÕÒÁÌ ÐÁÉÎÔÅÒȟ ÅÖÏËÉÎÇ 

essentially English qualities like local knowledge and independence, which 

celebrated  his familiarity with, and experience of, the Stour Vallery and framed 

Constable Country as a distinctively English landscape; the appropriation of his 

paintings in the late 19th-century as a metaphor for the British nation as they 

×ÅÒÅ ÐÅÒÃÅÉÖÅÄ ÔÏ ÃÅÌÅÂÒÁÔÅ ÁÎÄ ÅÐÉÔÏÍÉÓÅ ÔÈÅ Ȭ3ÏÕÔÈ #ÏÕÎÔÒÙȭȟ Á ÒÅÇÉÏÎ ÔÈÁÔ ÈÁÄ 

grown in importance during this time as London increasingly became the 

ÎÁÔÉÏÎȭÓ ÓÅÁÔ ÏÆ ÐÏ×ÅÒȠ ÔÈÅ ςπth ÃÅÎÔÕÒÙ ÐÒÅÓÅÒÖÁÔÉÏÎ ÏÆ #ÏÎÓÔÁÂÌÅȭÓ ÌÁÎÄÓÃÁÐÅ 

through the conservation of Flatford Mill and the surrounding landscape and its 

refashioning as a rustic retreat; and, the adoption of his landscapes as images of 

stability and continuity during the Second World War. Consequently, whilst 

ÓÈÏ×ÉÎÇ ÔÈÅ ÃÏÎÓÉÓÔÅÎÃÙ ×ÉÔÈ ×ÈÉÃÈ #ÏÎÓÔÁÂÌÅȭÓ ÐÁÉÎÔÉÎÇÓ ÁÎÄ ÔÈÅ ÌÁÎÄÓÃÁÐÅ ÏÆ 

ÔÈÅ 3ÔÏÕÒ 6ÁÌÌÅÙ ÍÅÍÏÒÉÁÌÉÓÅÄ #ÏÎÓÔÁÂÌÅȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ ÔÈÉÓ ÌÁÎdscape, 

Daniels demonstrates the changing relationship between painter and place as it 

×ÁÓ ÒÅÃÏÎÓÔÉÔÕÔÅÄ ÏÖÅÒ ÔÉÍÅ ÁÎÄ ÁÃÃÏÒÄÉÎÇ ÔÏ ÌÏÃÁÌ ÃÏÎÃÅÒÎÓ ÁÎÄ ȬÓÈÉÆÔÉÎÇ ÖÉÅ×Ó 

ÏÆ ÔÈÅ ȬÃÏÕÎÔÒÙȭ ÁÔ ÌÁÒÇÅȭȢ28  

                                                        
25 Stephen Daniels, Fields of Vision: Landscape Imagery and National Identity in England and the 
United States (Cambridge: Polity Press, 1993), 200-242. 
26 Ibid. 
27 Ibid. 
28 Ibid, 201. 
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 As the specificity of the Stour Valley in relation to Constable suggests, the 

relationship between painter and place is represented at different geographic 

ÓÃÁÌÅÓȢ /ÌÉÖÅÒ &ÁÉÒÃÌÏÕÇÈȭÓ ÄÉÓÃÕÓÓÉÏÎ ÏÆ 2ÉÃÈÁÒÄ 7ÉÌÓÏÎȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ 

Wales, becoming closely associated with Welsh cultural identity, registers the 

country -level claims often made for artists as they become incorporated within 

discourses of nationalism.29  Fairclough demonstrates how the association was 

constituted through the growing antiquarian interest in the Welsh past during 

the 18th-century; the emerging social and political nationalism and rivalry with 

England in the 19th-century; and, in the 20th century, the formation of a national 

museum.30  &ÁÉÒÃÌÏÕÇÈ ÄÒÁ×Ó ÏÕÔ ÔÈÅ ÃÉÒÃÕÌÁÔÉÏÎ ÁÎÄ ÄÉÓÐÌÁÙ ÏÆ 7ÉÌÓÏÎȭÓ 

paintings, noting their Welsh buyers, the collections they entered and their 

exhibition, thus demonstrating the networks of sites and people through which 

the relationship was established and perpetuated, as will also become apparent 

in relation to Wright.31  

 The Norwich School of Painters is a term used to designate a group of 

artists ɀ including John Crome, John Sell Cotman and his sons ɀ who lived and 

worked in the city between 1800 and 1880, participating in the same exhibitions, 

sharing the various professional, institutional, personal and family networks, and 

often depicting the same local subject matter [Fig.5 and 6].32 The construction of 

the Norwich School has been critically examined by Andrew Hemingway who has 

ÑÕÅÓÔÉÏÎÅÄ ×ÈÅÔÈÅÒ ÔÈÅ .ÏÒ×ÉÃÈ 3ÃÈÏÏÌ ×ÁÓ Á ȬÍÙÔÈ ÏÒ ÒÅÁÌÉÔÙȭ ÂÙ ÃÏÎÓÉÄÅÒÉÎÇ 

how and why the association was established, developed and consolidated.33 

Noting that the Norwich School did not exist in its modern form in the 19th-

century, Hemingway argues that it was formed through the Norwich Society of 

Artists, particularly the exhibitions they held, and the Norfolk bourgeoisie who 

patronised and promoted the artists.34  This demonstrates the different 

                                                        
29 /ÌÉÖÅÒ &ÁÉÒÃÌÏÕÇÈȟ Ȱ!Î !ÒÔÉÓÔ ÉÎ ÈÉÓ Ï×Î #ÏÕÎÔÒÙȡ 2ÉÃÈÁÒÄ 7ÉÌÓÏÎ ÁÎÄ 7ÁÌÅÓȟȱ ÉÎ Richard Wilson 
and the Transformation of European Landscape Painting, ed. Martin Postle and Robert Simon 
(New Haven: Yale University Press, 2014), 161-171. 
30 Ibid. 
31 Ibid, 167. 
32  !ÎÄÒÅ× (ÅÍÉÎÇ×ÁÙȟ ȰȬ.ÏÒ×ÉÃÈ 3ÃÈÏÏÌȭȡ -ÙÔÈ ÁÎÄ 2ÅÁÌÉÔÙȟȱ ÉÎ Romantic Landscape: The 
Norwich School of Painters, ed. David Blaney Brown, Andrew Hemingway and Anne Lyles 
(London: Tate Gallery Publishing, 2000), 9. 
33 Ibid, 9-23. 
34 Ibid, 10 & 12. 
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stakeholders that can be involved in claiming artists lives and localities; for the 

artists in the Society claiming the Norwich School legitimated their own art by 

aligning it with a local, nationally famous painting tradition and for the 

bourgeoisie it was a means of promoting their taste, property and region as the 

School represented a distinctive rural and quintessentially English local identity 

that conferred status on the region.35  

In his earlier discussion of the role of cultural philanthropy in the 

invention of the Norwich school Hemingway argues that the late-19th-century 

.ÏÒ×ÉÃÈ ÂÏÕÒÇÅÏÉÓÉÅ ×ÅÒÅ ÉÎÔÅÇÒÁÌ ÔÏ ÔÈÅ 3ÃÈÏÏÌȭÓ ÃÒÅÁÔÉÏÎ ÁÎÄ ÐÒÏÍotion.36 It 

was a means of defining themselves and their role in society; promoting the city 

at a time when its importance was declining; and, affirming the value of local art 

at a point when it was diminishing.37 He identifies the local press as an important 

medium through which the idea of the School was conceived and represented, 

ÐÁÒÔÉÃÕÌÁÒÌÙ ÔÈÒÏÕÇÈ ÔÈÅ ÒÅÐÏÒÔÓ ÕÐÏÎ ÌÏÃÁÌ ÅØÈÉÂÉÔÉÏÎÓ ÏÆ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ×ÏÒË ÁÎÄ 

the class politics of these.38  This process was developed in reference to the 

Norwich School within the national press and the institutionalisation of the 

School through exhibitions and local collections.39  Reinforcing the different 

media through which claims are made, the press and temporary exhibitions 

ÒÅÆÌÅÃÔ (ÅÍÉÎÇ×ÁÙȭÓ ÃÏÎÃÌÕÓÉÏÎ ÔÈÁÔ ȬÔÈÅ .ÏÒ×ÉÃÈ School is a discursive construct 

which was developed to serve the interests of a particular bourgeois faction in a 

ÍÉÎÏÒ ÐÒÏÖÉÎÃÉÁÌ ÃÉÔÙȭȢ40 

The importance of exhibitions for claims on painter and place is also 

evident in John Bonehill, Stephen Daniels and .ÉÃÈÏÌÁÓ !ÌÆÒÅÙȭÓ ÄÉÓÃÕÓÓÉÏÎ ÏÆ 0ÁÕÌ 

                                                        
35 (ÅÍÉÎÇ×ÁÙȟ Ȱ.ÏÒ×ÉÃÈ 3ÃÈÏÏÌȟȱ ρπ Ǫ ρςȢ )Î ÔÈÉÓ ÒÅÓÐÅÃÔȟ ÉÔ ÉÓ ÎÏÔÅ×ÏÒÔÈÙ ÔÈÁÔ ÁÎÏÔÈÅÒ ÓÉÇÎÉÆÉÃÁÎÔ 
stakeholder is often the tourist, and tourist industry, who often make the association through 
their guided explorations of the landscape and their visits to cultural sites. An example of this is 
*ÏÓÉÁÈ 'ÉÌÂÅÒÔȭÓ ÂÏÏËȟ #ÁÄÏÒÅ ÏÒ 4ÉÔÉÁÎȭÓ #ÏÕÎÔÒÙȟ in which the landscape is explored through the 
ÁÒÔÉÓÔȭÓ ÌÉÆÅ ÉÎ ÃÈÁÐÔÅÒÓ ÓÕÃÈ ÁÓ Ȭ4ÉÔÉÁÎȭÓ ÒÏÁÄ ÔÏ ÔÈÅ ÍÏÕÎÔÁÉÎÓȭ ÏÒ Ȭ#ÁÄÏÒÅ ÔÈÅ ÃÒÁÄÌÅ ÏÆ ÌÁÎÄÓÃÁÐÅ 
ÁÒÔȭȟ *ÏÓÉÁÈ 'ÉÌÂÅÒÔȟ #ÁÄÏÒÅ ÏÒ 4ÉÔÉÁÎȭÓ #ÏÕÎÔÒÙ (London: Longmans, Green, and Co., 1869). 
36 !ÎÄÒÅ× (ÅÍÉÎÇ×ÁÙȟ Ȱ#ÕÌÔÕÒÁÌ 0ÈÉÌÁÎÔÈÒÏÐÙ ÁÎÄ ÔÈÅ )ÎÖÅÎÔÉÏÎ ÏÆ ÔÈÅ .ÏÒ×ÉÃÈ 3ÃÈÏÏÌȟȱ The 
Oxford Art Journal 11, no.2 (1988): 17-39. 
37 Ibid. 
38 Ibid, 17-21. 
39 Ibid, 21-27. 
40 Ibid, 36. 
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3ÁÎÄÂÙȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ .ÏÔÔÉÎÇÈÁÍȢ41  They argue that the display and 

collection of his work at Nottingham Castle, particularly the first exhibition of the 

ÂÒÏÔÈÅÒÓȭ ×ÏÒË ÉÎ ÔÈÅ ÃÁÓÔÌÅ ÉÎ ρψψτȟ ÈÁÓ ÂÅÅÎ ÃÅÎÔÒÁÌ ÔÏ ÔÈÅ claims made by the 

ÃÉÔÙ ÏÎ ÔÈÅ 3ÁÎÄÂÙȭÓ ÁÓ Ȭ.ÁÔÉÖÅÓ ÏÆ .ÏÔÔÉÎÇÈÁÍȭȢ42 This is reiterated by the limited 

ÔÉÍÅ ÔÈÅ 3ÁÎÄÂÙȭÓ ÁÃÔÕÁÌÌÙ ÓÐÅÎÔ ÉÎ .ÏÔÔÉÎÇÈÁÍ ÁÓ ÉÔ ÄÅÍÏÎÓÔÒÁÔÅÓ ÔÈÅ ÒÏÌÅ ÔÈÅÉÒ 

pictures of the city had in consolidating the relationship. Furthermore, this also 

ÓÈÏ×Ó ÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÔÈÅ ȬÎÁÔÉÖÅ ÓÏÎȭ ÁÓ Á ÍÅÁÎÓ ÔÈÒÏÕÇÈ ×ÈÉÃÈ ÓÕÃÈ 

associations were claimed as it allowed the place to express a sense of 

parenthood and, subsequently, ownership. Of notÅ ÉÓ ÔÈÅ ÃÏÍÐÁÒÉÓÏÎ ÔÈÅ ÁÕÔÈÏÒÓȭ 

draw between Sandby aÎÄ 7ÒÉÇÈÔȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎȟ ÃÏÍÍÅÎÔÉÎÇ ÔÈÁÔ ×ÈÉÌÓÔ 

the formerȭs paintings fostered a historical, pre-industrial, picturesque view of 

.ÏÔÔÉÎÇÈÁÍȟ 7ÒÉÇÈÔȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ×ÁÓ ÉÎ ÁÃÃÏÒÄÁÎÃÅ ×ÉÔÈ $ÅÒÂÙȭÓ Ï×Î ȬÓÅÌÆ-

image as the centre of an enterprising and progÒÅÓÓÉÖÅ ÒÅÇÉÏÎÁÌ ÃÕÌÔÕÒÅȭȢ43  

 Jan Birksted has foregrounded the importance of the sites of artistsȭ ÌÉÖes 

and work in his ÄÉÓÃÕÓÓÉÏÎ ÏÆ ,ÅÓ ,ÁÕÖÅÓȟ #ïÚÁÎÎÅȭÓ ÓÔÕÄÉÏ ÁÎÄ ÇÁÒÄÅÎ ÉÎ !ÉØ-en-

Provence [Fig.7]. 44  Birksted grounds his discussion through an in depth 

description of the studio, detailing its layout and contents, and the garden, 

stressing its deliberate wilderness.45  As Birksted notes, Les Lauves is 

ȬÉÎÄÉÓÓÏÌÕÂÌÙ ÁÓÓÏÃÉÁÔÅÄ ×ÉÔÈ #ïÚÁÎÎÅȭÓ ÌÁÔÅ ×ÏÒËȭȟ Á ÓÔÁÔÅÍÅÎÔ ÔÈÁÔ ÉÓ ÒÅÉÎÆÏÒÃÅÄ 

as she draws parallels between the studio, painter and practice such as his 

unconventional garden and his break from representational convention and the 

ÒÅÓÉÓÔÁÎÃÅ ÔÏ ÏÒÄÅÒ ÏÆ ÂÏÔÈ ÔÈÅ ÓÔÕÄÉÏȟ ÇÁÒÄÅÎ ÁÎÄ #ïÚÁÎÎÅȭÓ ÐÁÉÎÔÉÎÇÓȢ46 Thus, 

the painter is located through his studio, seen as a representative site for his late 

identity and output. Additionally, Birksted uses the garden at Les Lauves to locate 

Cézanne art historically, relating its wilderness both to his desire to paint 

Arcadian scenes that refashioned Poussin and in relation to the modernist 

                                                        
41 *ÏÈÎ "ÏÎÅÈÉÌÌȟ 3ÔÅÐÈÅÎ $ÁÎÉÅÌÓ ÁÎÄ .ÉÃÈÏÌÁÓ !ÌÆÒÅÙȟ Ȱ0ÁÕÌ 3ÁÎÄÂÙȡ 0ÉÃÔÕÒÉÎÇ "ÒÉÔÁÉÎȟȱ ÉÎ Paul 
Sandby: Picturing Britain, ed. John Bonehill and Stephen Daniels (London: Royal Academy of Arts, 
2009), 26-27. 
42 Ibid.  
43 Ibid,27. 
44 *ÁÎ "ÉÒËÓÔÅÄȟ Ȱ#ÅÚÁÎÎÅȭÓ ÐÒÏÐÅÒÔÙȟȱ ÉÎ Landscapes of memory and experience, ed. Jan Birksted 
(London & New York: Routledge, 2000), 77-86. 
45 Ibid, 78-80. 
46 Ibid, 80. 
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architectural concept of landscape as quasi-wilderness, particularly in Le 

#ÏÒÂÕÓÉÅÒȭÓ ÐÒÁÃÔÉÃÅȢ47  )Ô ÉÓȟ ÔÈÅÒÅÆÏÒÅȟ ÔÈÒÏÕÇÈ ÔÈÅ ÓÔÕÄÉÏ ÔÈÁÔ #ïÚÁÎÎÅȭÓ ÁÒÔ 

historical afterlife is articulated, incorporating him into the modernist tradition. 

Significantly, in closing his essay, Birksted indicates the transcendental ideal of 

!ÒÃÁÄÉÁȟ ÃÏÕÐÌÉÎÇ ÔÈÉÓ ×ÉÔÈ 0ÏÕÓÓÉÎȭÓ ÅÌÅÇÉÁÃ Ȭ)ȟ ÔÏÏȟ ÌÉÖÅÄ ÉÎ !ÒÃÁÄÙȭ ÍÅÁÎÉÎÇ 

Ȭ$ÅÁÔÈ ÉÓ ÅÖÅÎ ÉÎ !ÒÃÁÄÉÁȭȠ ÈÁÖÉÎÇ ÁÒÇÕÅÄ ÔÈÁÔ #ïÚÁÎÎÅȭÓ ÇÁÒÄÅÎ ÃÁÎ ÂÅ 

understood as a Modernist Arcadian quasi-wild landscape he suggests the 

ÐÁÉÎÔÅÒȭÓ ÁÆÔÅÒÌÉÆÅ ÔÈÒÏÕÇÈ ÔÈÅ ÓÔÕÄÉÏȢ48  The studio is preserved today as part of 

the Museum [English] Atelier Cézanne.  

 Many of the themes in this section ÁÒÅ ÄÒÁ×Î ÔÏÇÅÔÈÅÒ ÉÎ +ÁÔÉÅ 3ÃÏÔÔȭÓ 

discussioÎ ÏÆ 0ÏÕÓÓÉÎȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ×ÈÉÃÈ ÉÓ ȬÔÏÌÄ ÅÍÐÈÁÓÉÓÉÎÇ ÉÔÓ ÓÐÁÔÉÁÌ ÁÓ 

ÍÕÃÈ ÁÓ ÉÔÓ ÔÅÍÐÏÒÁÌ ÄÉÍÅÎÓÉÏÎȭȠ ÓÔÒÕÃÔÕÒÅÄ ÉÎ ÒÅÇÁÒÄÓ ÔÏ ÔÈÅ ÐÁÉÎÔÅÒȭÓ 

commemoration in Rome, Paris, and Les Andelys, it is intended to highlight the 

ritual of memorialisation and the broader issues of regional and national 

identity. 49  3ÃÏÔÔ ÁÄÄÒÅÓÓÅÓ 0ÏÕÓÓÉÎȭÓ ÅÁÒÌÉÅÓÔ ÍÏÎÕÍÅÎÔÓ ÉÎ 2ÏÍÅ ÁÔ ÔÈÅ 

Pantheon and at San Lorenzo in Lucina in the late 18th and early 19th-century; 

first, arguing that they were mediums through which Poussin was reclaimed for 

France [Fig.8].50 Through closely attending to the monuments themselves, the 

private patrons of these, their executors from the French School in Rome, and 

their locations, Scott shows how these were framed in relation to debates about 

which national school Poussin belonged to and, more broadly, comparisons 

ÂÅÔ×ÅÅÎ )ÔÁÌÙ ÁÎÄ &ÒÁÎÃÅȟ ÂÅÃÏÍÉÎÇ ȬÃÏÎÓÐÉÃÕÏÕÓ ÒÅÈÅÁÒÓÁÌÓ ÏÆ &ÒÅÎÃÈÎÅÓÓ 

ÁÂÒÏÁÄȭȢ51 3ÃÏÔÔ ÔÈÅÎ ÃÏÎÓÉÄÅÒÓ 0ÏÕÓÓÉÎȭÓ ÍÅÍÏÒÉÁÌÉÓÁÔÉÏÎ ÉÎ 0ÁÒÉÓ ÔÈÒÏÕÇÈ ÔÈÅ 

number of commemorative effigies in conspicuous and prestigious locations 

throughout Paris.52 This stresses that even with the changes in political regime 

Poussin continued to be invoked as a potent symbol of national identity, the 

ÒÅÌÁÔÉÖÅ ÁÕÔÏÎÏÍÙ ÏÆ ÔÈÅ ÃÕÌÔÕÒÁÌ ÓÐÈÅÒÅ ÁÎÄ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÒÅÐÕÔÁÔÉon for 

                                                        
47 Birksted, 77-84. 
48 Ibid, 84. 
49 +ÁÔÉÅ 3ÃÏÔÔȟ Ȱ)ÎÔÒÏÄÕÃÔÉÏn ɀ ȬÐÏÕÒ ÌÁ ÇÌÏÉÒÅ ÄÅÓ ÁÒÔÓ ÅÔ ÌȭÈÏÎÎÅÕÒ ÄÅ &ÒÁÎÃÅȭȡ ÃÏÍÍÅÍÏÒÁÔÉÎÇ 
Poussin 1784-ρωωυȟȱ ÉÎ Commemorating Poussin: Reception and Interpretation of the Artist, ed. 
Katie Scott and Genevieve Warwick (Cambridge: Cambridge University Press, 1999), 4. 
50 Ibid, 4-12. 
51 Ibid, 10. 
52 Ibid, 12-22. 
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independence allowing his invocation as a stable symbol of the continuities 

between past and present.53 (Ï×ÅÖÅÒȟ ÓÈÅ ÁÌÓÏ ÎÏÔÅÓ ÔÈÅ ÇÁÐ ÂÅÔ×ÅÅÎ 0ÏÕÓÓÉÎȭÓ 

reception institutionally and among the public, suggesting that in Paris he may 

have become lost ×ÉÔÈÉÎ ÔÈÅ ÐÒÏÌÉÆÅÒÁÔÉÏÎ ÏÆ ÓÔÁÔÕÅÓ ÅØÐÒÅÓÓÉÎÇ ȰÆÒÅÎÃÈÎÅÓÓȱȢ54 

0ÏÕÓÓÉÎȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ×ÉÔÈÉÎ ÈÉÓ ÎÁÔÉÖÅ .ÏÒÍÁÎÄÙ ÉÓ ÃÏÎÓÉÄÅÒÅÄ ÌÁÓÔȠ 

although this rests upon the erection of two monuments to the painter it is the 

accompanying civic ceremonial culture that Scott stresses.55 Through this she 

stages the difference between regional and national commemoration, arguing 

that his commemoration in Paris and Les Andelys was dialogic.56 At a local level 

3ÃÏÔÔ ÈÉÇÈÌÉÇÈÔÓ ÔÈÁÔ 0ÏÕÓÓÉÎȭÓ ÁÆÔÅÒÌÉÆÅ ×ÁÓ ÇÒÏÕÎÄÅÄ ÉÎ ÍÅÍÏÒÙ Òather than 

knowledge as he was reconstituted to meet current needs.57  3ÃÏÔÔȭÓ ÓÔÕÄÙ ÏÆ 

0ÏÕÓÓÉÎȭÓ ÁÆÔÅÒÌÉÆÅ ÃÏÍÐÒÅÈÅÎÓÉÖÅÌÙ ÄÅÍÏÎÓÔÒÁÔÅÓ ÔÈÅ ÆÌÕÅÎÃÙ ÏÆ ÔÈÅ ÒÅÌÁÔÉÏÎÓÈÉÐ 

between painter and place as it is constituted through different media, sites, 

institutio ns, places and people for different purposes. However, in her 

ÒÅÃÏÇÎÉÔÉÏÎ ÔÈÁÔ 0ÏÕÓÓÉÎ ×ÁÓ ȬÁ ÐÁÉÎÔÅÒ ×ÉÔÈ ÎÏ ÄÉÒÅÃÔ ÈÅÉÒÓȟ ÎÏ ÎÁÔÕÒÁÌ 

ÃÕÓÔÏÄÉÁÎÓ ÏÆ ÈÉÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎȭȟ 3ÃÏÔÔ ÉÎÄÉÃÁÔÅÓ ÁÎ ÉÍÐÏÒÔÁÎÔ ÄÉÆÆÅÒÅÎÃÅ 

in relation to Wright: the Derby painter had continuing support from a small 

cadre of friends and family who drove the exceptional local commitment to his 

memorialisation.58 

 

COMMEMORATIVE CULTURE 

During the 19th-century it was not just painters that were commemorated 

through place, creative figures from scientists to authors were memorialised 

through various mediums, sites, and locales. This corresponded with the 

emerging celebrity culture of the period. As Thomas Carlyle noted in 1840, 

Ȭ5ÎÉÖÅÒÓÁÌ ÈÉÓÔÏÒÙȟ ÔÈÅ ÈÉÓÔÏÒÙ ÏÆ ×ÈÁÔ ÍÁÎ ÈÁÓ ÁÃÃÏÍÐÌÉÓÈÅd in this world, is at 

                                                        
53 Scott, 17 & 19. 
54 Ibid, 22. 
55 Ibid, 22-32. 
56 Ibid, 27. 
57 Ibid, 31. 
58 Ibid, 9. 
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ÂÏÔÔÏÍ ÔÈÅ (ÉÓÔÏÒÙ ÏÆ ÔÈÅ 'ÒÅÁÔ -ÅÎ ×ÈÏ ÈÁÖÅ ×ÏÒËÅÄ ÈÅÒÅȢȭ59 These men (and 

women) were memorialised as embodiments of history and progress, as 

exemplary figures to be imitated, and as a means of illuminating the history of 

the world. 7ÒÉÇÈÔȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÄÕÒÉÎÇ ÔÈÅ 19th-century was, therefore, part 

of a broader cultural practice that this chapter will seek to consider in relation to 

the memorialisation of other creative figures, particularly in regards to the role 

of place in this.60 

 In contrast to the limited scholarship regarding the commemoration of 

painters, there is a large body of literature addressing the memorialisation of 

authors during the 19th-century, encompassing novelists, poets, philosophers 

and playwrights. This is representative of the proliferation of memorials to 

writers; they were among the most commemorated public figures during the 

period which Ronald Quinault has attributed to the literary character of Victorian 

culture.61 Joep Leerssen and Ann Rigney have also noted this, commenting that 

ȬÔÈÅ ÌÏÎÇ ÌÉÓÔ ÏÆ viri illustres included painters (Rubens, Rembrandt, Leonardo), 

composers (Beethoven, Handel), and scholars or inventors (Copernicus, 

Gutenberg). But it was above all literature which stole the commemorative 

limÅÌÉÇÈÔȢȭ62  For Leerssen and Rigney this can be explained by the perceived 

break from history due to revolution, urbanisation and migration generating a 

desire for re-establishing meaningful connections with the past; commemorating 

cultural heroes, like writers, was a means of representing national and local 

continuity and success.63 This was facilitated by their writings which, due to its 

reproducibility and the increasing literacy of the population, could bring together 

                                                        
59 Thomas Carlyle, On Heroes, Hero-Worship and the Heroic in History (London: Chapman and Hall 
Limited, 1840), 3. 
60  As Alison Yarrington has noted in The Commemoration of the Hero 1800-1864, another 
important aspect of 19th-century commemorative culture was the patriotic military and naval 
memorials that arose during the Napoleonic Wars and predominantly took the form of public 
sculptures, drawing upon European (and especially French) traditions of commemoration, Alison 
Yarrington, The Commemoration of the Hero 1800-1864: Monuments to the British Victors of the 
Napoleonic Wars (New York & London: Garland Publishing, Inc., 1988). This has been widely 
covered within the literature on 19th-century commemoration; this discussion will, therefore, be 
limited to the commemoration of creative figures as a broader context in which the 
commemoration of painters is situated.  
61 2ÏÌÁÎÄ 1ÕÉÎÁÕÌÔȟ Ȱ4ÈÅ #ÕÌÔ ÏÆ ÔÈÅ Centenary, c.1784-ρωρτȟȱ Historical Research 71, no.176 
(October 1998), 322. 
62 Joep Leerssen and Ann Rigney, Commemorating Writers in Nineteenth-Century Europe: Nation-
Building and Centenary Fever (Basingstoke: Palgrave Macmillan, 2014), 9. 
63 Ibid, 6 & 9. 
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different periods, people, and places.64 Nevertheless, even with this it is notable 

that often claims for an author centred upon places associated with their lives. 

 ! ËÅÙ ÅØÁÍÐÌÅ ÏÆ ÔÈÉÓ ÉÓ 3ÈÁËÅÓÐÅÁÒÅȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ×ÈÉÃÈȟ ÆÒÏÍ ÔÈÅ 

18th-century ÏÎ×ÁÒÄÓȟ ÍÅÍÏÒÉÁÌÉÓÅÄ ÔÈÅ ÐÌÁÙ×ÒÉÇÈÔ ÁÓ ÁÎ ȬÉÃÏÎ ÏÆ %ÎÇÌÉÓÈÎÅÓÓȭȢ65 

Clara Calvo and Coppélia Kahn have argued that the commemoration of the 

author has gained a mythic quality as a cultural institution has arisen around the 

author and his work which, though subject to change, has sustained the 

reputation of the playwright and facilitated his cultural appropriation within 

many nations.66 Such events as the tercentenary commemoration in Sydney in 

1916 or its mediation through performances by Thomas Betterton and Henry 

Irving in the 18th and 19th centuries are considered, showing the fluency of 

3ÈÁËÅÓÐÅÁÒÅȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎȟ ÉÔÓ ÇÌÏÂÁÌ ÒÅÁÃÈ ÁÎÄ ÁÐÐÒÏÐÒÉÁÔÉÏÎȟ ÁÎÄ ÔÈÅ 

different mediums through which it is constituted. Yet, this is underwritten by 

#ÁÌÖÏ ÁÎÄ +ÁÈÎȭÓ ÒÅÃÏÇÎÉÔÉÏÎ ÏÆ ÔÈÅ ÓÉÇÎÉÆÉÃÁÎÃÅ ÏÆ 3ÔÒÁÔÆÏÒÄ-upon-Avon, arguing 

that without the 1769 bicentenary celebrations orchestrated by David Garrick, 

an actor famous for his Shakespearian roles, it is likely that there would not have 

been a commemorative culture.67 They argue that these celebrations established 

rituals of bardolatry and linked the playwright to the calendar becoming a 

cultural habit that is ongoing today.68 !Ó 3ÈÁËÅÓÐÅÁÒÅ ×ÁÓ ÃÌÁÉÍÅÄ ÁÓ Ȱ3×ÅÅÔ 

3×ÁÎ ÏÆ !ÖÏÎȱȟ ÔÈÉÓ ×ÁÓ Á ÍÏÍÅÎÔ ÉÎ ×ÈÉÃÈ ÔÈÅ ÁÓÓÏÃÉÁÔÉÏÎ ÂÅÔ×ÅÅÎ ÔÈÅ 

playwright and Stratford was affirmed, particularly as claims had also been made 

for him in London during the 18th-century.69 The town was understood to bear 

×ÉÔÎÅÓÓ ÔÏ 3ÈÁËÅÓÐÅÁÒÅȭÓ ÌÉÆÅȟ ÉÎÖÏËÉÎÇ ÉÄÅÁÓ ÏÆ ÔÈÅ ȬÒÅÁÌ ÍÁÎȭȢ70 3ÈÁËÅÓÐÅÁÒÅȭÓ 

birthplace has, therefore, a double function as the writers birthplace and the 

origins of commemorative practices relating to him. This registers the sense of 

heritage that birthplaces draw upon in claiming authors, as is also evident in the 

ÌÁÔÅÒ ÐÒÅÓÅÒÖÁÔÉÏÎ ÏÆ (ÁÒÄÙȭÓ #ÏÔÔÁÇÅ ÂÙ ÔÈÅ .ÁÔÉÏÎÁÌ 4ÒÕÓÔ ÁÌÏÎÇ ×ÉÔh a visitors 

                                                        
64 Leerssen and Rigney, 10. 
65 Clara Calvo and Coppéllia Kahn, eds., Celebrating Shakespeare: Commemoration and Cultural 
Memory (Cambridge: Cambridge University Press, 2015), 1. 
66 Ibid. 
67 Ibid, 6. 
68 Ibid, 6-7. 
69 Ibid, 8 & 10-11. 
70 Ibid. 
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ÃÅÎÔÒÅ ÁÎÄ ×ÁÌËÉÎÇ ÔÒÁÉÌÓ ÆÏÌÌÏ×ÉÎÇ (ÁÒÄÙȭÓ ÆÏÏÔÓÔÅÐȟ ÄÅÍÏÎÓÔÒÁÔÉÎÇ ÔÈÅ 

appropriation of the author within a collective history [Fig.9]. 

 Shakespeare as a key figure within the tradition of literary 

commemoration is also evident in Joep LeerssÅÎ ÁÎÄ !ÎÎ 2ÉÇÎÅÙȭÓ ÄÉÓÃÕÓÓÉÏÎ ÏÆ 

the commemoration of writers within 19th-century Europe which they open by 

describing the 1769 celebration of Shakespeare.71  They then delineate the 

ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ 3ÈÁËÅÓÐÅÁÒÅȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÔÈÒÏÕÇÈ ÔÉÍÅȟ ÐÌÁÃÅ ÁÎÄ ÍÅÄÉÕÍ 

such as the 1864 exhibition at Crystal Palace in London for the tercentenary, the 

Shakespeare Gallery that opened in 1789, and the publications and literary 

gatherings prompted by the 1916 tercentenary celebration of his death.72 

Following this, a range of case studies from Walter Scott to Hendrick Conscience 

are discussed; these demonstrate that whilst there was some consistency in the 

form of such commemorations, often as they deliberately evoked past memorials, 

they were also a means through which places claimed their distinctive cultures.73 

4ÈÅÓÅ ÍÅÍÏÒÉÁÌÉÓÁÔÉÏÎȭÓ ÁÒÅ ÓÈÏ×Î ÔÏ ÂÅ ÍÏÍÅÎÔÓ ÉÎ ×ÈÉÃÈ ÍÕÌÔÉÐÌÅ ÉÄÅÁÓȟ 

narratives, and politics intersect, most frequently in the overlap of claims for 

native sons and national figureheads.74  

  Inherent to these discussions is the recognition that claims for the 

association of authors lives and localities are mediated through particular sites 

ÁÎÄ ÐÌÁÃÅÓȢ 4ÈÅÒÅ ÉÓ Á ÌÏÎÇ ÈÅÒÉÔÁÇÅ ÆÏÒ ÔÈÉÓȟ ÅÐÉÔÏÍÉÓÅÄ ÉÎ 7ÉÌÌÉÁÍ (Ï×ÉÔÔȭÓ ÂÏÏËȟ 

Homes and Haunts of the Most Eminent British Poets, ×ÈÉÃÈ ÈÅ ÄÅÓÃÒÉÂÅÄ ÁÓ ȬÁ 

work on the residences of eminent poets, including so much biographical and 

critical remark as seemed necessary to the full elucidation of the subject, or of the 

ÃÈÁÒÁÃÔÅÒ ÏÆ ÐÁÒÔÉÃÕÌÁÒ ÐÏÅÔÓȢȭ75 Discussing the writers in respect to the places 

associated with their lives, the locale becomes a window into their character and 

life as well as a medium through which their reputation was sustained.76  In 

recent scholarship the sites of a writers life have continued to be important in 

                                                        
71 Leerssen and Rigney, 1. 
72 Ibid, 10-11. 
73 Ibid, 5 & 14. 
74 Ibid, 17-19. 
75 William Howitt, Homes and Haunts of the Most Eminent British Poets, 3rd Edn. (London & New 
York: George Routledge & Co., 1857), 704. 
76 Ibid, 269. 
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shaping their posthumous commemoration and reputation even as there is 

ambivalence around the sites as nostalgic but inauthentic relics.77 Alison Booth, 

ÔÈÒÏÕÇÈ ÃÏÍÐÁÒÉÎÇ ÔÈÅ ȰÁÕÔÈÏÒ ÃÏÕÎÔÒÙȱ ÏÆ (ÅÎÒÙ 7ÁÄÓ×ÏÒÔÈ ,ÏÎÇÆÅÌÌÏ× ÁÎÄ 

the Brontë sisters highlights the significance of their homes and haunts in 

constructing the identity of both writer and place; in laying claim to a writer; in 

creating cultural capital; and in shaping an idea of shared cultural history.78 

However, within this Booth argues that the interest in place of the 19th-century 

ÈÁÓ ÂÅÅÎ ÌÁÒÇÅÌÙ ÏÖÅÒÌÏÏËÅÄ ÄÕÅ ÔÏ ÔÈÅ ÏÐÐÏÓÉÔÉÏÎ ÐÅÒÃÅÉÖÅÄ ÂÅÔ×ÅÅÎ Á ×ÒÉÔÅÒȭÓ 

localism or regionalism and their canonicity which was founded upon the 

transcendence of their specific historical and geographical contexts.79 Notably, 

this association of artistic genius with timelessness and placelessness which 

works against discussion of how reputation is shaped and constructed within 

specific contexts is also evident in the art historical canon. 

This emphasis upon timelessness may also have influenced the belief that 

the best commemoration of a writer was his work, an argument that, as Quinault 

ÈÉÇÈÌÉÇÈÔÓȟ ×ÁÓ ÁÐÐÁÒÅÎÔ ÉÎ ÔÈÅ ÄÉÓÃÏÕÒÓÅ ÁÒÏÕÎÄ 3ÈÁËÅÓÐÅÁÒÅȭÓ ÔÅÒÃÅÎÔÅÎÁÒÙ ÁÎÄ 

promoted by Dickens.80  Although this did not preclude ÔÈÅ "ÁÒÄȭÓ ÍÁÔÅÒÉÁÌ 

commemoration as it was marked by such buildings as the Shakespeare 

Memorial Theatre at Stratford, which opened in 1879, the contestation around 

suitable forms of commemoration could be read in the later date of the statues 

that were erected in London and Stratford and the publication of more editions 

ÏÆ 3ÈÁËÅÓÐÅÁÒÅȭÓ ×ÏÒËȢ81 Underpinning this was, therefore, the belief that the 

works upon which their fame rested were the best representation of the man, 

particularly as their value was understood in terms of their universal acclaim, 

transcending the limits of time and space in respect to their public recognition 

and importance. Such attitudes towards the value of the works are also pertinent 

in respect to the commemoration of artists, as their paintings may have been 

similarly understood as the best representation and memorial of them. This 

                                                        
77 Calvo and Kahn, 10-11. 
78 !ÌÉÓÏÎ "ÏÏÔÈȟ Ȱ!ÕÔÈÏÒ #ÏÕÎÔÒÙȡ ,ÏÎÇÆÅÌÌÏ×ȟ ÔÈÅ "ÒÏÎÔòÓȟ ÁÎÄ !ÎÇÌÏÐÈÏÎÅ (ÏÍÅÓ ÁÎÄ (ÁÕÎÔÓȟȱ 
Romanticism and Victorianism on the Net, no.48 (November 2007), accessed 14 November 2016, 
http://id.erudit.org/iderudit/017438ar.   
79 Ibid. 
80 Quinault, 312. 
81 Ibid. 
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suggests how paintings and collections became another important medium 

through which an artist can be memorialised.  

However, this strand of thought did not outweigh the far more 

widespread interest in the locales of writers, leading to a growing literary 

tourism which has been discussed by Nicola Watson. She notes that it was during 

the 19th-century that the practice of visiting places associated with particular 

books grew into a commercially significant phenomenon, encapsulated by the 

ÃÏÎÓÔÒÕÃÔÉÏÎ ÏÆ 2ÏÂÅÒÔ "ÕÒÎÓȭÓ !ÌÌÏ×ÁÙ ÏÒ ÔÈÅ "ÒÏÎÔò ÓÉÓÔÅÒÓȭ (Á×ÏÒÔÈ ÁÓ ÓÉÔÅÓ ÏÆ 

native literary pilgrimage.82 Highlighting that this could relate to both the places 

of the ×ÒÉÔÅÒȭÓ ÂÉÏÇÒÁÐÈÙȟ ÔÈÅ ÐÌÁÃÅÓ ×ÉÔÈÉÎ ÔÈÅ ÔÅØÔ ÏÒ ÂÏÔÈȟ ÓÈÅ ÓÔÒÅÓÓÅÓ ÔÈÅ 

materialism and commercialism of literary tourism which effected a reinvention 

of the national map through the reconceptualization of regions like 

7ÏÒÄÓ×ÏÒÔÈȭÓ ,ÁËÅ $ÉÓÔÒÉÃÔ ÏÒ $ÉÃËÅÎÓȭÓ ,ÏÎÄÏÎȢ83 In this respect, Watson draws 

attention to the role of increased leisure time, mass literacy and transport 

improvements, particularly the railway, in facilitating the spread and growth of 

literary tourism, as well as its material out-workings.84 In regards to the latter, 

Watson particularly notes the importance and development of intermediary 

texts, from the topographical poems, epitaphs, or obituaries of the 18th-century 

to the guidebooks with literary-location excerpts or the essays devoted to 

ÌÏÃÁÌÉÔÉÅÓ ÏÆ ÌÉÔÅÒÁÒÙ ÉÎÔÅÒÅÓÔȟ ÌÉËÅ (Ï×ÉÔÔȭÓ Homes and Haunts, of the 19th-

century.85 Indeed, topographical writing like The Beauties of England and Wales 

×ÈÉÃÈȟ ×ÈÅÎ ÄÅÓÃÒÉÂÉÎÇ 7ÒÉÎÇÔÏÎȟ ÄÒÁ×Ó ÁÔÔÅÎÔÉÏÎ ÔÏ ȬÁÎ ÈÕÍÂÌÅ ÃÏÔÔÁÇÅ ÉÎ ÔÈÉÓ 

parish had the distinguished honour of giving birth to Mr. John Locke, one of the 

ÆÉÒÓÔ ÐÈÉÌÏÓÏÐÈÉÃ ÃÈÁÒÁÃÔÅÒÓ ÔÈÅ ÁÎÎÁÌÓ ÏÆ ÓÃÉÅÎÃÅ ÃÁÎ ÂÏÁÓÔ ÏÆȭȟ ÆÏÌÌÏ×ÅÄ ÂÙ ÈÉÓ 

ÂÉÏÇÒÁÐÈÙ ÁÎÄ ÁÎ ÁÐÐÅÁÌ ÆÏÒ ÆÕÎÄÓ ÆÏÒ Á ÍÏÎÕÍÅÎÔ ÔÏ ,ÏÃËÅ ÉÎ 3Ô 0ÁÕÌȭÓ ÃÁÔÈÅÄÒÁÌȟ 

underscores the currency of associations between celebrities of all types and 

their homes.86 Additionally, Watson also stresses the importance of non-literary 

                                                        
82 Nicola J. Watson, The Literary Tourist: Readers and Places in Romantic & Victorian Britain 
(Basingstoke: Palgrave Macmillan, 2006), 1. 
83 Ibid, 1-15. 
84 Ibid, 8. 
85 Ibid, 9. 
86 Rev. J. Nightingale, The Beauties of England and Wales; or delineations topographical, historical 
and descriptive, ÖÏÌȢρσ ɉ,ÏÎÄÏÎȡ *Ȣ (ÁÒÒÉÓȠ ,ÏÎÇÍÁÎ ÁÎÄ #ÏȢȠ *Ȣ 7ÁÌËÅÒȠ 2Ȣ "ÁÌÄ×ÉÎȣȟ ρψρσɊȟ φρχ-
621. 
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forms of on-site commemoration that bind the writers and texts to places such as 

graves, tombs, and cenotaphs [Fig.10].87  

Watson also draws attention to the practice of preserving and conserving 

Á ×ÒÉÔÅÒȭÓ ÈÏÕÓÅ ÁÓ Á ÍÁÔÅÒÉÁÌÉÓÁÔÉÏÎ ÏÆ ÌÉÔÅÒÁÒÙ ÔÏÕÒÉÓÍȟ ÎÏÔÉÎÇ ÔÈÅ ÄÉÆÆÅÒÅÎÔ 

ÆÏÒÍÓ ÉÔ ÃÁÎ ÈÁÖÅ ÆÒÏÍ ÔÈÅ ÐÌÁÑÕÅ ÍÁÒËÉÎÇ ×ÈÅÒÅ ÉÔ ÏÎÃÅ ×ÁÓȟ ÁÓ ×ÉÔÈ -ÉÌÔÏÎȭÓ 

birthplace, to an existing housÅ ÏÐÅÎÅÄ ÁÓ Á ÃÕÒÉÏÓÉÔÙ ÏÒ ÁÓ Á ȰÐÒÏÐÅÒȱ 

commemorative museum.88 This cultural trend has been surveyed by Shirley 

Hoover Biggers; a glance at the table of contents which has 33 chapters each 

dedicated to a different authors house museum from Jane Austen to Sir Arthur 

Conan Doyle, Daphne du Maurier and D. H. Lawrence immediately demonstrates 

ÔÈÉÓ ÐÒÁÃÔÉÃÅȭÓ ÅÎÄÕÒÁÎÃÅ ÁÎÄ ×ÉÄÅ-range.89 This also demonstrates the claims 

made by different places upon the same person as, for example, Biggers notes 

that Dickens and Burns are both memorialised by four houses.90  Taking a 

descriptive approach, Biggers echoes the understanding of Stratford as reflecting 

ÔÈÅ ÒÅÁÌ 3ÈÁËÅÓÐÅÁÒÅ ÁÓ ÓÈÅ ×ÒÉÔÅÓ ÔÈÁÔ ȬÔÈÅ ÈÏÕÓÅÓ ×ÈÅÒÅ ÔÈÅÙ ÌÉÖÅÄ ×ÈÉÌÅ ÔÈÅÙ 

penned their works can help us better to understand both the writer and the 

×ÒÉÔÉÎÇȢȭ91 As Watson has noted these houses and their contents refer insistently 

to the authorial body.92 

Statuary was another important form of commemoration during the 19th-

century marking, promoting and sustaining the association between lives and 

localities as is evident in the statue of Reynolds outside the Royal Academy 

[Fig.11]. As Alison Yarrington has shown, monuments were a means of 

representing national values and achievements, symbolising national pride to the 

world, as well as mediums through which local, civic ideals and achievements 

were expressed as they improved the appearance of the place and symbolised 

local civic pride.93  In regards to literary figures, Watson has noted their 

                                                        
87 Watson, 11. 
88 Ibid. 
89 Shirley Hoover Biggers, British Author House Museums and Other Memorials: A Guide to Sites in 
England, Ireland, Scotland and Wales (Jefferson, North Carolina & London: McFarland & Company, 
Inc., Publishers, 2002). 
90 Ibid, 6. 
91 Ibid. 
92 Watson, 11. 
93 Yarrington, vii-viii & 326. 
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proliferation and their expaÎÓÉÖÅÎÅÓÓ ÁÓ ÔÈÅÙ ÃÁÎ ÉÎÃÌÕÄÅ ÁÎ ÁÕÔÈÏÒȭÓ ÒÅÌÁÔÉÖÅÓȟ 

characters or even pets.94  Yarrington underscores that this practice was not 

confined to national heroes; they were raised to commemorate  celebrated local 

men, expressing the ideals and achievements of the provincial town or city in 

which they were represented, and creative figures like inventors, whose 

commemoration within towns, cities, universities and professional bodies 

Christine MacLeod has shown was not only a public tribute but a means of 

associating themselves with inventive achievement.95  

!Ó 7ÁÔÓÏÎȭÓ ÄÅÍÏÎÓÔÒÁÔÅÓ ɀ and these examples show ɀ the 

memorialisation of sites to locate the author and fictive text was a complex 

process; Watson frames this in relation to the desire for authenticity in the face 

of mass readership; the impact of realism; and, as another side effect of cultural 

nationalism.96  Whilst this focusses upon writers alone, as a larger cultural 

practice such tourism also embraced artists, as the example of Constable Country 

makes eviÄÅÎÔȢ 4ÈÕÓȟ 7ÁÔÓÏÎȭÓ ÓÔÕÄÙ ÐÒÏÖÉÄÅÓ ÕÓÅÆÕÌ ÉÎÓÉÇÈÔÓ ÉÎ ÒÅÓÐÅÃÔ ÔÏ ÔÈÅ 

multiple material ways in which such relationships were expressed, consolidated 

and perpetuated as well as pointing to the role cultural figures had in shaping the 

perception of local and national landscapes and heritage, even though Derby did 

not develop such a significant tourist industry due to its industrial reputation.  

The centenary has also had an important role in occasioning the 

commemoration of a celebrity, as has been discussed by Quinault.97 Significantly, 

this also widens the range of people commemorated from writers alone and 

highlights the continental reach of such memorials. Noting that such celebrations 

did not become commonplace until mid-19th-century, he stresses the 

EuroÐÅÁÎÉÓÍ ÏÆ ÔÈÅ ȬÃÕÌÔ ÏÆ ÔÈÅ ÃÅÎÔÅÎÁÒÙȭȟ ÐÁÒÔÉÃÕÌÁÒÌÙ ÉÔÓ ÇÒÏ×ÔÈ ÉÎ &ÒÁÎÃÅ 

where the Revolution prompted the veneration of catholic saints to be replaced 

with secular heroes, epitomised in the renaming of the Paris church of Ste 

Geneviève to the Panthéon and its dedication to such celebrities as Voltaire and 

                                                        
94 Watson, 11. 
95  Yarrington vi; Christine MacLeod, Heroes of Invention: Technology, Liberalism and British 
Identity, 1750-1914 (Cambridge: Cambridge University Press, 2007), 4. 
96 Watson, 13-14. 
97 Quinault. 
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Rousseau.98 This continentalism is also apparent in his reference to the Dante 

sextenary in Florence in 1865; the Goethe celebrations to mark his centenary in 

1849 in Berlin, Frankfurt and Weimar; or, the 1859 Schiller festival at Crystal 

Palace and in Bradford, marking the centenary of his birth, and appealing to the 

large German populations in these cities.99  Through such examples, Quinault 

ÄÅÍÏÎÓÔÒÁÔÅÓ ÔÈÅ ÁÐÔÉÔÕÄÅ ÏÆ ÌÁÂÅÌÌÉÎÇ ÔÈÉÓ Á ȬÃÕÌÔȭȟ ÈÉÇÈÌÉÇÈÔÉÎg the influence of 

fashion and competition in driving their popularity; their similarities stylistically 

and procedurally, as in the social gatherings they generated, celebratory poetry, 

music and performances that were often staged; and their debt to popular 

recreation and tourism. 100  This is also significant as it highlights the 

performativity of such commemorations and their adaptation within different 

ÃÉÒÃÕÍÓÔÁÎÃÅÓȠ +ÁÒÅÎ ,ÁÉÒÄȟ ÆÏÒ ÅØÁÍÐÌÅȟ ÒÅÃÏÇÎÉÓÉÎÇ ÔÈÅ ÔÅÒÍÓ ÏÆ $ÉÃËÅÎÓȭÓ ×ÉÌÌ 

which ensured that upon his death there would be no theatricality or 

performance of grief, has discussed the adaptations of his novels into 

performances and their influence upon his changing posthumous reputation as a 

father figure, seen through the lens of his characters or flawed by his moral 

failings.101 

Yet, within this, Quinault also highlights their roots in local patriotism and 

their expression of contemporary preoccupations, a point echoed by Leerssen 

and Rigney who emphasise the role of civil society in shaping collective identities 

and their development upon municipal traditions to build civic pride.102  For 

example, in discussing the 1844 Ayr Festival celebrating Robert Burns, Murray 

Pittock and Christopher Whatley demonstrate that the involvement of masons, 

flags, songs, and Mauchline ware as souvenirs (small carved wooden-pieces 

decorated with places associated with Burns and other notable figures) 

ÃÏÍÐÌÉÃÁÔÅÓ ÔÈÅ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÉÔ ÁÓ Á ȬÓÔÁÇÅ-managed piece of Young Scotland, 

ÏÎÅ ÎÁÔÉÏÎ 4ÏÒÙÉÓÍȭ ÉÎÓÔÅÁÄ ÁÒÇÕÉÎÇ ÔÈÁÔ ÉÔ ȬÉÎevitably escaped this agenda, given 

the uncontrollability of their audience, the growing and mobile presence of a 

                                                        
98 Quinault, 305. 
99 Ibid, 307-313. 
100 Ibid, 321. 
101  +ÁÒÅÎ ,ÁÉÒÄȟ Ȱ4ÈÅ 0ÏÓÔÈÕÍÏÕÓ $ÉÃËÅÎÓȡ #ÏÍÍÅÍÏÒÁÔÉÖÅ !ÄÁÐÔÁÔÉÏÎÓȟ ρψχπ-ςπρςȟȱ Neo-
Victorian Studies 5, no.2 (2012): 12-34. 
102 Quinault, 322; Leerssen and Rigney, 15 & 17. 
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commercial and professional middle class, and the sheer popularity of Burns, 

whose reputation was ultimately beyond the gate-keeping of any particular 

ÇÒÏÕÐȭ [Fig.12].103 

Furthermore, as these centenaries highlight, 19th-century celebrity 

commemoration was not exclusive to writers; for example in 1858 the 

ÂÉÃÅÎÔÅÎÁÒÙ ÏÆ #ÒÏÍ×ÅÌÌȭÓ ÄÅÁÔÈ ÌÅÄ ÔÏ ÓÅÖÅÒÁÌ ÓÔÁÔÕÅÓ ÁÎÄ Ô×Ï ÐÉÃÔÕÒÅÓ ÁÔ ÔÈÅ 

Royal Academy.104 Similarly, within the literature of the period a wider interest 

ÉÎ ÃÅÌÅÂÒÉÔÙ ÆÉÇÕÒÅÓ ÉÓ ÁÐÐÁÒÅÎÔȟ ÁÓ ÉÎ 7ÉÌÌÉÁÍ $Ï×ÌÉÎÇȭÓ ×ÒÉÔÉÎÇ ×ÈÉÃÈȟ ÁÄÏÐÔÉÎÇ 

(Ï×ÉÔÔȭÓ ÍÏÄÅÌȟ ÃÌÁÉÍÓ ÔÏ ȬÂÒÉÎÇ ÂÅÆÏÒÅ ÔÈÅ 2ÅÁÄÅÒ ÔÈÏÓÅ ÐÌÁÃÅÓ ÉÎ ÔÈÅ 

neighbourhood of Eton and Windsor, which are connected with the histories of 

ÇÒÅÁÔ 0ÏÅÔÓ ÁÎÄ 3ÔÁÔÅÓÍÅÎȢȭ105  

#ÈÒÉÓÔÉÎÅ -ÁÃ,ÅÏÄȭÓ ÂÏÏËȟ Heroes of Invention, highlights this expanding 

pantheon of creative figures through focussing upon the significance of the swift 

rise, and then fall, of the inventor within 19th-century celebrity culture.106 By 

focussing upon one of the earliest examples of this, James Watt who died in 1819, 

she highlights how his apotheosis was a subversion of the dominant heroic image 

and a means of celebrating the importance of the industrial classes within the 

ÎÁÔÉÏÎȭÓ ÐÒÏÓÐÅÒÉÔÙȢ107 3ÉÇÎÉÆÉÃÁÎÔÌÙȟ ÉÎ ÁÐÐÒÏÁÃÈÉÎÇ ÔÈÅ ÓÕÂÊÅÃÔ ÏÆ ÔÈÅ ÉÎÖÅÎÔÏÒȭÓ 

19th-century ÆÏÒÔÕÎÅÓ -ÁÃ,ÅÏÄ ÓÔÁÔÅÓ ÔÈÁÔ ȬÒÅÐÕÔÁÔÉÏÎ ÉÓ ÃÏÎÔÉÎÇÅÎÔ ÏÎ ÓÐÅÃÉÆÉÃ 

ÃÕÌÔÕÒÁÌ ÖÁÌÕÅÓȢ (Ï×ÅÖÅÒ ÍÁÇÎÉÆÉÃÅÎÔ ÁÎ ÉÎÄÉÖÉÄÕÁÌȭÓ ÁÃÈÉÅÖÅments may be, fame 

ÁÎÄ ÈÏÎÏÕÒ ÈÉÎÇÅ ÏÎ Á ÐÁÒÔÉÃÕÌÁÒ ÓÏÃÉÅÔÙȭÓ ÅÓÔÉÍÁÔÉÏÎ ÏÆ ÔÈÅÍ ÁÎÄ ÈÏ× ÉÔ ÃÈÏÏÓÅÓ 

ÔÏ ÉÎÔÅÒÐÒÅÔ ÔÈÅÍȢȭ108 In the case of inventors she highlights such factors as the 

distrust of patentees and the role of the Great Exhibition in 1851 in celebrating 

manufacturing as some of the things that shaped the perception of the 

inventor. 109  Thus, she demonstrates the importance of situating the 

                                                        
103 -ÕÒÒÁÙ 0ÉÔÔÏÃË ÁÎÄ #ÈÒÉÓÔÏÐÈÅÒ !Ȣ 7ÈÁÔÌÅÙȟ Ȱ0ÏÅÍÓ ÁÎÄ &ÅÓÔÉÖÁÌÓȟ !ÒÔ ÁÎÄ !ÒÔÅÆÁÃÔ ÁÎÄ ÔÈÅ 
Commemoration of Robert Burns, c.1844-ÃȢρψωφȟȱ The Scottish Historical Review XCIII, no.236 
(April 2014), 62. 
104 Quinault, 314. 
105 William Dowling, Poets and Statesmen; their homes and memorials in the neighbourhood of 
Windsor and Eton (London: E. P. Williams, 1857), xi. 
106 MacLeod. 
107 Ibid, 1-2. 
108 Ibid, 25. 
109 Ibid. 
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commemoration and celebration of notable figures within the wider cultural 

context of the time, recognising that their representation is shaped by 

contemporary concerns and mediated through place, an approach this thesis will 

seek to adopt.  

  

JOSEPH WRIGHT AND PLACE 

!Ó ÔÈÅ ÓÏÕÂÒÉÑÕÅÔ ȬÏÆ $ÅÒÂÙȭ ÍÁËÅÓ ÃÌÅÁÒȟ 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ ÔÈÅ ÔÏ×Î ÉÓ 

well-established and is, therefore, a recurring, if implicit, subject for scholars. In 

surveying the scholarship about the painter, the various ways in which his 

relationship with place has been addressed and claimed will be foregrounded. 

Through this it will become apparent tÈÁÔ 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ ÐÌÁÃÅ ÈÁÓ 

primarily been considered during his lifetime and in terms of his reputation. 

4ÈÅÒÅÆÏÒÅȟ ÁÓ Á ÓÔÕÄÙ ÏÆ ÔÈÅ ÍÅÃÈÁÎÉÓÍÓ ÁÎÄ ÎÅÔ×ÏÒËÓ ÔÈÒÏÕÇÈ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ 

ÁÆÔÅÒÌÉÆÅ ×ÁÓ ×ÏÖÅÎ ÉÎÔÏ $ÅÒÂÙȭÓ ÃÉÖÉÃ ÃÕÌÔÕÒÅ ÄÕÒÉÎÇ ÔÈÅ 19th-century, this thesis 

builds upon and contributes to this literature. 

 4×Ï ÐÒÅÄÏÍÉÎÁÎÔ ÎÁÒÒÁÔÉÖÅÓ ÈÁÖÅ ÅÍÅÒÇÅÄ ÒÅÇÁÒÄÉÎÇ 7ÒÉÇÈÔȭÓ 

association with Derby: his place at the cutting-edge of enlightenment culture 

and his provincialism as a limiting-label. Central to this has been Francis 

+ÌÉÎÇÅÎÄÅÒȭÓ ÄÉÓÃÕÓÓÉÏÎ ÏÆ ÔÈÅ ÐÁÉÎÔÅÒ ÉÎ ÈÉÓ ÓÅÍÉÎÁÌ ÂÏÏËȟ Art and the Industrial 

Revolution, first published in 1947.110 (ÅÒÁÌÄÉÎÇ 7ÒÉÇÈÔ ÁÓ ȬÔÈÅ ÆÉÒÓÔ ÐÒÏÆÅÓÓÉÏÎÁÌ 

ÐÁÉÎÔÅÒ ÔÏ ÅØÐÒÅÓÓ ÔÈÅ ÓÐÉÒÉÔ ÏÆ ÔÈÅ ÉÎÄÕÓÔÒÉÁÌ ÒÅÖÏÌÕÔÉÏÎȭȟ +lingender presented 

7ÒÉÇÈÔȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍ ÁÓ Á ȬÎÅ× ÅØÃÉÔÉÎÇ ÆÉÅÌÄȭ ÔÈÁÔ ÉÎÓÐÉÒÅÄ ÁÎÄ ÓÔÉÍÕÌÁÔÅÄ ÔÈÅ 

painter.111 #ÉÔÉÎÇ 7ÒÉÇÈÔȭÓ ÅÁÒÌÙ ÓÃÉÅÎÔÉÆÉÃ ÁÎÄ ÉÎÄÕÓÔÒÉÁÌ ÓÕÂÊÅÃÔÓ ÁÓ ÅÖÉÄÅÎÃÅȟ 

+ÌÉÎÇÅÎÄÅÒ ÒÅÐÒÅÓÅÎÔÓ ÔÈÅ ÐÁÉÎÔÅÒ ÁÓ ȬÁ ÐÉÏÎÅÅÒȭ ×ÉÔÈ Á ȬÓÐÉÒÉÔ ÏÆ ÓÃÉÅÎÔÉfic 

ÃÕÒÉÏÓÉÔÙȭ ÆÉÒÍÌÙ ÌÏÃÁÔÅÄ ÁÎÄ ÅÎÇÁÇÅÄ ÉÎ $ÅÒÂÙȭÓ ÅÎÌÉÇÈÔÅÎÍÅÎÔ ÃÕÌÔÕÒÅȢ112 

Through this, Klingender frames the painter in relation to European artists and 

traditions, often viewed as more modern and innovative than their English 

counterparts. Wright is linked with the Swedish artist, Pehr Hilleström, and the 

                                                        
110 Francis D. Klingender, Art and the Industrial Revolution (London: Noel Carrington, 1947). 
111 Ibid, 46. 
112 Ibid, 46-57. 
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French artist, Léonard Defrance, both active in the 18th-century and painting 

industrial subjects [Fig. 13 and 14].113 #ÏÎÓÅÑÕÅÎÔÌÙȟ 7ÒÉÇÈÔȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍ ÉÓ 

used to situate him within a wider cultural movement across Europe that was 

prompted by the industrial revolution, bypassing his national standing through 

claiming him as a European painter. 

   A second edition of Art and the Industrial Revolution, edited and revised 

by Arthur Elton was published in 1968.114 This has to be considered separately 

ÁÓ ÉÔ ÈÁÓ ÂÅÅÎ ÃÒÉÔÉÑÕÅÄ ÆÏÒ ÓÏÆÔÅÎÉÎÇ +ÌÉÎÇÅÎÄÅÒȭÓ -ÁÒØÉÓÔ ÐÏÌÉÔÉÃÓȠ ×ÈÉÌÓÔ 7ÒÉÇÈÔ 

continues to be represented as an innovative painter of scientific and industrial 

subjects, the original emphasis upon Wright as a European revolutionary is 

reduced.115 By extending the contextual details within the text, notably through 

a sub-ÓÅÃÔÉÏÎ ÏÎ 3ÔÕÂÂÓȟ %ÌÔÏÎ ÁÌÓÏ ÒÅÄÕÃÅÓ ÔÈÅ ÉÍÐÒÅÓÓÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÉÓÏÌÁÔÉÏÎ 

among English artists and lessens his association with European traditions.116 

Similarly, by restructuring the chapter so it introduces Wright earlier and 

concludes with Hilleström and Defrance it suggests a more measured view than 

+ÌÉÎÇÅÎÄÅÒȭÓ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ȬÉÔ ×ÁÓ 7ÒÉÇÈÔ ×ÈÏ ×ÁÓ ÔÈÅ ÐÉÏÎÅÅÒ ÉÎ ÔÈÉÓ ÆÉÅÌÄȭȢ117 

 The influence of this narrative is most apparent in the subsequent 

ÄÉÓÃÕÓÓÉÏÎÓ ÏÆ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ $ÅÒÂÙ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ the industrial 

revolution and Enlightenment culture. David Fraser, for example, has explored 

7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ ÔÈÒÏÕÇÈ ÔÈÅ networks of people and ideas it 

connected him with, particularly his relationship with the Lunar Society and his 

friendships with Erasmus Darwin and John Whitehurst.118 For Fraser, 7ÒÉÇÈÔȭÓ 

residence in Derby is integral to his implication in the unprecedented changes 

and progress in scientific, religious, intellectual, philosophical and literary 

thought symptomatic of the Enlightenment.119  7ÒÉÇÈÔȭÓ ÌÏÃÁÌÉÓÍ ÉÓ ÃÌÁÉÍÅÄ 

                                                        
113 Klingender (1947), 54-56. 
114 Klingender (1947); Francis D. Klingender, Art and the Industrial Revolution, 2nd edn., ed. and 
rev. Arthur Elton (New York: Augustus M. Kelley Publishers, 1968). 
115 Klingender (1968), 48-64. 
116 Ibid, 50-51. 
117 Klingender (1947), 56. 
118  $ÁÖÉÄ &ÒÁÓÅÒȟ Ȱ*ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙ ÁÎÄ ÔÈÅ ,ÕÎÁÒ 3ÏÃÉÅÔÙȡ !Î ÅÓÓÁÙ ÏÎ ÔÈÅ ÁÒÔÉÓÔȭÓ 
ÃÏÎÎÅÃÔÉÏÎÓ ×ÉÔÈ ÓÃÉÅÎÃÅ ÁÎÄ ÉÎÄÕÓÔÒÙȟȱ ÉÎ Wright of Derby, ed. Judy Egerton (London: Tate 
Gallery Publications, 1990), 15-24. 
119 Ibid. 
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within the wider developments that Derbyshire and the Midlands were 

undergoing in the 18th-centuryȢ &ÒÁÓÅÒȭÓ ρωψψ ÄÉÓÃÕÓÓÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÓÃÉÅÎÔÉÆÉÃ 

and industrial scenes also relates to this; he argues that the subject matter and 

ȬÁÎÁÌÙÔÉÃÁÌ ÁÐÐÒÏÁÃÈȭ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÒÅÇÉÓÔÅÒÓ ÈÉÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ρψth-

century Derby which is again understood as a well-connected, scientifically and 

industrially progressive centre.120  4ÈÉÓ ÉÎÔÅÒÐÒÅÔÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÉÓ 

ÐÁÒÔÉÃÕÌÁÒÌÙ ÎÏÔÁÂÌÅ ÁÓ ÉÔ ÉÓ ÒÅÐÒÅÓÅÎÔÁÔÉÖÅ ÏÆ ÈÏ× 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ ÐÌÁÃÅ 

is approached and claimed through his paintings. For example, K. Z. Cieszkowski 

ÈÁÓ ÁÌÓÏ ÄÉÓÃÕÓÓÅÄ 7ÒÉÇÈÔȭÓ ÅÁÒÌÙ ÐÁÉÎÔÉÎÇÓ ÁÓ ÒÅÃÏÒÄÓ ÏÆ ÔÈÅ ÅÁÒÌÙ ÓÔÁÇÅÓ ÏÆ 

industrialisation in Derby [Fig.15].121 

 4ÈÅ ÂÉÁÓ ÔÈÉÓ ÈÁÓ ÅÎÃÏÕÒÁÇÅÄ ÔÏ×ÁÒÄÓ 7ÒÉÇÈÔȭÓ ÅÁÒÌÙ ÐÉÃÔÕÒÅÓ ÁÓ ×ÉÎÄÏ×Ó 

into provincial enlightenment culture in the 18th-century has, however, been 

critiqued by scholars including Andrew Graciano who argues that this 

ÅÎÃÏÕÒÁÇÅÓ ÁÎ ÉÍÁÇÅ ÏÆ ÔÈÅ ÐÁÉÎÔÅÒ ÁÓ ȬÁ ÐÒÏÖÉÎÃÉÁÌ ÏÄÄÉÔÙȭȢ122  Consequently, 

'ÒÁÃÉÁÎÏ ÄÒÁ×Ó ÕÐÏÎ 7ÒÉÇÈÔȭÓ ÌÁÔÅÒ ÐÁÉÎÔÉÎÇÓ ÉÎ ÏÒÄÅÒ ÔÏ ÄÅÍÏÎÓÔÒÁÔÅ 7ÒÉÇÈÔȭÓ 

intellectual capacity and engagement with contemporary discourses.123 Through 

ÔÈÉÓ ÌÅÎÓ 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ ÉÓ ÃÌÁÉÍÅÄ ÉÎÔÅÌÌÅÃÔÕÁÌÌÙ ÁÓ ÔÈÅ ÔÏ×Î ÉÓ 

ÒÅÐÒÅÓÅÎÔÅÄ ÁÓ ÔÈÅ ÆÅÒÔÉÌÅ ÇÒÏÕÎÄ ÆÅÅÄÉÎÇ 7ÒÉÇÈÔȭÓ ÉÎÔÅÒÅÓÔÓ ÁÎÄ ÉÎÔÅÒÁÃÔÉÏÎÓ ×ÉÔÈ 

contemporary ideas regarding geology, mining, property-ownership, botany, 

natural philosophy and sensibility.124   

 3ÔÅÐÈÅÎ $ÁÎÉÅÌÓ ÈÁÓ ÁÌÓÏ ÃÈÁÌÌÅÎÇÅÄ ÔÈÅ ÁÓÓÕÍÐÔÉÏÎ ÔÈÁÔ 7ÒÉÇÈÔȭÓ 

pictures should be interpreted in reference to the Industrial Revolution alone by 

adopting a cultural and historical approach. This foregrounds the diversity of 

                                                        
120 $ÁÖÉÄ &ÒÁÓÅÒȟ ȰȬ&ÉÅÌÄÓ ÏÆ ÒÁÄÉÁÎÃÅȭȡ ÔÈÅ ÓÃÉÅÎÔÉÆÉÃ ÁÎÄ ÉÎÄÕÓÔÒÉÁÌ ÓÃÅÎÅÓ ÏÆ *ÏÓÅÐÈ 7ÒÉÇÈÔȟȱ ÉÎ The 
Iconography of Landscape: Essays on the symbolic representation, design and use of past 
environments, ed. Denis Cosgrove & Stephen Daniels (Cambridge & New York: Cambridge 
University Press, 1988), 129. 
121 +Ȣ :Ȣ #ÉÅÓÚËÏ×ÓËÉȟ Ȱ*ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȡ 0ÁÉÎÔÅÒ ÏÆ ÔÈÅ )ÎÄÕÓÔÒÉÁÌ 2ÅÖÏÌÕÔÉÏÎȟȱ History Today 
33 (May 1983), 42. 
122  Andrew Graciano, Joseph Wright, Esq. Painter and Gentleman (Newcastle upon Tyne: 
Cambridge Scholars Publishing, 2012), xvi. 
123 Ibid, xvi-xvii. 
124 4ÈÅÓÅ ÔÈÅÍÅÓ ÁÒÅ ÁÌÓÏ ÅØÐÌÏÒÅÄ ÉÎȡ !ÎÄÒÅ× 'ÒÁÃÉÁÎÏȟ ȰȬ4ÈÅ "ÏÏË ÏÆ .ÁÔÕÒÅ ÉÓ /ÐÅÎ ÔÏ !ÌÌ -ÅÎȭȡ 
'ÅÏÌÏÇÙȟ -ÉÎÉÎÇ ÁÎÄ (ÉÓÔÏÒÙ ÉÎ *ÏÓÅÐÈ 7ÒÉÇÈÔȭÓ $ÅÒÂÙÓÈÉÒÅ ,ÁÎÄÓÃÁÐÅÓȟȱ Huntington Library 
Quarterly 68, no.4 (2005): 583-φππȠ !ÎÄÒÅ× 'ÒÁÃÉÁÎÏȟ Ȱ3ÈÅÄÄÉÎÇ .Å× "ÏÔÁÎÉÃÁÌ ,ÉÇÈÔ ÏÎ *ÏÓÅÐÈ 
7ÒÉÇÈÔȭÓ Ȱ0ÏÒÔÒÁÉÔȱ ÏÆ "ÒÏÏËÅ "ÏÏÔÈÂÙȡ 2ÏÕÓÓÅÁÕÉÁÎ 0ÌÅÁÓÕÒÅ ÖÅÒÓÕÓ -ÅÄÉÃÁÌ 5ÔÉÌÉÔÙȟȱ Zeitschrift 
für Kunstgeschichte 67 (2004): 365-380. 
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7ÒÉÇÈÔȭÓ ÏÅÕÖÒÅȟ ÔÈÅ ÍÕÌÔÉÐÌÉÃÉÔÙ ÏÆ ÈÉÓ ÓÏÕÒÃÅÓȟ ÁÎÄ ÔÈÅ ×ÉÄÅÒ ÃÕÌÔÕÒÁÌ ÍÏÖÅÍÅÎÔ 

of the enlightenment it is related to, encompassing a cross-current of ideas from 

Alchemy to conÔÅÍÐÏÒÁÒÙ ÌÉÔÅÒÁÔÕÒÅȢ $ÁÎÉÅÌÓ ÁÒÇÕÅÓ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ 

with Derby should be considered as one lens through which the painter can be 

ÕÎÄÅÒÓÔÏÏÄȟ ÁÓÓÅÒÔÉÎÇ ÔÈÁÔ ȬÒÅÌÅÁÓÉÎÇ *ÏÓÅÐÈ 7ÒÉÇÈÔ ÆÒÏÍ Á ÒÅÓÔÒÉÃÔÉÖÅ ÖÉÅ× ÏÆ ÈÉÓ 

regional identity should help explain why he commanded a considerable 

international reputation in his lifetime and, arguably more than any of his 

ÃÏÎÔÅÍÐÏÒÁÒÉÅÓȟ ÃÏÎÔÉÎÕÅÓ ÔÏ ÄÏ ÓÏ ÎÏ×Ȣȭ125  This premise is also evident in 

$ÁÎÉÅÌÓȭ ÅÁÒÌÉÅÒ ×ÒÉÔÉÎÇ ÏÎ ÔÈÅ ÁÒÔÉÓÔȟ ÓÔÁÔÉÎÇ ÔÈÁÔ ȬÌÏÎÇ ÁÆÔÅÒ ÁÌÌ other Wrights have 

ÂÅÅÎ ÆÏÒÇÏÔÔÅÎȟ ÔÈÅ ÌÁÂÅÌ ɍȬÏÆ $ÅÒÂÙȭɎ ÈÁÓ ÓÔÕÃËȟ ÁÎÄ ÉÎ Á ×ÁÙ ×ÈÉÃÈ ÈÁÓ 

ÍÁÒÇÉÎÁÌÉÓÅÄ *ÏÓÅÐÈ 7ÒÉÇÈÔȟ ×ÈÉÃÈ ÈÁÓ ÅÎÃÌÏÓÅÄ ÈÉÍ ÉÎ ÈÉÓ ÎÁÔÉÖÅ $ÅÒÂÙÓÈÉÒÅȢȭ126 

Rather than foregrounding the influence of provincial, industrial culture upon 

WrighÔȭÓ ÁÒÔ $ÁÎÉÅÌÓ ÃÏÎÓÉÄÅÒÓ ÔÈÅ ÉÎÆÌÕÅÎÃÅ ÏÆ ÃÏÎÔÅÍÐÏÒÁÒÙ ÃÏÎÓÕÍÅÒ ÃÕÌÔÕÒÅ 

and the corresponding theatricals of performance and display. Thus, Daniels 

indicates that the association between Wright and Derby should be understood 

more expansively than the narrÏ×ÅÒ ÆÏÃÕÓ ÏÆ Á ȬÐÒÏÖÉÎÃÉÁÌ-ÉÎÄÕÓÔÒÉÁÌ ÖÉÅ×ȭȢ127 

 !ÄÄÉÔÉÏÎÁÌÌÙȟ ÂÙ ÃÏÎÓÏÌÉÄÁÔÉÎÇ 7ÒÉÇÈÔȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÁÓ Á ÐÒÏÖÉÎÃÉÁÌ 

ÐÁÉÎÔÅÒ +ÌÉÎÇÅÎÄÅÒȭÓ ÎÁÒÒÁÔÉÖÅ ÈÁÓ ÂÅÃÏÍÅ ÉÍÐÌÉÃÁÔÅÄ ÉÎ ÔÈÅ ÐÅÒÃÅÐÔÉÏÎ ÏÆ ÈÉÓ 

ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ ÁÓ Á ÌÉÍÉÔÁÔÉÏÎȢ !Ó %ÌÔÏÎȭÓ ÒÅÖÉÓÅÄ edition demonstrates, 

ÁÌÔÈÏÕÇÈ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍ ÈÅÌÄ ÃÕÒÒÅÎÃÙȟ ÔÈÅ ÄÙÎÁÍÉÓÍȟ ÉÎÎÏÖÁÔÉÏÎ 

and European links attributed to it by Klingender did not. This is apparent in 

"ÅÎÅÄÉÃÔ .ÉÃÏÌÓÏÎȭÓ Ô×Ï ÖÏÌÕÍÅ ÍÏÎÏÇÒÁÐÈ ÁÂÏÕÔ ÔÈÅ ÐÁÉÎÔÅÒ ÐÕÂÌÉÓÈÅÄ ÉÎ ρωφψ 

wÈÉÃÈȟ ÁÓ ÔÈÅ ÏÎÌÙ ÃÁÔÁÌÏÇÕÅ ÒÁÉÓÏÎÎÅ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓȟ ÒÅÍÁÉÎÓ Á 

cornerstone in Wright scholarship.128 .ÉÃÏÌÓÏÎȭÓ ÂÉÏÇÒÁÐÈÙ ÂÒÏÕÇÈÔ 7ÒÉÇÈÔ ÂÁÃË 

into critical consideration in the mid-20th century.129  In the thematic chapter 

Ȭ7ÒÉÇÈÔ ÁÎÄ ÈÉÓ 4ÉÍÅÓȭ .ÉÃÏÌÓÏÎ ÄÉÓÃÕÓÓÅÓ 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ 

                                                        
125 Stephen Daniels, Joseph Wright (London: Tate Gallery Publishing Ltd, 1999), 11. 
126 3ÔÅÐÈÅÎ $ÁÎÉÅÌÓȟ Ȱ*ÏÓÅÐÈ 7ÒÉÇÈÔ ÁÎÄ ÔÈÅ 3ÐÅÃÔÁÃÌÅ ÏÆ 0Ï×ÅÒȟȱ ÉÎ Fields of Vision: Landscape 
Imagery and National Identity in England and the United States, by Stephen Daniels (Cambridge: 
Polity Press, 1993), 43. 
127 Ibid, 43-79. 
128 Benedict Nicolson, Joseph Wright of Derby: Painter of Light, 2 vols. (London & New York: 
Routledge & Kegan Paul, Ltd., 1968). This was later updated by Nicolson in: Benedict Nicolson, 
Ȱ!ÄÄÅÎÄÁ ÔÏ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ Apollo 88, no.12 (1968): 1-τȠ "ÅÎÅÄÉÃÔ .ÉÃÏÌÓÏÎȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȡ 
!ÄÄÅÎÄÁ ÁÎÄ #ÏÒÒÉÇÅÎÄÁȟȱ Burlington Magazine 130 (1988): 745-758. 
129 Kaines Smith and Cheney Bemrose. 
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through his local practice, particularly his sitters and circle of friends. Through 

this the progressive culture of the town economically, socially and politically is 

stressed; however, Wright is distanced from this as Nicolson points out the 

ÆÒÕÓÔÒÁÔÉÏÎ ÔÈÁÔ ÈÅ ȬÓÈÏÕÌÄ ÎÅÖÅÒ ÈÁÖÅ ÃÏÍÅ ÃÌÅÁÎ ÁÂÏÕÔ ÈÉÓ Ï×Î ÖÉÅ×ÓȭȢ130 

!ÌÏÎÇÓÉÄÅ ÔÈÉÓȟ 7ÒÉÇÈÔȭÓ ÐÅÒÉÐÈÅÒÁÌ ÐÏÓÉÔÉÏÎ ×ÉÔÈÉÎ ÔÈÅ "ÒÉÔÉÓÈ ÁÒÔ ×ÏÒÌÄ ÉÓ 

implied through references to his dependency upon William Hayley and the 

yoÕÎÇÅÒ ÁÒÔÉÓÔÓ ȬÁÂÏÕÔ ÔÏ ÒÅ×ÒÉÔÅ ÔÈÅ ÈÉÓÔÏÒÙ ÏÆ "ÒÉÔÉÓÈ ÐÁÉÎÔÉÎÇÓȭ ×ÉÔÈ ×ÈÏÍ ÈÅ 

×ÁÓ ȬÏÕÔ ÏÆ ÔÏÕÃÈȭȢ131 4ÈÕÓȟ 7ÒÉÇÈÔȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÉÓ ÎÅÉÔÈÅÒ ÁÓ Á ÐÒÏÇÒÅÓÓÉÖÅ 

provincial force nor an established national artist, his links with Derby are 

perceived to indicate his inferiority as a painter.   

*ÕÄÙ %ÇÅÒÔÏÎȭÓ ÉÎÔÒÏÄÕÃÔÉÏÎ ÔÏ ÔÈÅ ρωωπ 7ÒÉÇÈÔ ÃÁÔÁÌÏÇÕÅ ÓÈÏ×Ó ÔÈÅ 

ÌÏÎÇÅÖÉÔÙ ÏÆ ÔÈÉÓ ÖÉÅ× ÏÆ 7ÒÉÇÈÔȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍȢ132 3ÕÃÃÉÎÃÔÌÙ ÄÅÓÃÒÉÂÉÎÇ 7ÒÉÇÈÔȭÓ 

ÁÄÏÐÔÉÏÎ ÏÆ ÔÈÅ ÓÏÕÂÒÉÑÕÅÔ ÁÎÄ $ÅÒÂÙȭÓ ÓÕÂÓÅÑÕÅÎÔ ÃÅÌÅÂÒÁÔÉÏÎ ÏÆ ÔÈÅ ÁÒÔÉst, 

%ÇÅÒÔÏÎ ÓÔÒÅÓÓÅÓ ÔÈÅ ÎÅÅÄ ÔÏ ÒÅÃÌÁÉÍ 7ÒÉÇÈÔ ÁÓ ȬÏÎÅ ÏÆ ÔÈÅ ÍÏÓÔ ÏÒÉÇÉÎÁÌȟ ×ÉÄÅ-

ÒÁÎÇÉÎÇ ÁÎÄ ÃÏÎÓÉÓÔÅÎÔÌÙ ÉÎÔÅÒÅÓÔÉÎÇ ÅÉÇÈÔÅÅÎÔÈ ÃÅÎÔÕÒÙ "ÒÉÔÉÓÈ ÁÒÔÉÓÔÓȭȢ133  This 

ÓÕÐÐÏÒÔÓ ÈÅÒ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ȬÔÈÅ ÌÁÂÅÌ Ȭ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȭ ÉÓ ÌÉËÅÌÙ ÔÏ ÂÅ ÐÅÒÍÁÎÅÎÔȟ 

though inevitably it has provincial connotations which now seem 

ÉÎÁÐÐÒÏÐÒÉÁÔÅȢȭ134  7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ ÉÓȟ ÔÈÅÒÅÆÏÒÅȟ ÐÒÅÓÅÎÔÅÄ ÁÓ 

ÓÅÃÏÎÄÁÒÙ ÔÏ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÃÏÎÔÒÉÂÕÔÉÏÎ ÔÏ "ÒÉÔÉÓÈ ÁÒÔ ÈÉÓÔÏÒÙȠ %ÇÅÒÔÏÎ ÉÍÐÌÉÅÓ 

that these two frames of reference are mutually exclusive. 

4ÈÉÓ ÁÌÓÏ ÒÅÌÁÔÅÓ ÔÏ ÔÈÅ ×ÁÙ ÉÎ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ ÈÁÓ 

been addressed by David Solkin through the lens of his relationship with the 

London art world. In Painting for Money Solkin argues for an alternative 

understanding of 7ÒÉÇÈÔȭÓ ÅÁÒÌÙ ÃÁÎÄÌÅÌÉÇÈÔÓ ÁÓ ÈÉÇÈÌÙ ÐÈÉÌÏÓÏÐÈÉÃÁÌȟ ÍÏÒÁÌ ÁÎÄ 

aesthetic reflections upon the nature of polite society in an increasingly capitalist 

country.135  &ÏÒ 3ÏÌËÉÎȟ ÔÈÅÓÅ ÐÁÉÎÔÉÎÇÓ ÁÒÅ ÉÎÄÉÃÁÔÉÖÅ ÏÆ 7ÒÉÇÈÔȭÓ ÅÎÇÁÇÅÍÅÎÔ 

                                                        
130 Nicolson, Joseph Wright,133. 
131 Ibid, 139, 154 & 159-160. 
132 Egerton, Wright of Derby. 
133 Ibid. 
134 Ibid , 13. 
135 David H. Solkin, Painting for Money: The Visual Arts and the Public Sphere in Eighteenth-Century 
England (New Haven & London: Yale University Press, 1993), 214-246. These ideas are also 
ÄÉÓÃÕÓÓÅÄ ÉÎ $ÁÖÉÄ (Ȣ 3ÏÌËÉÎȟ Ȱ2Å7ÒÉÇÈÔÉÎÇ 3ÈÁÆÔÅsbury: The Air Pump and the Limits of 
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with national debates around the moral and social role of art and polite 

conversation registered in the rift between the Society of Artists and the newly 

established Royal Academy rather than their traditional interpretation as 

representations of 18th-century provincial culture.136 WrighÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ 

Derby is, therefore, downplayed as he is represented as a firmly metropolitan 

ÁÒÔÉÓÔȢ 4ÈÉÓ ÉÓȟ ÈÏ×ÅÖÅÒȟ ÃÏÍÐÌÉÃÁÔÅÄ ÂÙ 3ÏÌËÉÎȭÓ ÌÁÔÅÒ ÄÉÓÃÕÓÓÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ 

ÂÌÁÃËÓÍÉÔÈ ÐÁÉÎÔÉÎÇÓ ÉÎ ×ÈÉÃÈ ÈÅ ÁÒÇÕÅÓ ÔÈÁÔ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÈÅÒÏÉÚÁÔÉÏÎ ÏÆ ÌÁÂÏur 

was interlinked with his self-ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ ÁÓ Á Ȭ×ÒÉÇÈÔȭ ÉÎ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ 

workmen, makers and manufacturers; his own working practice; and his struggle 

to paint due to debilitating depression.137 Framed as an act of defiance against 

the Royal Academy ÁÎÄ ÉÔÓ ÃÏÎÃÅÐÔÉÏÎ ÏÆ ÔÈÅ ÌÉÂÅÒÁÌ ÁÒÔÉÓÔȟ ÔÈÉÓ ÓÕÇÇÅÓÔÓ 7ÒÉÇÈÔȭÓ 

peripheral place within the London art world which, in turn, implies the 

disjuncture perceived between claims for Wright as local or metropolitan.138  

*ÏÈÎ "ÏÎÅÈÉÌÌ ÈÁÓ ÁÌÓÏ ÁÄÄÒÅÓÓÅÄ 7ÒÉÇÈÔȭÓ association with Derby through 

his relationship with the Royal Academy and London art world.139  He 

ÄÅÍÏÎÓÔÒÁÔÅÓ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ ȬÄÅÌÉÃÁÃÙȭ ×ÁÓ Á ÒÅÃÕÒÒÅÎÔ ÔÈÅÍÅ ÉÎ 

his reception at Academy exhibitions.140 Bonehill argues that Wright cultivated 

this identity, thereby representing his residence in Derby in terms of sensibility 

and the Horatian tradition of the contemplative consolation found in rural 

retreat.141 As well as linking him with literary figures like William Hayley, the 

Ȭ(ÅÒÍÉÔ ÏÆ %ÁÒÔÈÁÍȭȟ 7ÒÉÇÈÔȭÓ ÓÏÕÂÒÉÑÕÅÔ ÄÅÎÏÔÅÄ ÈÉÓ ÓÙÍÂÏÌÉÃ ÄÉÓÔÁÎÃÅ ÆÒÏÍ ÔÈÅ 

metropolitan art world and promoted his provincialism as a retirement 

prompted by his delicate sensibility and refined artistic feelings.142  Far from 

ÌÉÍÉÔÉÎÇ 7ÒÉÇÈÔȭÓ ÒÅÐÕÔÁÔÉÏÎ ÏÒ ÁÓÓÏÃÉÁÔÉÎÇ ÈÉm with a specific scientific-

ÉÎÄÕÓÔÒÉÁÌ ÃÕÌÔÕÒÅȟ "ÏÎÅÈÉÌÌ ÁÒÇÕÅÓ ÔÈÁÔ ȬÏÆ $ÅÒÂÙȭ ÂÅÃÁÍÅ ÉÎÔÅÇÒÁÌ ÔÏ ÈÉÓ ÐÕÂÌÉÃ 

                                                        
#ÏÍÍÅÒÃÉÁÌ (ÕÍÁÎÉÓÍȟȱ ÉÎ Painting and the Politics of Culture: New essays on British Art 1700-
1850, ed. John Barrell (Oxford & New York: Oxford University Press, 1992), 73-99. 
136 Solkin, Painting for Money, 240-242. 
137 DÁÖÉÄ (Ȣ 3ÏÌËÉÎȟ Ȱ*ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙ ÁÎÄ ÔÈÅ 3ÕÂÌÉÍÅ !ÒÔ ÏÆ ,ÁÂÏÕÒȟȱ Representations 83, 
no.1 (2003), 185-186 & 191. 
138 Ibid, 189. 
139 *ÏÈÎ "ÏÎÅÈÉÌÌȟ ȰȬ4ÈÅ %ÙÅ ÏÆ $ÅÌÉÃÁÃÙȭȡ *ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙ 2ÅÖÉÅ×ÅÄȟȱ ÉÎ Living with the 
Royal Academy: Artistic Ideals and Experiences in England, 1768-1848, ed. Sarah Monks, John 
Barrell and Mark Hallett (Farnam: Ashgate, 2013), 89-119. 
140 Ibid, 91. 
141 Ibid. 
142 Ibid, 96-101. 
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persona as a man of feeling and a means of distinguishing himself within the 

London art world.143 As is discussed in Chapter Three, this persona fed into his 

representation and commemoration in the years immediately following his 

death. Furthermore, by demonstrating how Wright adopted and promoted his 

association with Derby, this argument is notable in addressing painter and place 

as a constructed rather than fixed relationship, an approach this thesis will also 

adopt.  

 4ÈÅÓÅ ÄÉÓÃÕÓÓÉÏÎÓ ÏÆ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ,ÏÎÄÏÎ ÁÒÅ ÐÁÒÔ ÏÆ ÔÈÅ 

more recent scholarly concern with the claims of other places upon the painter. 

This represents an emerging narrative providing an alternative to the provincial-

industrial view of Wright or the perception of the restrictions of his close 

ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙȢ 4ÈÅ ÆÉÒÓÔ ÅØÁÍÐÌÅ ÏÆ ÔÈÉÓ ÉÓ $ÁÖÉÄ &ÒÁÓÅÒȭÓ ρωψχ ÅØÈÉÂÉÔÉÏÎ 

ÃÁÔÁÌÏÇÕÅ Ȭ7ÒÉÇÈÔ ÉÎ )ÔÁÌÙȭȢ144 This corresponds with his earlier argument for 

7ÒÉÇÈÔȭÓ ÁÒÔ ÁÓ Á ×ÉÎÄÏ× ÉÎÔÏ ÐÒÏÖÉÎÃÉÁÌ ÅÎÌÉÇÈÔÅÎÍÅÎÔ ÃÕÌÔÕÒÅ ÁÓ ÈÅ ÎÏÔÅÓ ÔÈÁÔ 

ÅÖÅÎ ÉÎ )ÔÁÌÙ ȬÓÃÉÅÎÔÉÆÉÃ ÃÏÎÃÅÒÎÓ ×ÅÒÅ ÓÔÉÌÌ ÉÎ ÔÈÅ ÂÁÃË ÏÆ ÈÉÓ ÍÉÎÄȢȭ145 Whilst this 

ÉÓ ÆÏÕÎÄÅÄ ÕÐÏÎ 7ÒÉÇÈÔȭÓ ÉÎÔÅÒÅÓÔ ÉÎ 6ÅÓÕÖÉÕÓ ÁÎÄ ÒÅÆÅÒÅÎÃÅ ÔÏ 7ÈÉÔÅÈÕÒÓÔȭÓ 

ÇÅÏÌÏÇÉÃÁÌ ÔÈÅÏÒÉÅÓȟ ÉÔ ÆÒÁÍÅÓ 7ÒÉÇÈÔȭÓ )ÔÁÌÉÁÎ ÔÏÕÒ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ ÅÓÔÁÂÌÉÓÈÅÄ 

themes within Wright scholarship.146 More comprehensive arguments for the 

ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÁÔÔÅÎÄÉÎÇ ÔÏ ÐÌÁÃÅÓ ÏÕÔÓÉÄÅ $ÅÒÂÙ ÉÎ 7ÒÉÇÈÔȭÓ ÂÉÏÇÒÁÐÈÙ ÈÁÖÅ ÂÅÅÎ 

made in ÒÅÃÅÎÔ ÓÔÕÄÉÅÓ ÏÆ 7ÒÉÇÈÔȭÓ ÔÉÍÅ ÉÎ ,ÉÖÅÒÐÏÏÌȟ ÂÅÔ×ÅÅÎ ρχφψ ÁÎÄ ρχχρȟ 

and Bath, between 1775 and 1777.  

 )Î ÁÄÄÒÅÓÓÉÎÇ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ,ÉÖÅÒÐÏÏÌ %ÌÉÚÁÂÅÔÈ "ÁÒËÅÒ ÁÎÄ 

Alex Kidson have sought to establish the cultural and civic life of the city during 

the 18th-century in order to situate Wright within it. 147  ,ÉÖÅÒÐÏÏÌȭÓ ȬÕÒÂÁÎ 

ÒÅÎÁÉÓÓÁÎÃÅȭ ÉÓ ÅÍÐÈÁÓÉÓÅÄ ÁÓ ÉÔ ÉÓ ÐÒÅÓÅÎÔÅÄ ÁÓ ÁÎ ÉÍÐÏÒÔÁÎÔ ÁÎÄ ÅØÐÁÎÄÉÎÇ 

                                                        
143 4ÈÉÓ ÁÒÇÕÍÅÎÔ ÉÓ ÁÌÓÏ ÉÍÐÌÉÃÉÔ ÉÎȡ "ÏÎÅÈÉÌÌȟ Ȱ,ÁÙÉÎÇ 3ÉÅÇÅȟȱ υςρ-544.  
144  David Fraser, Wright in )ÔÁÌÙȡ *ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȭÓ ÖÉÓÉÔ ÁÂÒÏÁÄȟ υϋϋχ-5 (Sudbury: 
'ÁÉÎÓÂÏÒÏÕÇÈȭÓ (ÏÕÓÅȟ ρωψχɊȢ 
145 Ibid, 2. 
146 Ibid, 4-5. His relationship with Italy has since been foregrounded in the 2016 exhibition, 
Ȭ*ÏÓÅÐÈ 7ÒÉÇÈÔ ÁÎÄ ÔÈÅ ,ÕÒÅ ÏÆ )ÔÁÌÙȭ ÁÔ $ÅÒÂÙ -ÕÓÅÕÍ ÁÎÄ !Òt Gallery.   
147 Barker and Kidson.  
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provincial port with an active merchant elite.148 This is then developed in regards 

to its cultural and intellectual life which is shown to have been driven by a 

particular set of men and part of a larger network of urban provincial scientific 

and cultural centres.149  Networks and exchanges are also foregrounded in 

regards to the artists and patronage of LiveÒÐÏÏÌȭÓ ÁÒÔ ÓÃÅÎÅ ×ÈÉÃÈ ÉÓ ÓÈÏ×Î ÁÓ 

newly emerging but burgeoning during the 1760s and 70s.150 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ 

within Liverpool is, therefore, clearly defined; he is claimed to have been 

instrumental in establishing a new tradition of visual art within Liverpool while 

the city is claimed as an attractive prospect for an upcoming artist, providing an 

important network of friends and patrons.151  Arguing for the reciprocity of 

7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ,ÉÖÅÒÐÏÏÌȟ ÔÈÅ ÓÔÕÄÙ ÉÎÄÉÃÁÔÅÓ ÔÈÅ ÖÁÌÕÅ ÏÆ ÔÈÉÎËÉÎÇ 

spatially about the association of painter and place, an approach that draws 

parallels with the cultural historical framing adopted by scholars like Daniels and 

which will inform this thesis. It demonstrates how such relationships are 

constituted through historically specific networks of people and sites.  

 Whereas Derby and Liverpool were both expanding urban centres during 

the 18th-century, Bath was a fashionable spa town in which Wright did not have 

much success. Amina Wright has, however, sought to reclaim WrighÔ ÁÓ ȬÏÆ "ÁÔÈȭ 

(a soubriquet found on the back of three portraits of this time) by foregrounding 

its influence upon his art.152 3ÈÅ ÄÉÓÃÕÓÓÅÓ 7ÒÉÇÈÔȭÓ ÔÉÍÅ ÉÎ "ÁÔÈ ÁÓ Á ÐÅÒÉÏÄ ÉÎ 

which he built up his reputation as an exhibitor, experimented with new subjects, 

and assessed and consolidated all he had learnt in Italy.153 Whilst this does not 

put the same emphasis upon building a detailed historical and cultural picture of 

the town ɀ as was the case in the Liverpool catalogue ɀ the importance of the 

                                                        
148 *ÁÎÅ ,ÏÎÇÍÏÒÅȟ Ȱ4ÈÅ 5ÒÂÁÎ 2ÅÎÁÉÓÓÁÎÃÅ ÉÎ ,ÉÖÅÒÐÏÏÌ ρχφπ-ρψππȟȱ ÉÎ Joseph Wright of Derby 
in Liverpool, ed. Elizabeth E. Barker and Alex Kidson (New Haven & London: Walker Art Gallery 
& Yale University Press, 2007), 1-19. 
149 Ibid, 10-15. 
150 !ÌÅØ +ÉÄÓÏÎȟ Ȱ4ÈÅ ,ÉÖÅÒÐÏÏÌ !ÒÔ 3ÃÅÎÅ ρχτυ-ρχχπȟȱ ÉÎ Joseph Wright of Derby in Liverpool, ed. 
Elizabeth E. Barker and Alex Kidson (New Haven & London: Walker Art Gallery & Yale University 
Press, 2007), 21-39;  
151 +ÉÄÓÏÎȟ Ȱ,ÉÖÅÒÐÏÏÌ !ÒÔ 3ÃÅÎÅȟȱ σφȠ "ÁÒËÅÒȟ Ȱ3×ÁÌÌÏ×ÉÎÇ ÕÐ ÁÌÌ ÔÈÅ ÂÕÓÉÎÅÓÓ,ȱ τρ-83. 
152 Amina Wright, Joseph Wright of Derby: Bath and Beyond (London: Philip Wilson Publishers, 
2014), 11. 
153!ÌÉÃÅ )ÎÓÌÅÙȟ Ȱ!ÍÉÎÁ 7ÒÉÇÈÔȟ Ȭ*ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȢ "ÁÔÈ ÁÎÄ "ÅÙÏÎÄȭ ÒÅÖÉÅ×ÅÄ ÂÙ !ÌÉÃÅ 
InsleÙȟ 5ÎÉÖÅÒÓÉÔÙ ÏÆ .ÏÔÔÉÎÇÈÁÍȟȱ 5ÎÄÅÒÓÔÁÎÄÉÎÇ "ÒÉÔÉÓÈ 0ÏÒÔÒÁÉÔÓȟ ÁÃÃÅÓÓÅÄ ρψ /ÃÔÏÂÅÒ ςπρφȟ  
http://www.britishportraits.org.uk/queries -reviews/reviews/amina -wright -joseph-wright -of-
derby-bath-and-beyond/ .  
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networks of people Wright associated with or, more pertinently, the lack of them, 

is recognised as is, to a lesser degree, the importance of site in the discussion of 

7ÒÉÇÈÔȭÓ ÈÏÕÓÅ ÏÎ "ÒÏÃË 3ÔÒÅÅÔȢ154 4ÈÅ ÃÌÁÉÍ ÆÏÒ 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ "ÁÔÈ 

is primarily examined in regards to his paintings therefore, an approach that this 

thesis will draw upon in seeking to consider the display, circulation and reception 

of Wrights paintings during the 19th-century. 

  TÈÅÓÅ ÄÉÓÃÕÓÓÉÏÎÓ ÏÆ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ÐÌÁÃÅȟ ×ÈÉÌÓÔ valuable, 

ÈÁÖÅ ÎÏÔ ÅØÔÅÎÄÅÄ ÂÅÙÏÎÄ 7ÒÉÇÈÔȭÓ ÌÉÆÅÔÉÍÅȢ 0ÁÕÌÉÎÅ $ÉÁÍÏÎÄȭÓ 0È$ ÔÈÅÓÉÓ ÉÓ ÔÈÅ 

ÏÎÌÙ ÓÔÕÄÙ ÏÆ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎȟ ÆÏÌÌÏ×ÉÎÇ ÔÈÅ ÔÒÁÄÉÔÉÏÎÁÌ 

ÎÁÒÒÁÔÉÖÅ ÏÆ 7ÒÉÇÈÔȭÓ ÆÁÍÅ ÉÎ ÌÉÆÅȟ ÈÉÓ ÓÕÂÓÅÑÕÅÎÔ ÎÅÇÌÅÃÔ ÉÎ ÔÈÅ 19th-century and 

his rehabilitation in the 20th century.155  Dedicating a chapter to the 19th-century, 

$ÉÁÍÏÎÄ ÉÓ ÐÒÉÍÁÒÉÌÙ ÃÏÎÃÅÒÎÅÄ ×ÉÔÈ 7ÒÉÇÈÔȭÓ ÎÁÔÉÏÎÁÌ ÓÔÁÎÄÉÎÇ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ 

contemporary views on British art and the legacy of his fraught relationship with 

the Academy.156  AltÈÏÕÇÈ ÔÈÉÓ ÄÏÅÓ ÔÏÕÃÈ ÕÐÏÎ ÔÈÅ ÒÏÌÅ ÏÆ 7ÒÉÇÈÔȭÓ ÆÒÉÅÎÄÓȟ 

family and hometown in maintaining his reputation, the over-arching focus 

ÒÅÆÌÅÃÔÓ ÔÈÅ ÔÈÅÓÉÓȭÓ ÁÉÍ ÔÏ ÃÏÎÔÅØÔÕÁÌÉÓÅ 7ÒÉÇÈÔȭÓ ÃÈÁÎÇÉÎÇ ÒÅÃÅÐÔÉÏÎ ÉÎ ÒÅÇÁÒÄÓ 

to contemporary ideas and opinions on art rather than to consider the role of 

exhibitions or place in his commemoration.157 Thus, his relationship with Derby 

is upheld as simply a biographical fact, as is the perception of the detrimental 

influence of his provincialism on his reputation.158  However, Diamond does 

ÁÔÔÅÎÄ ÍÏÒÅ ÔÏ ÐÌÁÃÅ ÉÎ Á ÌÁÔÅÒ ÁÒÔÉÃÌÅ ÄÉÓÃÕÓÓÉÎÇ $ÅÒÂÙ -ÕÓÅÕÍȭÓ ÒÏÌÅ ÉÎ ÓÈÁÐÉÎÇ 

7ÒÉÇÈÔȭÓ ÒÅÐÕÔÁÔÉÏÎȢ159  Recognising the ongoing and important relationship 

between Wright and Derby in the 19th-century, Diamond describes its 

materialisation through exhibitions and acquisitions by the museum rather than 

addressing how and why the relationship was invoked, represented and valued 

ÁÔ ÄÉÆÆÅÒÅÎÔ ÍÏÍÅÎÔÓȢ 4ÈÕÓȟ $ÉÁÍÏÎÄȭÓ ×ÏÒË ÐÒÅÄÏÍÉÎÁÎÔÌÙ ÆÏÒÅÇÒÏÕÎÄÓ ÔÈÅ 

ÃÈÁÎÇÉÎÇ ÎÁÔÕÒÅ ÏÆ 7ÒÉÇÈÔȭÓ ÒÅÐÕÔÁÔÉÏÎ ×ÉÔÈÉÎ ÔÈÅ context of wider art historical 

                                                        
154 Wright, Joseph Wright, 21-22 & 97. 
155 Pauline DiamoÎÄȟ Ȱ*ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȡ #ÈÁÎÇÉÎÇ ÐÅÒÃÅÐÔÉÏÎÓ ÏÆ ÔÈÅ ÁÒÔÉÓÔ ÆÒÏÍ ÈÉÓ Ï×Î 
ÔÉÍÅ ÔÏ ÔÈÅ ÐÒÅÓÅÎÔ ÄÁÙȱ ɉPhD thesis, University of Nottingham, 2011). 
156 Ibid, 188. 
157 Ibid, 6 & 188-200. 
158 Ibid, 7 & 27-41. 
159 0ÁÕÌÉÎÅ $ÉÁÍÏÎÄȟ Ȱ*ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙ ɉρχστ-1797): The importance of a local museum in 
ÔÈÅ ÆÏÒÍÁÔÉÏÎ ÏÆ ÁÎ ÁÒÔÉÓÔȭÓ ÒÅÐÕÔÁÔÉÏÎȟȱ The British Art Journal 14, no.1 (2013): 18-23. 
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ÄÅÖÅÌÏÐÍÅÎÔÓȠ ×ÈÉÌÓÔ ÒÅÃÏÇÎÉÓÉÎÇ ÔÈÁÔ $ÅÒÂÙ ÈÁÄ Á ÒÏÌÅ ÉÎ ÓÕÓÔÁÉÎÉÎÇ 7ÒÉÇÈÔȭÓ 

reputation her study highlights the need for further attention on the relationship 

ÂÅÔ×ÅÅÎ ÐÁÉÎÔÅÒ ÁÎÄ ÐÌÁÃÅ ÆÏÌÌÏ×ÉÎÇ 7ÒÉÇÈÔȭÓ ÄÅÁÔÈȢ 

 SignificanÔÌÙȟ ÔÈÅ ÌÁÃË ÏÆ ÁÔÔÅÎÔÉÏÎ ÔÏ 7ÒÉÇÈÔȭÓ ÁÆÔÅÒÌÉÆÅ ÉÓ ÒÅÐÒÅÓÅÎÔÁÔÉÖÅ ÏÆ 

the general brevity of scholarship addressing the afterlives of 18th-century 

British painters. The literature that does relate to this tends to centre upon the 

most famous painters of the period or incorporate the subject within broader 

topics. Julie Codell, for example, references the late 19th-century framing of 

Reynolds and Hogarth as archetypal English artists in her analysis of the different 

ÍÏÄÅÌÓ ÁÄÏÐÔÅÄ ÉÎ ÁÒÔÉÓÔȭÓ ÌÉÆÅ×ÒÉÔÉÎÇ ÏÆ the late 19th-century.160 More focussed 

ÓÔÕÄÉÅÓ ÈÁÖÅ ÉÎÃÌÕÄÅÄ -ÁÒÔÉÎ 0ÏÓÔÌÅȭÓ ÄÉÓÃÕÓÓÉÏÎ ÏÆ ÔÈÅ ÃÈÁÎÇÉÎÇ ÒÅÐÕÔÁÔÉÏÎ ÏÆ 

Reynolds and Hogarth and their position relative to each other and within the 

British School as they were appropriated to express different politics during the 

19th-century. 161   2ÉÃÈÁÒÄ 7ÉÌÓÏÎȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ ÈÁÓ ÁÌÓÏ ÂÅÅÎ 

discussed, particularly in regards to how perceptions of the painter and his 

ȬÆÏÕÎÄÉÎÇȭ ÒÏÌÅ ÉÎ "ÒÉÔÉÓÈ ÌÁÎÄÓÃÁÐÅ ÐÁÉÎÔÉÎÇ ×ÅÒÅ ÓÈÁÐÅÄ ÂÙ ÔÈÅ ÔÏÐÅ ÏÆ ÎÅÇÌÅÃÔÅÄ 

and misunderstood genius.162 Within this there is some consideration of how the 

afterlife of these artistsȭ was constituted through various mechanisms and 

networks, most notably in regards to Reynolds. The role of the early British 

Institution 1813 exhibition in r aising his reputation is alluded to by Scott Wilcox 

ÁÎÄ 2ÏÓÉÅ )ÂÂÏÔÓÏÎ ÉÎ ÔÈÅÉÒ ÄÉÓÃÕÓÓÉÏÎ ÏÆ 7ÉÌÓÏÎȭÓ ÄÉÓÐÌÁÙ ÔÈÅ ÆÏÌÌÏ×ÉÎÇ ÙÅÁÒȠ 

Richard Wendorf has stressed the importance of prints as a medium through 

which Reynoldsȭs reputation was sustained and the role of his funeral as a major 

civic event, full of pomp, in consolidating his high profile in death; and Sam Smiles 

ÈÁÓ ÁÄÄÒÅÓÓÅÄ ÈÏ× ÔÈÅ ÒÅÃÅÐÔÉÏÎ ÏÆ 2ÅÙÎÏÌÄÓȭ ÐÁÉÎÔÉÎÇÓ ÒÅÇÉÓÔÅÒÓ ÃÈÁÎÇÉÎÇ 

perceptions of the 18th-century, citing the example of Reynoldsȭ ÃÈÉÌÄ ÐÏÒÔÒÁÉÔÓ 

and their re-framing as comforting images of Edenic England amidst the 

                                                        
160 Julie F. Codell, 4ÈÅ 6ÉÃÔÏÒÉÁÎ !ÒÔÉÓÔȡ !ÒÔÉÓÔÓȭ ,ÉÆÅ×ÒÉÔÉÎÇÓ ÉÎ "ÒÉÔÁÉÎȟ ÃÁȢ υόϋτ-1910 (Cambridge: 
Cambridge University Press, 2003), 75-79. 
161 -ÁÒÔÉÎ 0ÏÓÔÌÅȟ Ȱ)Î ÓÅÁÒÃÈ ÏÆ ÔÈÅ Ȭ4ÒÕÅ "ÒÉÔÏÎȭȡ 2ÅÙÎÏÌÄÓȟ (ÏÇÁÒÔÈȟ ÁÎÄ ÔÈÅ "ÒÉÔÉÓÈ 3ÃÈÏÏÌȟȱ ÉÎ 
Towards a Modern Art World, ed. Brian Allen (New Haven & London: Yale University Press, 1995), 
121-143. 
162 3ÃÏÔÔ 7ÉÌÃÏØ ÁÎÄ 2ÏÓÉÅ )ÂÂÏÔÓÏÎȟ ȰȬ2ÅÌÅÎÔÉÎÇ &ÏÒÔÕÎÅ ×ÅÅÐÓ ÏȭÅÒ 7ÉÌÓÏÎȭÓ ÆÁÔÅȭȟȱ ÉÎ Richard 
Wilson and the Transformation of European Landscape Painting, ed. Martin Postle and Robin 
Simon (New Haven: Yale University Press, 2014), 149-159. 
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Industrial Revolution. 163  3ÍÉÌÅÓ ÈÁÓ ÁÌÓÏ ÄÅÍÏÎÓÔÒÁÔÅÄ 4ÕÒÎÅÒȭÓ ÃÈÁÎÇÉÎÇ 

reputation through the lens of the exhibitions and writings about the painter in 

the tellingly tÉÔÌÅÄȟ ȬÍÁËÉÎÇ ÏÆ ÔÈÅ ÍÏÄÅÒÎ ÁÒÔÉÓÔȭȟ ×ÈÉÃÈ ÆÏÒÅÇÒÏÕÎÄÓ ÈÉÓ ÃÏÎÃÅÒÎ 

×ÉÔÈ ÔÈÅ ÍÅÃÈÁÎÉÓÍÓ ÔÈÒÏÕÇÈ ×ÈÉÃÈ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÁÆÔÅÒÌÉÆÅ ×ÁÓ ÃÏÎÓÔÒÕÃÔÅÄ ÁÎÄ 

appropriated.164 Thus, whilst the scholarship discussed has parallels with the 

concerns of this thesis, underscoring the need to attend to a range of mediums 

from displays or exhibitions, texts, prints, and monuments in establishing how a 

ÐÁÉÎÔÅÒȭÓ ÁÆÔÅÒÌÉÆÅ ×ÁÓ ÍÅÄÉÁÔÅÄ ÁÎÄ ÃÌÁÉÍÅÄȟ ÉÔ ÒÅÍÁÉÎÓ ÐÒÉÍÁÒÉÌÙ ÃÏÎÃÅÒÎÅÄ 

with reputation rather than place. 

 

19TH-CENTURY DERBY 

 The 19th-century ÈÁÓ ÂÅÅÎ ×ÉÄÅÌÙ ÐÅÒÃÅÉÖÅÄ ÁÓ ȬÁÎ ÁÇÅ ÏÆ ÇÒÅÁÔ ÃÉÔÉÅÓȭȢ165 This 

narrative emerged during the century and has continued to inform subsequent 

scholarship on the era. Cities grew in real terms ɀ between 1837 and 1891 the 

number of places in England and Wales outside London with a population of over 

100,000 rose from 5 to 23 ɀ and symbolic terms as important signs of progress.166 

From the 18th-century onwards provincial towns and cities became increasingly 

influential within the networks of the ÃÏÕÎÔÒÙȭÓ ÐÏÌÉÔÉÃÓȟ ÍÁÎÕÆÁÃÔÕÒÅÓȟ ÉÎÄÕÓÔÒÙȟ 

communication, sociability and culture.167 Alongside this, they also developed 

ÔÈÅÉÒ Ï×Î ÄÉÓÔÉÎÃÔÉÖÅ ÃÉÖÉÃ ÁÎÄ ÃÕÌÔÕÒÁÌ ÉÄÅÎÔÉÔÉÅÓȟ ÁÔÔÅÓÔÉÎÇ ÔÏ !ÓÁ "ÒÉÇÇÓȭ 

ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ȬÔÈÅ ÓÔÏÒÙ ÏÆ 6ÉÃÔÏÒÉÁÎ ÃÉÔÉÅÓ ÉÎ ÔÈÅ ÎÉÎÅteenth century is the story 

ÏÆ ÔÈÅ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ÓÅÐÁÒÁÔÅ ÐÒÏÖÉÎÃÉÁÌ ÃÕÌÔÕÒÅÓȭȢ168 

 /ÎÅ ÏÆ ÔÈÅ ÍÏÓÔ ×ÅÌÌ ÄÏÃÕÍÅÎÔÅÄ ÅØÁÍÐÌÅÓ ÏÆ ÔÈÉÓ ÉÓ -ÁÎÃÈÅÓÔÅÒȭÓ 

cultural profile during the 19th-century, which is often orientated around the 

                                                        
163 Wilcox and Ibbotson, 153-155; Richard Wendorf, After Sir Joshua: Essays on British Art and 
Cultural History (New Haven & London: Yale University Press, 2005), 5-49; Smiles, Sir Joshua, 165. 
164  Sam Smiles, J. M. W. Turner: The making of a modern artist (Manchester & New York: 
Manchester University Press, 2007), 51-87. 
165 Asa Briggs, Victorian Cities (London: Penguin Books, 1990), 59. 
166 Ibid, 59-87. 
167 0Ȣ *Ȣ #ÏÒÆÉÅÌÄȟ Ȱ3ÍÁÌÌ 4Ï×ÎÓȟ ,ÁÒÇÅ )ÍÐÌÉÃÁÔÉÏÎÓȡ 3ÏÃÉÁÌ ÁÎÄ #ÕÌÔÕÒÁÌ 2ÏÌÅÓ ÏÆ 3ÍÁÌÌ 4Ï×ÎÓ ÉÎ 
Eighteenth-#ÅÎÔÕÒÙ %ÎÇÌÁÎÄ ÁÎÄ 7ÁÌÅÓȟȱ The British Journal for eighteenth-century studies 10, 
no.2 (1987), 125-138. 
168 Briggs, 43. 



Chapter One: Literature Review 

40 
 

landmark Art Treasures exhibition it held in 1857.169  As Tristram Hunt has 

ÈÉÇÈÌÉÇÈÔÅÄȟ -ÁÎÃÈÅÓÔÅÒ ×ÁÓ ÎÏÔÏÒÉÏÕÓ ÁÓ ȬÔÈÅ ÓÈÏÃË ÃÉÔÙ ÏÆ ÔÈÅ )ÎÄÕÓÔÒÉÁÌ 

2ÅÖÏÌÕÔÉÏÎȭ ÁÎÄ ÃÌÏÓÅÌÙ ÁÓÓÏÃÉÁÔÅÄ ×ÉÔÈ ÍÁÔÅÒÉÁÌÉÓÍ ÁÎÄ ÉÎÄÉÖÉÄÕÁÌÉÓÍ ÁÔ ÔÈÅ 

expense of intellectualism or aestheticism.170  It was in contestation of this 

perception of philistinism that Hunt argues the city refashioned itself in relation 

to the Medicisȭ in Florence, celebrated for their marriage of commerce and the 

arts. 171  Pivotal within this was the Manchester Art Treasures Exhibition; 

representing the largest fine art exhibition held in Europe up to this date, it 

ÄÅÍÏÎÓÔÒÁÔÅÄ -ÁÎÃÈÅÓÔÅÒȭÓ ÃÕÌÔÕÒÁÌ ÉÎÄÅÐÅÎÄÅÎÃÅȟ ÁÓÓÅÒÔÅÄ ÉÔÓ ÁÂÉÌÉÔÙ ÔÏ 

cultivate the fine arts and instilled an intense civic pride.172 Hunt also links this 

with the cultivation of the arts in Liverpool, demonstrating the currency of the 

industrial image of the Victorian city and the use of the arts to challenge this and 

build new associations for the cities.173 Furthermore, Hunt also indicates the 

adoption of the Italian renaissance republics, like Florence or Venice, as well as 

the northern European city republics of Ghent, Bruges and Antwerp, as models 

through which the Victorian manufacturing cities could confidently claim their 

commercialism and its alignment with the arts.174  This suggests the wider 

appropriation of past heritages by the 19th-century city to articulate its cultural 

and civic identity in the present. 

  This invocation of the past is also alluded to by Asa Briggs in his discussion 

of Nottingham during the 19th-century in which he argues the new and old co-

existed, the dualism of tradition and improvement reinforcing the sense of local 

pride.175 .ÏÔÔÉÎÇÈÁÍ ÉÓ ÓÉÔÕÁÔÅÄ ÁÓ ÐÁÒÔ ÏÆ "ÒÉÇÇÓȭÓ ÂÒÏÁÄÅÒ ÓÕÒÖÅÙ ÏÆ 6ÉÃÔÏÒÉÁÎ 

cities, in which he addresses Manchester as a symbol of the new age; the civic 

philosophy developed in Birmingham; Middlesbrough as one of the new 

communities of the 19th-century; Melbourne as an international counterpart to 

                                                        
169 For further discussion of the Manchester Art Treasures exhibition see: Elizabeth A. Pergam, 
The Manchester Art Treasures Exhibition of 1857: Entrepreneurs, Connoisseurs and the Public 
(Surrey: Ashgate, 2011). 
170 Tristram Hunt, Building Jerusalem: The rise and fall of the Victorian city (London: Weidenfeld 
& Nicolson, 2004), 142. 
171 Ibid, 159-162. 
172 Ibid, 165. 
173 Ibid, 141-168. 
174 Ibid, 155. 
175 Briggs, 367. 
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this; and, finally London as a world city, regaining its national reach as the 

century came to a close. This, therefore, reflects his understanding of the 

ÉÎÄÉÖÉÄÕÁÌÉÔÙ ÏÆ ÃÉÖÉÃ ÃÕÌÔÕÒÅ ÉÎ ÐÒÏÖÉÎÃÉÁÌ ÃÉÔÉÅÓȢ 7ÉÔÈÉÎ ÔÈÉÓȟ "ÒÉÇÇÓȭÓ ÄÉÓÃÕÓÓÉÏÎ 

of Leeds is noteworthy as it foregrounds the construction of Leeds Town Hall as 

a source of civic pride.176 Framing this in regards to the cities rivalry with London 

and nearby Bradford, Briggs demonstrates that the building itself was seen as 

testament to the value of art; as a symbol of romance as it was incorporated into 

the towns ceremonial culture; as a source of admiration as it was perceived as 

ÅÖÉÄÅÎÃÅ ÏÆ ÔÈÅ ÔÏ×ÎȭÓ ÐÕÂÌÉÃ ÓÐÉÒÉÔ ÁÎÄ ÔÈÅ ÃÏÒÐÏÒÁÔÉÏÎȭÓ ÖÉÇÏÕÒȠ ÁÎÄ ÁÓ Á ÐÏÉÎÔ 

ÏÆ ÉÎÓÐÉÒÁÔÉÏÎ ÆÏÒ ÏÔÈÅÒ ÔÏ×Î ÈÁÌÌȭÓ ÂÕÉÌÔ ÄÕÒÉÎÇ ÔÈÅ ÃÅÎÔÕÒÙȢ177 Through this the 

material construction of civic and cultural identity within the Victorian city is 

foregrounded.  

 Consequently, whilst this merely touches upon some of the literature 

addressing cities, it highlights the need to consider the distinctive provincial 

cultures that arose during the 19th-century and the role that the material and 

cultural development of the city had in this.  Although Derby was not awarded 

city status until 1977, it can be viewed in relation to this larger context of rapid 

urbanisation as its population increased exponentially from 13,000 in 1801 to 

621,636 in 1901.178 However, unlike the comprehensive studies of cities like 

-ÁÎÃÈÅÓÔÅÒȟ ÔÈÅ ÓÃÈÏÌÁÒÓÈÉÐ ÏÎ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÐÒÏÆÉÌÅ ÄÕÒÉÎÇ ÔÈÅ 19th-century 

is relatively fragmented and the dominant narrative of the town is as an 

intellectual and scientific hub during the long 18th-century.  

$ÅÒÂÙȭÓ ÄÅÖÅÌÏÐÍÅÎÔ ÄÕÒÉÎÇ ÔÈÅ 19th-century has, primarily, been 

discussed in relation to industrialisation and county or regional history. David 

(ÅÙȭÓ ÂÏÏËȟ Derbyshire: a history, is representative of this.179 Derby during the 

19th-century ÉÓ ÃÏÎÓÉÄÅÒÅÄ ÉÎ ÃÏÎÊÕÎÃÔÉÏÎ ×ÉÔÈ ÔÈÅ ÃÏÕÎÔÙȭÓ ÈÉÓÔÏÒÙ ÉÎ ×ÈÉÃÈ 

ÉÎÄÕÓÔÒÉÁÌÉÓÁÔÉÏÎ ÉÓ ÐÒÉÖÉÌÅÇÅÄ ÁÓ ÔÈÅ ȬËÅÙ ÔÏ ÒÁÐÉÄ ÇÒÏ×ÔÈȭ ÄÕÒÉÎÇ ÔÈÅ 19th-

                                                        
176 Briggs, 151 & 159. 
177 Ibid, 159-183. 
178 Maxwell Craven, Derby: An Illustrated History (Derby: Breedon Books Publishing Company 
Limited, 1988), 134; David Hey, Derbyshire: a history (Lancaster: Carnegie Publishing Ltd, 2008), 
389. 
179 Hey. 
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century.180 Hey represents Derbyshire as a thriving industrial and commercial 

region and locates Derby as a rapidly changing and expanding town in connection 

ÔÏ ÔÈÉÓȢ &ÒÁÎË .ÉØÏÎ ÂÕÉÌÄÓ ÕÐÏÎ ÔÈÉÓ ÁÓ ÈÅ ÆÏÃÕÓÓÅÓ ÅÎÔÉÒÅÌÙ ÕÐÏÎ ÔÈÅ ÃÏÕÎÔÙȭÓ 

industrialisation, foregrounding its material impact and legacy within the 

landscape.181 Through this lens he situates Derby in relation to the industrial 

ÇÅÏÇÒÁÐÈÙ ÏÆ ÔÈÅ ÃÏÕÎÔÙȟ ÕÎÄÅÒÐÉÎÎÉÎÇ ÔÈÅ ÔÏ×ÎȭÓ 19th-century development 

with a history of industrialisation.  Beckett and Heath, continue this theme by 

arguing that the greatest industrialisation in the East Midlands occurred during 

the mid to late-19th-century rather than the traditional, earlier date associated 

with the industrial revolution. 182 Although Derby is framed as part of the larger 

regional changes, Heath and Beckett highlight how this was registered within the 

ÔÏ×Î ÔÈÒÏÕÇÈ ÎÏÔÉÎÇ ÔÈÅ ÅÍÅÒÇÅÎÃÅ ÏÆ Á ȰÆÕÌÌÙ-ÆÌÅÄÇÅÄȱ ÆÁÃÔÏÒÙ ÓÙÓÔÅÍȟ ÔÈÅ 

expansion of established industries and the development of new ones, and the 

establishment of greater communication and transport networks in the town.183  

 Beckett has also developed these ideas in his longer study of the East 

Midlands, asserting that by the 19th-century ÔÈÅ ÒÅÇÉÏÎ ×ÁÓ ÏÎ Á ȬÆÉÒÍ ÉÎÄÕÓÔÒÉÁÌ 

ÆÏÏÔÉÎÇȭȢ184 Again, Derby is discussed as part of this larger geography and history. 

As the focus extends beyond industrialÉÓÁÔÉÏÎȟ ÁÓ ÉÎ (ÅÙȭÓ ÁÃÃÏÕÎÔ ÏÆ $ÅÒÂÙÓÈÉÒÅȟ 

the regions social and cultural development is addressed, particularly in 

reference to the tensions arising from such rapid urbanisation.185 Stating that 

ȬÔÈÅ ÌÏÃÁÔÉÏÎ ÏÆ ÉÎÄÕÓÔÒÙȟ ÐÒÏØÉÍÉÔÙ ÔÏ ÉÍÐÒÏÖÅÄ ÃÏÍÍÕÎÉÃÁÔÉons, and the 

capacity to develop trading and leisure functions were among the factors which 

ÄÅÔÅÒÍÉÎÅÄ ×ÈÉÃÈ ÔÏ×ÎÓ ÅØÐÁÎÄÅÄ ÄÕÒÉÎÇ ÔÈÅÓÅ ÙÅÁÒÓȭȟ "ÅÃËÅÔÔ ÄÅÍÏÎÓÔÒÁÔÅÓ 

ÔÈÅ ÇÒÏ×ÉÎÇ ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÔÈÅ ÃÏÕÎÔÙ ÔÏ×ÎÓ ÁÎÄȟ ÓÐÅÃÉÆÉÃÁÌÌÙȟ $ÅÒÂÙȭÓ ÅÍÅÒÇÅÎÃÅ 

as a major administrative, commercial, professional and cultural centre during 

the 1800s.186  

                                                        
180 Hey, 329. 
181 Frank Nixon, The Industrial Archaeology of Derbyshire (Newton Abbot: David & Charles, 1969). 
182  J. V. Beckett and J. E. Heath, When was the Industrial Revolution in the East Midlands? 
(Nottingham: University of Nottingham, 1988), 79-80. 
183 Beckett and Heath. 
184 J. V. Beckett, The East Midlands from AD 1000 (London & New York: Longman Group UK 
Limited, 1988), 189. 
185 Ibid, 189-258. 
186 Ibid, 223-224. 
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 7ÉÔÈÉÎ ÔÈÉÓȟ ÁÎ ÉÍÐÏÒÔÁÎÔ ÎÁÒÒÁÔÉÖÅ ÈÁÓ ÂÅÅÎ ÔÈÅ ÔÏ×ÎȭÓ ÒÉÓÅ ÁÓ Á ÒÁÉÌ×ÁÙ 

centre.  Whilst this is highlighted in much of the literature about the town, George 

2ÅÖÉÌÌȭÓ ×ÏÒË is notable for its focussed and critical analysis of the Midland 

2ÁÉÌ×ÁÙ #ÏÍÐÁÎÙȭÓ ÒÏÌÅ ÉÎ $ÅÒÂÙȢ187  Revill indicates the importance of the 

railway as a powerful social, cultural and economic reference point within the 

town, uniting the community under the bÁÎÎÅÒ ÏÆ Ȭ2ÁÉÌ×ÁÙ $ÅÒÂÙȭ ɀ although he 

also acknowledges the social and cultural texture within this community and the 

class-consciousness it developed.188 The distinctive civic realm produced by the 

company was, Revill argues, created through  its adoption of the language of 

paternalism and liberalism to promote the idea of the citizen-stakeholder.189 

However, whilst indicating the social and political influence of the Company, 

Revill also suggests the ambivalence of this as he notes that the town became 

subjeÃÔ ÔÏ ÔÈÅ ÃÏÒÐÏÒÁÔÉÏÎȭÓ ȬÏÐÐÒÅÓÓÉÖÅ ÉÎÄÉÆÆÅÒÅÎÃÅȭ ÁÓ ÉÔÓ ÎÁÔÉÏÎÁÌ ÎÅÔ×ÏÒË ÁÎÄ 

financial base enabled it to work outside local social and economic systems.190  

 &ÕÒÔÈÅÒ ÔÈÁÎ ÔÈÉÓȟ ÔÈÅ ÈÉÓÔÏÒÙ ÏÆ $ÅÒÂÙȭÓ ÓÏÃÉÁÌ ÁÎÄ ÃÕÌÔÕÒÁÌ ÄÅÖÅÌÏÐÍÅÎÔ 

can be characterised by the lack of scholarly attention it has received. John Derek 

3ÔÁÎÄÅÎȭÓ -! ÔÈÅÓÉÓȟ Ȭ4ÈÅ 3ÏÃÉÁÌȟ %ÃÏÎÏÍÉÃ ÁÎÄ 0ÏÌÉÔÉÃÁÌ $ÅÖÅÌÏÐÍÅÎÔ ÏÆ $ÅÒÂÙȟ 

1835-ρψψψȭȟ ÉÓ ÏÎÅ ÏÆ ÔÈÅ ÆÅ× ÓÔÕÄÉÅÓ ÔÏ ÓÏÌÅÌÙ ÆÏÃÕÓ ÕÐÏÎ ÔÈÅ ÔÏ×Î ÄÕÒÉÎÇ ÔÈÉÓ 

period or to consider a narrative extÅÎÄÉÎÇ ÂÅÙÏÎÄ ÔÈÅ ÔÏ×ÎȭÓ ÉÎÄÕÓÔÒÉÁÌ 

history.191 Although Standen continues to stress the importance of industry and 

the railway, his focus shifts to foreground the economic and social repercussions 

of this. 192  Through a narrative of progress, Standen details DÅÒÂÙȭÓ 

transformation during the 19th-century in terms of the health of its population, 

ÔÈÅ ÐÏÌÉÔÉÃÁÌ ÃÌÉÍÁÔÅȟ ÔÈÅ ÅÆÆÏÒÔÓ ÍÁÄÅ ÉÎ ÔÈÅ ÎÁÍÅ ÏÆ ȬÉÍÐÒÏÖÅÍÅÎÔȭ ÂÙ ÔÈÅ 

corporation and the Derby Improvement Commissioners, the role of  local 

                                                        
187 'ÅÏÒÇÅ 2ÅÖÉÌÌȟ ȰȬ2ÁÉÌ×ÁÙ $ÅÒÂÙȭȡ ÏÃÃÕÐÁÔÉÏÎÁÌ ÃÏÍÍÕÎÉÔÙȟ ÐÁÔÅÒÎÁÌÉÓÍ ÁÎÄ ÃÏÒÐÏÒÁÔÅ ÃÕÌÔÕÒÅȟ 
1850-ωπȟȱ Urban History 28, no.3 (December 2001): 378-404; George Revillȟ Ȱ,ÉÂÅÒÁÌÉÓÍ ÁÎÄ 
ÐÁÔÅÒÎÁÌÉÓÍȡ 0ÏÌÉÔÉÃÓ ÁÎÄ ÃÏÒÐÏÒÁÔÅ ÃÕÌÔÕÒÅ ÉÎ ȬÒÁÉÌ×ÁÙ $ÅÒÂÙȭȟ ρψφυ-χυȟȱ Social History 24, no.2 
(1999): 196-ςρτȠ 'ÅÏÒÇÅ 2ÅÖÉÌÌȟ Ȱ0ÁÔÅÒÎÁÌÉÓÍȟ ÃÏÍÍÕÎÉÔÙ ÁÎÄ ÃÏÒÐÏÒÁÔÅ ÃÕÌÔÕÒÅȡ Á ÓÔÕÄÙ ÏÆ ÔÈÅ 
Derby headquarters of the Midland Railway Company and its workforce, 1840-ρωππȱ ɉ0È$ ÔÈÅÓÉÓȟ 
University of Loughborough, 1989).  
188 2ÅÖÉÌÌȟ Ȱ2ÁÉÌ×ÁÙ $ÅÒÂÙȟȱ τπτȢ 
189 2ÅÖÉÌÌȟ Ȱ,ÉÂÅÒÁÌÉÓÍ ÁÎÄ ÐÁÔÅÒÎÁÌÉÓÍȢȱ 
190 2ÅÖÉÌÌȟ Ȱ0ÁÔÅÒÎÁÌÉÓÍȟ ÃÏÍÍÕÎÉÔÙ ÁÎÄ ÃÏÒÐÏÒÁÔÅ ÃÕÌÔÕÒÅȟȱ συσ-357. 
191 *ÏÈÎ $ÅÒÅË 3ÔÁÎÄÅÎȟ Ȱ4ÈÅ 3ÏÃÉÁÌȟ Economic and Political Development of Derby, 1835-ρψψψȱ 
(MA thesis, University of Leeds, 1959). 
192 Ibid, 1-52. 
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philanthropists, and the importance of changing national legislation.193 In this 

respect, Standen develops a more multi-faceted picture of the town in the 1800s 

and its relationship to nationwide developments.  

Other scholars have enriched this picture through addressing events or 

institutions within Derby as case studies. For example, Anthony Delves has 

discussed the annual Shrove Tuesday football game in Derby in relation to the 

wider social tensions within the town during the 1830s and 1840s.194  This, 

therefore, builds upon the references to the social tensions and conflict arising 

from the rapid urban expansion of the 19th-century made by scholars like Hey 

and Beckett.195 )Ô ÁÌÓÏ ÃÏÍÐÌÉÃÁÔÅÓ 3ÔÁÎÄÅÎȭÓ ÎÁÒÒÁÔÉÖÅ ÏÆ ÓÔÅÁÄÙ ÉÍÐÒÏÖÅÍÅÎÔ ÂÙ 

highlighting the moments of opposition within this and it situates Derby in 

ÒÅÌÁÔÉÏÎ ÔÏ ÔÈÅ ÂÒÏÁÄÅÒ ÓÏÃÉÁÌ ÔÅÎÓÉÏÎÓ ÏÆ ÔÈÅ ÐÅÒÉÏÄȢ 2ÅÌÁÔÉÎÇ ÔÏ ÔÈÉÓȟ 0ÁÕÌ 3ÔÕÒÇÅÓȭ 

ÄÉÓÃÕÓÓÉÏÎ ÏÆ -ÉÃÈÁÅÌ 4ÈÏÍÁÓ "ÁÓÓȭÓ ÄÏÎÁÔÉÏÎ ÏÆ ÔÈÅ ÂÕÉÌÄÉÎÇ ÆÏÒ $ÅÒÂÙ 0ÕÂÌÉÃ 

Library in 1879 provides an insight into the struggles around popular culture in 

the late 19th-century.196 Whilst touching upon the philanthropic culture of the 

town, the case study of Derby Library is used to demonstrate the social tensions 

implicit in discourses of rational recreation as opposed to contemporary drinking 

culture and, more broadly, in the interactions between the beerage and the 

temperance movement.197 )Ô ÁÌÓÏ ÐÒÏÖÉÄÅÓ Á ÕÓÅÆÕÌ ÉÎÓÉÇÈÔ ÉÎÔÏ "ÁÓÓȭÓ ÐÕÂÌÉÃ ÌÉÆÅȟ 

a figure who is discussed further in Chapter Six. Complementing Sturges 

discussion, Paul Elliott has also taken the library as a case study; through 

focussing upon the donation of the Devonshire Library to the town in 1881, 

Elliott demonstrates the philanthropic culture within Derby, the concern with the 

recreation of its populace and the role of libraries in projecting and cultivating 

local identity.198 

                                                        
193 Standen, 89-239. 
194 !ÎÔÈÏÎÙ $ÅÌÖÅÓȟ Ȱ0ÏÐÕÌÁÒ 2ÅÃÒÅÁÔÉÏÎ ÁÎÄ 3ÏÃÉÁÌ #ÏÎÆÌÉÃÔ ÉÎ $ÅÒÂÙȟ ρψππ-ρψυπȟȱ ÉÎ Explorations 
in the History of Labour and Leisure, ed. E. Yeo and S. Yeo (Brighton: Harvester Press, 1981), 89-
127. 
195 Beckett, 227, 244, 258 & 293-296; Hey, 390-391. 
196  0ÁÕÌ 3ÔÕÒÇÅÓȟ Ȱ"ÅÅÒ ÁÎÄ "ÏÏËÓȡ -ÉÃÈÁÅÌ 4ÈÏÍÁÓ "ÁÓÓȟ $ÅÒÂÙ 0ÕÂÌÉÃ ,ÉÂÒÁÒÙ ÁÎÄ ÔÈÅ 
0ÈÉÌÁÎÔÈÒÏÐÙ ÏÆ ÔÈÅ "ÅÅÒÁÇÅȟȱ Libraries & Culture 31, no.2 (1996): 247-271. 
197 3ÔÕÒÇÅÓȟ Ȱ"ÅÅÒ ÁÎÄ "ÏÏËÓȟȱ ςυυ-261. 
198  0ÁÕÌ %ÌÌÉÏÔÔȟ Ȱ%ÌÉÔÅ ÐÁÔÒÏÎÁÇÅ ÁÎÄ 6ÉÃÔÏÒÉÁÎ ÐÒÏÖÉÎÃÉÁÌ ÕÒÂÁÎ ÉÄÅÎÔÉÔÙ ÉÎ %ÎÇÌÁÎÄȡ ÔÈÅ 
$ÅÖÏÎÓÈÉÒÅ #ÏÌÌÅÃÔÉÏÎ ÁÎÄ ÔÈÅ ÅÓÔÁÂÌÉÓÈÍÅÎÔ ÏÆ ÔÈÅ $ÅÒÂÙ 0ÕÂÌÉÃ ,ÉÂÒÁÒÙȟȱ Libraries & Culture 
(1999): 1-16. 



Chapter One: Literature Review 

45 
 

Such studies are in the minority, however; local history is, therefore, an 

important supplementary source. Whilst this genre has traditionally been 

disparaged, with emphasis put upon its amateur-appeal and descriptive rather 

than analytic approach, it can still provide a useful overview.199  This is 

ÐÁÒÔÉÃÕÌÁÒÌÙ ÐÅÒÔÉÎÅÎÔ ÉÎ ÒÅÇÁÒÄÓ ÔÏ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÌÉÆÅ ×ÈÉÃÈ ÈÁÓ ÂÅÅÎ ÁÌÍÏÓÔ 

ÃÏÍÐÌÅÔÅÌÙ ÏÖÅÒÌÏÏËÅÄ ÂÙ ÓÃÈÏÌÁÒÓȢ *ÏÈÎ &ÉÎÅÒÁÎȭÓ Ô×Ï ÓÕÒÖÅÙ ÂÏÏËÓ ÁÂÏÕÔ ÔÈÅ 

ÁÒÔÉÓÔÓ ÁÓÓÏÃÉÁÔÅÄ ×ÉÔÈ ÔÈÅ ÃÏÕÎÔÙ ÁÎÄ ÔÈÅ ÔÏ×ÎȭÓ ÓÃÈÏÏÌÓ ÏÆ ÁÒÔ ÁÒÅ ÔÈÅ ÏÎÌÙ 

focussed studies on the arts in the town and these are more akin to a collection 

of biographies than an analysis of the arts in Derby.200 -ÁØ×ÅÌÌ #ÒÁÖÅÎȭÓ ×ÏÒËȟ 

particularly his book Derby: An Illustrated History, is notable in this respect; 

ÁÌÔÈÏÕÇÈ ÃÏÎÃÅÒÎÅÄ ×ÉÔÈ ÔÈÅ ÔÏ×ÎȭÓ ÌÏÎÇÅÒ ÈÉÓÔÏÒÙ #ÒÁÖÅÎ ÄÅÔÁÉÌÓ ÔÈÅ ÍÁÔÅÒÉÁÌȟ 

social, political and industrial developments of the 19th-century.201 In Derby: An 

Illustrated History Craven notes the cultural life of the town during the 19th-

century, particularly highlighting local initiatives like the triennial music 

festival.202  In the 2007 revised edition, however, this narrative is given less 

ÁÔÔÅÎÔÉÏÎ ÁÓ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÌÉÆÅ ÄÕÒÉÎÇ ÔÈÉÓ ÐÅÒÉÏÄ is primarily discussed in 

relation to theatre and sport.203 

Thus, as this literature shows, the 19th-century cultural profile of the 

town, to which this thesis will contribute, has only been addressed in a limited 

ÁÎÄ ÆÒÁÇÍÅÎÔÅÄ ×ÁÙȢ 2ÁÔÈÅÒȟ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ profile has been consistently 

written in terms of the long 18th-century and provincial enlightenment culture. 

This is reflected in the cultural significance that the 1725 prospect view of the 

town has attained [Fig.16]. Depicting the town from the east, overlooking the 

Derwent, the image is notable for the prominence of the silk mill. The print after 

the painting makes the meaning of this representation of the town explicit 

                                                        
199 W. G. Hoskins, Local History in England, 3rd edn. (London & New York: Routledge, 1984), 29-
30. 
200 John Fineran, Derby Schools of Art, Science, & Technology 1853-2003 (Derby: University of 
Derby, 2006); John Fineran, !Î )ÌÌÕÓÔÒÁÔÅÄ 7ÈÏȭÓ 7ÈÏ ÏÆ !ÒÔÉÓÔs in Derbyshire (Belper: John 
Fineran, 2004). 
201 Maxwell Craven, Derbians of Distinction (Derby: The Breedon Books Publishing Company, 
1988); Craven, Derby; Maxwell Craven and Michael Stanley, Derbyshire Country Houses, 2 vols. 
(Ashbourne: Landmark Publishing, 2001); Evelyn Lord, Derby Past (Chichester: Phillimore & Co. 
Ltd, 1996). 
202 Craven, Derby, 203-209 & 225. 
203 Maxwell Craven, An Illustrated History of Derby (Derby: Breedon Books Publishing Company 
Limited, 2007), 172, 207 & 230-240. 
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through its description and key; this emphasises the importance of the mill 

within $ÅÒÂÙȟ Á ȬÒÉÃÈ ÁÎÄ ÐÏÐÕÌÏÕÓ 4Ï×Îȭȟ ÄÕÅ ÔÏ ÔÈÅ ÆÁÍÅ ÏÆ ÔÈÅ ×ÏÒËÓȟ ÔÈÅ 

employment it provided, and the beauty they added to the town [Fig.17]. The 

continued invocation of this representation of the town at the expense of other 

views and industrial structures is demonstrative of the currency and hegemony 

of Derby envisaged as an 18th-century industrial and entrepreneurial landscape. 

7ÉÔÈÉÎ ÔÈÉÓ ÓÃÈÏÌÁÒÓÈÉÐȟ 0ÁÕÌ %ÌÌÉÏÔÔȭÓ ×ÏÒË ÉÓ ÎÏÔÁÂÌÅ ÆÏÒ ÉÔÓ ÅÎÇÁÇÅÍÅÎÔ 

with, and analysis of, the multiple manifestations of $ÅÒÂÙȭÓ ÓÃÉÅÎÔÉÆÉÃ ÃÕÌÔÕÒÅ 

between 1700 and 1850. In adopting this approach EÌÌÉÏÔÔȭÓ ×ÏÒË ÉÓ ÓÙÍÐÔÏÍÁÔÉÃ 

of the growing interest in the geographies of scientific culture.204  As David 

Livingstone and Charles Withers have argued, addressing place in relation to 

ÓÃÉÅÎÃÅ ÉÓ ÉÍÐÏÒÔÁÎÔ ÁÓ ËÎÏ×ÌÅÄÇÅ ÉÓ ÎÏÔ ÄÉÓÃÒÅÔÅ ÏÒ ÏÂÊÅÃÔÉÖÅ ÂÕÔ ÓÈÁÐÅÄ ȬÂÙ 

content over time, within institutions, at different scales, and for different 

ÁÕÄÉÅÎÃÅÓ ÉÎ ÄÉÆÆÅÒÅÎÔ ÐÌÁÃÅÓȢȭ205  Interlinking with this, attention has also 

increasingly turned towards regional science in recognition of the different 

scales at which science is produced and transformed.206 Ian Inkster, for example, 

has shown that whilst provincial-metropolitan exchanges shaped scientific 

culture, it also differed between places and regions.207 

4ÈÉÓ ÉÓ ÁÐÐÁÒÅÎÔ ÉÎ %ÌÌÉÏÔÔȭÓ ÁÔÔÅÎÔÉÏÎ ÔÏ ÓÉÔÅ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ $ÅÒÂÙȭÓ 

progressive scientific culture. For example, he demonstrates the importance of 

Derby General Infirmary as an innovative example of how industrial technology 

and organisation was applied to a medical institution and its corresponding 

clinical and moral purposes.208 Though acknowledging the difficulty in assessing 

                                                        
204  See for example: David Livingstone, Putting Science in its Place: Geographies of Scientific 
Knowledge (Chicago & London: The University of Chicago Press, 2003); David N. Livingstone and 
Charles W. J. Withers, eds., Geographies of Nineteenth-Century Science (Chicago & London: The 
5ÎÉÖÅÒÓÉÔÙ ÏÆ #ÈÉÃÁÇÏ 0ÒÅÓÓȟ ςπρρɊȠ 0ÁÕÌ %ÌÌÉÏÔÔȟ Ȱ4Ï×ÁÒÄÓ Á ÇÅÏÇÒÁÐÈÙ ÏÆ %ÎÇÌÉÓÈ ÓÃÉÅÎÔÉÆÉÃ 
culture: provincial identity and literary and philosophical culture in the English county town, 
1750-ρψυπȟȱ Urban History 32, no.3 (December 2005): 391-412. 
205 Livingstone and Withers, 4-5 & 14. 
206 Livingstone, 89. 
207 )ÁÎ )ÎËÓÔÅÒȟ Ȱ)ÎÔÒÏÄÕÃÔÉÏÎȡ !ÓÐÅÃÔÓ ÏÆ ÔÈÅ ÈÉÓÔÏÒÙ ÏÆ ÓÃÉÅÎÃÅ ÁÎÄ ÓÃÉÅÎÃÅ ÃÕÌÔÕÒÅ ÉÎ "ÒÉÔÁÉÎȟ 
1780-ρψυπ ÁÎÄ ÂÅÙÏÎÄȟȱ ÉÎ Metropolis and Province: Science in British Culture, 1780-1850, ed. Ian 
Inkster and Jack Morrell (London: Hutchinson, 1983), 11-54. 
208 0ÁÕÌ %ÌÌÉÏÔÔȟ Ȱ4ÈÅ $ÅÒÂÙÓÈÉÒÅ 'ÅÎÅÒÁÌ )ÎÆÉÒÍÁÒÙ ÁÎÄ ÔÈÅ $ÅÒÂÙ 0ÈÉÌÏÓÏÐÈÅÒÓȡ 4ÈÅ !ÐÐÌÉÃÁÔÉÏÎ 
of Industrial Architecture and Technology to Medical Institutions in Early-Nineteenth-Century 
%ÎÇÌÁÎÄȟȱ Medical History 46 (2000), 66. 
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the clinical impact of such innovations, Elliott argues that the Infirmary is 

representative of the scientific and intellectual culture of the town and the 

important role that men, like William Strutt, had in driving this.209 Similarly, 

Elliott has discussed the significance of Derby Arboretum ɀ one of the first 

specially designed Victorian public parks ɀ as evidence for the importance of 

provincial scientific culture, rational recreation and local initiatives in fostering 

Victorian municipal innovation.210 This is discussed further in the book on British 

Arboretums co-authored by Elliott, Charles Watkins and Stephen Daniels; the 

Derby Arboretum is situated in relation to the national context of the time and, 

subsequently, presented as an innovative force within British culture and social 

provision.211  

$ÅÒÂÙȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÁÓ Á ÐÒÏÇÒÅÓÓÉÖÅȟ ÓÃÉÅÎÔÉÆÉÃ ÃÅÎÔÒÅ ÏÐÅÒÁÔÉÎÇ ×ÉÔÈÉÎ 

and impacting upon a national and international provincial enlightenment 

ÃÕÌÔÕÒÅ ÉÓ ÁÌÓÏ ÒÅÉÎÆÏÒÃÅÄ ÂÙ %ÌÌÉÏÔÔȭÓ ÄÉÓÃÕÓÓÉÏÎ ÏÆ %ÒÁÓÍÕÓ $ÁÒ×ÉÎȟ (ÅÒÂÅÒÔ 

Spencer and the evolutionary worldview.212 Elliott claims that Darwin and the 

progressive scientific culture within Derby, manifested in institutions like Derby 

-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÏÒ ÔÈÅ ,ÉÔÅÒÁÒÙ ÁÎÄ 0ÈÉÌÏÓÏÐÈÉÃÁÌ 3ÏÃÉÅÔÙȟ ×ÅÒÅ ÁÎ ÉÍÐÏÒÔÁÎÔ 

influence upon Herbert Spencer and the development of his theories.213 

Additionally, in an article on the emergence of public science in the provinces, 

Elliott has argued that Derby developed its own distinctive scientific culture 

which emphasised the religious and utilitarian applications of science and 

mathematics.214 4ÈÒÏÕÇÈ ÅØÁÍÐÌÅÓ ÌÉËÅ *ÏÈÎ 7ÈÉÔÅÈÕÒÓÔȭÓ ÇÅÏÌÏÇÉÃÁÌ ×ÒÉÔÉÎÇÓȟ 

Elliott shows the connection between these local developments and national 

currents of thinking.215 Consequently, the representation of Derby as a thriving, 

                                                        
209 %ÌÌÉÏÔÔȟ Ȱ$ÅÒÂÙÓÈÉÒÅ 'ÅÎÅÒÁÌ )ÎÆÉÒÍÁÒÙȟȱ ψς-84. 
210 0ÁÕÌ %ÌÌÉÏÔÔȟ Ȱ4ÈÅ $ÅÒÂÙ !ÒÂÏÒÅÔÕÍ ɉρψτπɊȡ ÔÈÅ &ÉÒÓÔ 3ÐÅÃÉÁÌÌÙ $ÅÓÉÇÎÅÄ -ÕÎÉÃÉÐÁÌ 0ÕÂÌÉÃ 0ÁÒË 
ÉÎ "ÒÉÔÁÉÎȟȱ Midland History 26, no.1 (2001): 144-176. 
211 Paul A. Elliott, Charles Watkins and Stephen Daniels, The British Arboretum: Trees, science and 
culture in the nineteenth century (London: Pickering & Chatto, 2011), 135-154. 
212  0ÁÕÌ %ÌÌÉÏÔÔȟ Ȱ%ÒÁÓÍÕÓ $ÁÒ×ÉÎȟ (ÅÒÂÅÒÔ 3ÐÅÎÃÅÒȟ ÁÎÄ ÔÈÅ /ÒÉÇÉÎÓ ÏÆ ÔÈÅ %ÖÏÌÕÔÉÏÎÁÒÙ 
Worldview in British Provincial Scientific Culture, 1770-ρψυπȟȱ Isis 94, no.1 (March 2003): 1-29. 
213 Ibid, 3-4. 
214 0ÁÕÌ %ÌÌÉÏÔÔȟ Ȱ4ÈÅ "ÉÒÔÈ ÏÆ 0ÕÂÌÉÃ 3ÃÉÅÎÃÅ ÉÎ ÔÈÅ %ÎÇÌÉÓÈ 0ÒÏÖÉÎÃÅÓȡ .ÁÔÕÒÁÌ 0ÈÉÌÏÓÏÐÈÙ ÉÎ $ÅÒÂÙȟ 
c.1690-ρχφπȟȱ Annals of Science 57, no.1 (2000): 61-100. 
215 Ibid.  
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progressive cultural centre with national and international reach during the 

19th-century is affirmed and consolidated. 

4ÈÅÓÅ ÁÓÐÅÃÔÓ ÏÆ $ÅÒÂÙȭÓ ÅÎÌÉÇÈÔÅÎÍÅÎÔ ÈÉÓÔÏÒÙ ÁÒÅ ÂÒÏÕÇÈÔ ÔÏÇÅÔÈÅÒ ÉÎ 

%ÌÌÉÏÔÔȭÓ ÍÏÎÏÇÒÁÐÈȟ The Derby Philosophers, which focusses upon the group of 

intellectuals associated with the Derby Philosophical Society and the local, 

national and international influence they had during a time of great political and 

industrial change.216  4ÈÅ ÓÏÃÉÅÔÙȭÓ ÍÅÍÂÅÒÓÈÉÐ ÈÁÓ ÁÌÓÏ ÂÅÅÎ ÓÕÒÖÅÙÅÄ ÂÙ 

3ÔÕÒÇÅÓ ×ÈÏ ÓÔÒÅÓÓÅÄ %ÒÁÓÍÕÓ $ÁÒ×ÉÎȭÓ ÉÍÐÏÒÔÁÎÃÅȟ ÔÈÅ ÇÒÏÕÐȭÓ ÁÃÔÉÖÉÔÉÅÓȟ ÁÎÄ 

the diverse professions of the members. 217  Elliott builds upon this by 

foregrounding the networks the members participated in within Derby and the 

wider provincial, urban scientific culture of the long 18th-century. For example, 

he demonstrates how natural philosophy, a central concern of progressive, 

enlightenment culture, inspired the Derby Philosophers to encourage and 

instigate political and urban improvements which, in turn, had more than local 

influence.218 &ÕÒÔÈÅÒÍÏÒÅȟ %ÌÌÉÏÔÔ ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ ÄÉÆÆÅÒÅÎÔ ×ÁÙÓ $ÅÒÂÙȭÓ ÓÃÉÅÎÔÉÆÉÃ 

culture was registered by addressing it thematically, as in the chapter on utility; 

ÔÈÒÏÕÇÈ ÃÁÓÅ ÓÔÕÄÉÅÓȟ ÌÉËÅ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÁÎÄ !ÒÂÏÒÅÔÕÍȠ ÁÎÄ ÔÈÒÏÕÇÈ 

individuals, like John Whitehurst.  

Thus, Elliott demonstrates that Derby had a vibrant and dynamic scientific 

culture which had practical application and crossed political and class 

divisions.219  -ÁÉÎÔÁÉÎÉÎÇ ÔÈÁÔ $ÅÒÂÙ ÒÅÍÁÉÎÅÄ ÁÎ ȬÅØÃÉÔÉÎÇ ÁÎÄ ÓÔÉÍÕÌÁÔÉÎÇ ÉÆ 

ÂÅ×ÉÌÄÅÒÉÎÇ ÃÕÌÔÕÒÁÌ ÅÎÖÉÒÏÎÍÅÎÔȭ ÁÃÔÉÖÅÌÙ ÐÁÒÔÉÃÉÐÁÔÉÎÇ ÉÎ ÁÎÄ ÉÎÆÌÕÅÎÃÉÎÇ 

national and international enlightenment culture, Elliott does, however, 

recognise the decline of this culture as the 19th-century progressed.220 This is 

representative of the widely held perception of the long 18th-century ÁÓ $ÅÒÂÙȭÓ 

heyday and may suggest why its 19th-century history has been understudied. 

Significantly, Elliott also links WrightȭÓ ÐÁÉÎÔÉÎÇÓ ×ÉÔÈ ÔÈÅ ÔÏ×ÎȭÓ ÅÎÌÉÇÈÔÅÎÍÅÎÔ 

                                                        
216 Paul A. Elliott, The Derby Philosophers: Science and Culture in British Urban Society, 1700-1850 
(Manchester: Manchester University Press, 2009), 1-13. This group of individuals was also 
surveyed by R. P.  
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History 4, no.3 (January 1978): 212-229. 
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ÃÕÌÔÕÒÅȟ ÆÒÁÍÉÎÇ ÔÈÅÍ ÁÓ ÐÁÒÔ ÏÆ ÔÈÅ ȬÓÐÉÒÉÔ ÏÆ ÉÎÑÕÉÒÙȭ ÏÆ ÔÈÅ ÔÉÍÅ ÁÎÄ ÐÌÁÃÅȢ221 

4ÈÉÓ ÄÅÍÏÎÓÔÒÁÔÅÓ ÔÈÅ ÃÏÒÒÅÓÐÏÎÄÅÎÃÅ ÂÅÔ×ÅÅÎ $ÅÒÂÙȭÓ ÐÒÅÄÏÍÉÎÁÎÔ Ðortrayal 

as an enterprising and progressive centre during the 18th-century and the 

ÒÅÓÏÎÁÎÃÅ ÏÆ 7ÒÉÇÈÔȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÁÓ Á ÐÁÉÎÔÅÒ ÏÆ ÔÈÅ ÅÎÌÉÇÈÔÅÎÍÅÎÔȢ  

 

EXHIBITIONS AND MUSEUMS  

Public exhibitions only emerged during the mid-18th-century when leading 

artists of the day sought a means of publicly displaying their paintings outside 

the studio or auction room.222 As Matthew Hargraves has demonstrated, this was 

not an uncontested history yet, by the early 19th-century, exhibitions had 

become an established cuÌÔÕÒÁÌ ÆÏÒÍȟ ÁÐÐÅÁÒÉÎÇ ÁÓ ȬÕÎÐÒÏÂÌÅÍÁÔÉÃ ÁÎÄ ÐÕÂÌÉÃÌÙ 

ÁÃÃÅÐÔÁÂÌÅ ÅÖÅÎÔÓȭȢ223 !Ó 2ÉÃÈÁÒÄ !ÌÔÉÃË ÈÁÓ ÁÒÇÕÅÄȟ ȬÎÏ %ÎÇÌÉÓÈ ÔÒÁÉÔ ×ÁÓ ÍÏÒÅ 

widespread throughout the entire social structure than the relish for 

ÅØÈÉÂÉÔÉÏÎÓȭȢ224  Display during the 19th-century was an expansive term, 

encompassing different mediums, high art and popular culture, different scales, 

people and sites. This is reflected in the growing scholarship addressing forms of 

display within museology and art history into which this thesis can be situated. 

In particular, it contributes to the emerging field of exhibition histories as it 

explores their original and ongoing importance in shaping cultural identities. In 

framing this research therefore, the literature reviewed will attend to the kind of 

displays held in Derby as this will provide a means of navigating the wealth of 

literature on exhibitions. 

 As all the exhibitions in Derby during the 19th-century ÄÉÓÐÌÁÙÅÄ 7ÒÉÇÈÔȭÓ 

art, a deceased local artist, to varying degrees, an important model for them was 

the Old Masters exhibitions. Francis Haskell has discussed the importance of Old 

Masters in the rise of exhibitions during the period. As he indicates the value set 

upon these paintings prompted the establishment of the Society of Artists and 

                                                        
221 Elliott, Derby Philosophers, 55. 
222 Hargraves, Candidates for Fame, 7. 
223 Ibid, 167. 
224 Richard D. Altick, The Shows of London (Cambridge, MA & London: The Belknap Press of 
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Academy exhibitions as it was believed living art and the British School was not 

supported properly.225 This was also the reason behind the foundation of the 

British Institution for Promoting the Fine Arts in 1805, which sought to develop 

British art by its programme of exhibitions alternating between displays of the 

wealth of British collections for artists to study and work by contemporary 

artists. 226  )Ô ×ÁÓȟ ÁÓ (ÁÓËÅÌÌ ÈÁÓ ÎÏÔÅÄȟ ÔÈÅ )ÎÓÔÉÔÕÔÉÏÎȭÓ ÉÎÎÏÖÁÔÉÏÎ ÔÏ ÈÏÌÄ 

exhibitions of deceased British artists work which were then later taken up by 

the Academy.227 He particularly notes the first two exhibitions of this kind, a 

ÒÅÔÒÏÓÐÅÃÔÉÖÅ ÏÆ 2ÅÙÎÏÌÄÓȭ ×ÏÒË ÉÎ ρψρσ ÁÎÄ ÔÈÅ ÄÉÓÐÌÁÙ ÏÆ (ÏÇÁÒÔÈȟ 

'ÁÉÎÓÂÏÒÏÕÇÈȟ 7ÉÌÓÏÎ ÁÎÄ :ÏÆÆÁÎÙȭÓ ×ÏÒË ÉÎ ρψρτ ÁÓ ÉÍÐÏÒÔÁÎÔ ÍÅÄÉÕÍÓ 

through which these painters were claimed as leading figures within the British 

School and the conception of such painters as the link between British living 

artists and Old Masters.228  Haskell demonstrates the importance of these 

exhibitions in promoting tÈÅ ÒÅÐÕÔÁÔÉÏÎ ÏÆ ÔÈÅÓÅ ÁÒÔÉÓÔÓȟ ÐÁÒÔÉÃÕÌÁÒÌÙ (ÏÇÁÒÔÈȭÓȠ 

as testament to the growing interest in 18th-century British artists; and the 

appropriation and enlistment of these artists and exhibitions as patriotic 

representatives of the cultural wealth of the nation.229 As the Institution became 

a reference point for many new art institutions, societies and exhibitions in the 

ÐÒÏÖÉÎÃÅÓȟ  ÔÈÅ ÍÏÄÅÌ ÏÆ ÄÉÓÐÌÁÙÉÎÇ /ÌÄ -ÁÓÔÅÒÓ ÐÒÏÖÉÄÅÓ ÔÈÅ ÃÏÎÔÅØÔ ÆÏÒ 7ÒÉÇÈÔȭÓ 

display within Derby. As 1886, the exhibition discussed in Chapter Six, was part 

ÏÆ ÔÈÅ !ÃÁÄÅÍÙȭÓ ÓÅries of exhibitions dedicated to Deceased British Artists, 

7ÒÉÇÈÔȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ became directly implicated in this form of exhibition. 

 Haskell also cites the European history of displaying and celebrating Old 

Masters, particularly highlighting how such exhibitions were a means of linking 

artists to specific places.230 He cites the Dürer celebration in 1828 to mark the 

third centenary of his death and the 1875 exhibition to commemorate 

-ÉÃÈÅÌÁÎÇÅÌÏȭÓ ÂÉÒÔÈ ÉÎ &ÌÏÒÅÎÃÅ ÉÎ ρψχυ as examples.231 Notable among these is 
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228 Ibid, 50-63. 
229 Ibid. 
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also the 1840 and 1877 celebrations of Rubens, the latter including an exhibition 

of the painters work, in Antwerp, which Haskell argues were a means through 

which Rubens was incorporated into the civic identity of Antwerp and claimed as 

a national artist by the newly independent Belgium.232 The deliberate claims for 

artists by specific locales through exhibitions has obvious relevance for this 

thesis; however, it is notable that the emphasis upon a retrospective displaying 

the breadth of an artiÓÔȭÓ ÏÅÕÖÒÅ És particularly  pertinent  to the 1883 exhibition 

ÈÅÌÄ ÉÎ $ÅÒÂÙȢ 4ÈÉÓ ÁÌÓÏ ÒÅÌÁÔÅÓ ÔÏ 4ÒÅÖÏÒ &Á×ÃÅÔÔȭÓ ÒÅÃÏÇÎÉÔÉÏÎ ÔÈÁÔ ÁÓ ÔÈÅ 

provinces grew in independence during this period exhibitions were an 

important medium through which a town or city could demonstrate its cultural 

capital, bolster civic pride, and compete with other places, leading to exhibitions 

that often had a distinct character or flavour specific to their locale.233 As Fawcett 

ÅÌÏÑÕÅÎÔÌÙ ÐÕÔÓ ÉÔ ȬÅØÈÉÂÉÔÉÏÎÓ ×ÅÒÅ Á ÓÅÎÓÉÔÉÖÅ ÂÁÒÏÍÅÔÅÒȣ ÏÆ ÔÈÅ ÁÒÔÉÓÔÉÃ ÁÎÄ 

ÃÕÌÔÕÒÁÌ ÁÓÐÉÒÁÔÉÏÎÓ ÏÆ ÔÈÅ ÐÒÏÖÉÎÃÅÓȭ ÁÎÄ ÊÕÓÔ ÏÎÅ ÏÆ ÔÈÅ ÍÁÎÉÆÅÓÔÁÔÉÏÎÓ ÏÆ ÔÈÅ 

cultural traffic between places through people, publications, and pictures.234  

 However, during the 19th-century Wright was rarely displayed in 

isolation. As the 1877 Fine Arts Exhibition at Derby School of Art indicates, 

Wright was often displayed alongside living artists. The Derby exhibitions can, 

therefore, be framed in relation to displays of living artists work, notably the 

Royal Academy Summer Exhibitions which were another highly influential 

reference point for provincial exhibitions.235 Sarah Monks, John Barrell and Mark 

Hallett have argued that the Academy should be seen as a lived institution, 

shaping many artists practices and relationships; influencing cultural politics and 

art institutions of the time; operating in a network of producers, tastemakers, 

critical commentators, patrons and audiences; and, thereby, providing a site 

through which national, religious, political and social identities could be 

ÁÒÔÉÃÕÌÁÔÅÄȭȢ236  With the growth of provincial venues for art education and 

display, the Academy exhibitions became a useful precedence and a means of 

                                                        
232 Haskell, 98-100. 
233 Fawcett, 113-145. 
234 Ibid, 214. 
235 Ibid, 90-163. 
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framing artistic practices in reference to the metropolis. In this respect, Art on the 

Line, which analyses the Academy exhibitions held at Somerset House between 

1780 and 1836, provides a useful insight into the exhibitionary practices Derby 

×ÁÓ ÄÒÁ×ÉÎÇ ÕÐÏÎȟ ÐÁÒÔÉÃÕÌÁÒÌÙ ÔÈÅ !ÃÁÄÅÍÙȭÓ ÐÒÏÐÁÇÁÔÉÏÎ ÏÆ ÉÄÅÁÓ ÒÅÇÁÒÄÉÎÇ ÔÈÅ 

display of art and the value of living artists.237  

 The interest in the arrangement of the display of Academy exhibitions, 

frequently replicated within the provinces, highlights the importance of the hang 

ÆÏÒ ÃÒÅÁÔÉÎÇ ÁÎÄ ÃÏÍÍÕÎÉÃÁÔÉÎÇ ÍÅÁÎÉÎÇȢ -ÁÒË (ÁÌÌÅÔÔȭÓ ÃÁÓÅ ÓÔÕÄÙ ÏÆ ÔÈÅ ρχψτ 

Academy Summer Exhibition, for example, foregrounds the dialogic nature of the 

hangs by demonstrating how the organisation of objects and their juxtaposition 

×ÉÔÈ ÏÎÅ ÁÎÏÔÈÅÒ ÃÏÎÓÔÒÕÃÔÅÄ ÁÎÄ ÐÒÏÊÅÃÔÅÄ ÍÅÁÎÉÎÇ ÔÈÁÔ ÃÏÕÌÄ ÂÅ ȰÒÅÁÄȱ ÂÙ 

visitors [Fig.18].238 He argues that although the schema of the hang could break 

down, it was also expressive of artistic hierarchies and competition, social status 

and distinction, party politics and patriotism.239 Hallett develops this further by 

demonstrating that the seriality of AcadeÍÙ ÅØÈÉÂÉÔÉÏÎÓ ÃÏÎÄÉÔÉÏÎÅÄ ÔÈÅ ÖÉÅ×ÅÒȭÓ 

interpretation of the display.240 This suggests, therefore, the value of interpreting 

the displays in Derby through closely attending to the narratives expressed 

within their hang and in relation to each other as, although not serialised, the 

close proximity of the exhibitions in the 1860s and 70s in particular, suggests 

they may have been engaged with in relation to one another. 

 The mediation of the exhibition space through catalogues and gallery 

guides has also been addressed by C. S. Matheson who demonstrates its 

regulation of the audience as its price acted as an admission policy and its use 

shaped the physical movement, gaze and social interactions of the visitor within 

the exhibition.241 Matheson proposes that the catalogue was an extension of the 

politics and aesthetics of the gallery space, reproducing and developing its 

                                                        
237 David H. Solkin, ed., Art on the Line: The Royal Academy Exhibitions at Somerset House 1780-
1836 (New Haven & London: Yale University Press, 2001). 
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ideologies through listing the paintings, ordering the space and the movement 

round it, and guiding which paintings were studied or skimmed over.242 

Catherine Flood has also noted how the interaction of the visitor within the 

gallery between the art works and the pages shaped the experience and 

meanings of the exhibition.243  As the catalogue is a principal source when 

researching an historical exhibition considering its use and influence upon the 

ÖÉÓÉÔÏÒȭÓ ÅØÐÅÒÉÅÎÃÅ ÏÆ ÔÈÅ ÄÉÓÐÌÁÙ ÏÆÆÅÒÓ ÎÅ× ÉÎÓÉÇÈÔÓ ÉÎÔÏ ÉÔÓ ÍÅÁÎÉÎÇȢ 2ÅÌÁÔÅÄ ÔÏ 

this, Helen Rees Leahy has also considered how the spatial organisation of the 

exhibition ɀ directing the visitorȭs walking and sequencing their viewing ɀ 

produced and communicated certain narratives.244 Thus such studies suggest 

how past exhibitions can be approached and interpreted as spatial and 

experienced. 

 !Ó ÉÓ ÅØÅÍÐÌÉÆÉÅÄ ÉÎ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ %ØÈÉÂÉÔÉÏÎ ÏÆ ρψσωȟ ÂÕÔ ÁÌÓÏ ÔÒÕÅ 

to varying extents of the 1866 Fine Art and Industrial Exhibition and the 1870 

Midland Counties Exhibition, Wright was displayed within exhibitions concerned 

with industry, design and encyclopaedic knowledge. Toshio Kusamitsu has 

discussed this in relation tÏ ÔÈÅ ÅØÈÉÂÉÔÉÏÎÓ ÈÅÌÄ ÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅȭÓ ÁÃÒÏÓÓ 

ÔÈÅ ÃÏÕÎÔÒÙ ÉÎ ÔÈÅ ρψσπÓ ÁÎÄ τπÓ ÓÔÁÔÉÎÇ ÔÈÁÔ ȬÔÈÅ ÁÐÐÅÁÒÁÎÃÅ ÏÆ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ 

rooms combined that of the fine art gallery, the science museum, the natural 

history museum and perhaps the Egyptian rooÍÓ ÏÆ ÔÈÅ "ÒÉÔÉÓÈ -ÕÓÅÕÍȢȭ245 It is 

noted however, that as such displays evolved into exhibitions of art and industry, 

the undifferentiated and heterogeneous character did lessen, as is apparent in 

the Derby exhibitions.246 Kusamitsu argues for the precedence of such wide-

ranging disparate displays in the early cabinets of curiosities and for their legacy 

in the Great Exhibitions of the latter half of the 19th-century.247 These are, then, 

ÆÒÁÍÅÄ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ ÔÈÅ ÃÕÒÒÅÎÃÙ ÏÆ ÔÈÅ ÉÄÅÁ ÏÆ ȬÍÏÒÁÌ ÉÍÐÒÏÖÅÍÅÎÔȭȠ ×ÈÉÌst 

                                                        
242 Matheson, 40. 
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Kusamitsu acknowledges the question as to whether the working class actually 

visited these exhibitions, he argues that the displays were closely linked with 

efforts to provide rational recreation and diffuse knowledge among the working 

class.248 This educational concern, particularly as it relates to design, has also 

been noted by Barbara Morris in relation to the Victoria and Albert Museum.249 

Describing the precursors to the museum Morris emphasises the concerns from 

the 1830s onwards with raising the standard of British manufacture and design 

through display.250 

 The exhibitions in Derby are also closely connected to the establishment 

of an Art Gallery in the town and the formation of a Wright collection. Whilst this 

is most directly associated with the 1883 exhibition, as is discussed in Chapter 

Six, all the exhibitions in the town were implicated within this as they established 

Á ÄÉÓÐÌÁÙ ÃÕÌÔÕÒÅ ×ÉÔÈÉÎ ÔÈÅ ÔÏ×ÎȢ +ÕÓÁÍÉÔÓÕȭÓ ÁÒÇÕÍÅÎÔ ÔÈÁÔ -ÅÃÈÁÎÉÃÓȭ 

)ÎÓÔÉÔÕÔÅ ÅØÈÉÂÉÔÉÏÎÓ ×ÅÒÅ ȬÁ ÓÐÒÉÎÇÂÏÁÒÄ ÆÏÒ ÔÈÅ ÅÓÔÁÂÌÉÓÈment of the permanent 

and public fine-ÁÒÔ ÇÁÌÌÅÒÉÅÓ ÁÎÄ ÍÕÓÅÕÍÓ ÏÆ ÎÁÔÕÒÁÌ ÈÉÓÔÏÒÙ ÁÎÄ ÏÆ ÓÃÉÅÎÃÅȭ 

underscores this longer lineage of display in Derby ɀ as the 1839 exhibition was 

celebrated as its first ɀ culminating in the Museum and Art Gallery.251 Citing the 

South Kensington Museum as the model for this, noting its origins in the Great 

Exhibition of 1851, Giles Waterfield has discussed the country-wide 

establishment of museums and schools of art, indicating the role of South 

Kensington in this and the alternative model for museums it gave rise to.252 This 

builds upon his earlier research into museum building and regional 

collections. 253  Waterfield demonstrates the shared educational focus of 

municipal museums and South Kensington, evident in the establishment of 

schools of art in conjunction with this, and within which there was the implicit 

                                                        
248 Kusamitsu, 72-77. 
249  Barbara Morris, Inspiration for Design: The influence of the Victoria and Albert Museum 
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ÁÉÍ ÏÆ ȬÃÉÖÉÌÉÓÉÎÇ ÔÈÅ ÐÅÏÐÌÅȭȢ254  He also attributed the impetus for their 

establishment to the perceived links between commerce, art museums and art 

education; the association between new museums and temporary exhibitions; 

and the influence of the Parliamentary Select Committees between 1820 and 

1860 advocating for the diffusion of art education.255  

 Waterfield indicates that these municipal museums were complex sites in 

which multiple ideas and networks met, thereby shaping and informing their 

establishment, collections, displays, aims and civic roles.256 The influence of the 

Science and Art Department is, for Waterfield, representative of this as it shows 

the interaction between the metropolis and provinces, national governance and 

local municipalities.257 Similarly, Waterfield highlights the shift in emphasis of 

many of the collections from their early days to later in the century, attributing 

this to the exchange of ideas and objects with local institutes such as 

philosophical or literary societies, whose collections tended to be geological, 

archaeological or natural history specimens, and local art exhibitions increasing 

the interest in collecting artworks.258 Notably, in describing the emergence of 

municipal art galleries, in all of their variety, Waterfield focuses upon Nottingham 

Castle which opened as the Midland Counties Art Museum in 1878 and was the 

first civic gallery devoted to fine and decorative art in the country [Fig.19].259 

Through this Waterfield stresses that most of these museums opened in the 

newly rich industrial towns and cities of the Midlands and North of England at 

the instigation of influential individuals, where there was a desire to construct 

and project a cultural, social and civic identity.260 Waterfield demonstrates that 

the museums and their collections became mediums through which civic pride 

and local identity could be evoked and expressed by local authorities and 

municipalities.261 The establishment of Derby Museum and Art Gallery, preceded 

                                                        
254 Waterfield, 0ÅÏÐÌÅȭÓ 'ÁÌÌÅÒÉÅÓȟ 123. 
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by the School of Art and the exhibitions discussed in this thesis can, therefore, be 

situated within the wider concerns with fostering distinctive local cultures 

expressed through the cultural institutions of the town and shaped by regional 

competition and national discourses. 

 This also relates to the increasing attention to the site of exhibitions, 

particularly the architecture of galleries, museums and exhibitions spaces, in 

shaping the narratives represented within exÈÉÂÉÔÉÏÎÓȢ 3ÏÐÈÉÅ &ÏÒÇÁÎȭÓ ÏÖÅÒÖÉÅ× 

of the architecture of museums and universities in the 19th-century is 

representative of this; she demonstrates its role in making and communicating 

scientific knowledge.262 Whilst qualifying her argument in regards to the variety 

and heterogeneity of museums, Forgan stresses the importance of size and space 

symbolically ɀ as an expression of power, prestige and cultural wealth ɀ and 

practically, in housing large and expanding collections.263 Additionally, through 

the example of South Kensington Museum and the criticisms it incurred for being 

too far from the city centre, Forgan indicates the importance of site in 

determining the cultural significance of a museum and its contents.264 Although 

the majority of the displays in Derby were held in re-purposed public buildings, 

ÌÉËÅ ÔÈÅ #ÏÒÎ %ØÃÈÁÎÇÅ ÏÒ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÂÕÉÌÄÉÎÇȟ ÓÕÃÈ ÓÔÕÄÉÅÓ 

demonstrate the need to consider the material space and location of the 

exhibition as an influence upon the perception and reception of the exhibition.   
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SOURCES AND METHODS 

 

 

Methods make the invisible work of historical research visible.265 

    "ÁÒÂÁÒÁ %Ȣ ,ȭ%ÐÌÁÔÔÅÎÉÅÒȟ ςππω  

 

Taking its cue from the above quote, this chapter will discuss the sources and 

methods used during the course of this research. Firstly, it will address the 

importance of the historical archive within my thesis, considering the different 

types of archive I have used, their location and how they were brought together 

as well as what they contain and my approach to this material.  Following this, 

life-writing will be discussed as both a subject and method of my research, 

particularly  in regards to how this biographical approach is grounded in place. 

Thirdly, throughout this ÔÈÅÓÉÓ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÉÓ ÆÏÒÅÇÒounded. 

The chapter will, therefore, close by considering how these transitory events can 

be approached within my research and the curatorial practice that runs alongside 

this, as is apparent in the plans for a display at Derby Museum and Art Gallery 

that will be one of the outcomes of this thesisȢ !ÄÏÐÔÉÎÇ ÔÈÅ ÌÅÎÓ ÏÆ ÔÈÅ ȬÒÅ-ÓÔÁÇÅȭȟ 

it will propose the value of the exchanges that arise from the intersection of 

research and display.   

 

                                                        
265 "ÁÒÂÁÒÁ %Ȣ ,ȭ%ÐÌÁÔÔÅÎÉÅÒȟ Ȱ!Î !ÒÇÕÍÅÎÔ ÆÏÒ !ÒÃÈÉÖÁÌ 2ÅÓÅÁÒÃÈ -ÅÔÈÏÄÓȡ 4ÈÉÎËÉÎÇ "ÅÙÏÎÄ 
-ÅÔÈÏÄÏÌÏÇÙȟȱ College English 72, no.1 (September 2009), 69. 
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HISTORICAL ARCHIVES 

Historical archives have been integral to this thesis; they have shaped the 

interpretation of painter and place. In the following chapters both Wright and 

Derby emerge in different ways through the archival record, reconstituted 

through the sources that are available. The archives are also implicated in the 

ÈÉÓÔÏÒÙ ÔÈÁÔ ÔÈÅÙ ÄÏÃÕÍÅÎÔȟ ÐÁÒÔ ÏÆ ÔÈÅ ÓÔÏÒÙ ÏÆ 7ÒÉÇÈÔȭÓ ÍÅÍÏÒÉÁÌÉÓÁÔÉÏÎ ÆÒÏÍ 

his death to the present day. Consequently, in this chapter, drawing upon Charles 

W. J. Withersȭ ÄÉÓÃÕÓÓÉÏÎ ÏÆ ÔÈÅ ÃÏÎÓÔÒÕÃÔÉÏÎ ÏÆ ȬÔÈÅ ÇÅÏÇÒÁÐÈÉÃÁÌ ÁÒÃÈÉÖÅȭȟ ÔÈÅ 

archives that have been used will be discussed as sites of meaning and of 

knowledge-making.266 ! ÃÅÎÔÒÁÌ ÐÒÅÍÉÓÅ ÏÆ 7ÉÔÈÅÒÓȭ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ ÁÒÃÈÉÖÅÓ ÉÓ 

that they are constructed.267 He discusses this idea in respect to the contents of 

the archive; the acts of deposition, preservation and interpretation by both the 

archivist and the researcher; the reception of archival knowledge, particularly in 

relation to ideas of credibility; the body of knowledge created and carried by the 

researcher; and what the archive does.268 Additionally, Withers also highlights 

ÔÈÁÔ ÔÈÅ ÁÒÃÈÉÖÅ ÉÓ Á ÔÏÐÏÌÏÇÉÃÁÌ ÓÉÔÅȟ ÁÒÇÕÉÎÇ ÔÈÁÔ ÔÈÉÎËÉÎÇ ÁÂÏÕÔ ÔÈÅ ÁÒÃÈÉÖÅ ȬÁÓ 

ÉÔÓÅÌÆ ÇÅÏÇÒÁÐÈÉÃÁÌȭ ÍÁÙ ÂÅ ÒÅ×ÁÒÄÉÎÇȢ269 This, therefore, offers a perspective 

through which I will consider my own experience of historical archives.  

The archives that I have used have primarily been in Derby, London and 

ÔÈÅ 53!Ȣ )Î 7ÒÉÇÈÔȭÓ ÈÏÍÅÔÏ×Î ) ÈÁÖÅ ÕÓÅÄ ÔÈÏÓÅ ÁÔ $ÅÒÂÙ -ÕÓÅÕÍ ÁÎÄ !ÒÔ 

Gallery, Derby Local Studies Library and, although not a locatable site, The Derby 

Mercury has been an important source. The archives used in London have 

primarily been connected to an art institution, comprising those at Tate Britain, 

the National Gallery, the National Portrait Gallery, the Royal Academy, and the 

National Art Library. Lastly, in the USA I predominantly used the archives at the 

Yale Center for British Art and the Beinecke Library, both in New Haven. 

Geographically therefore, this reflects the different but inter-linked registers ɀ 

                                                        
266 CharleÓ 7Ȣ *Ȣ 7ÉÔÈÅÒÓȟ Ȱ#ÏÎÓÔÒÕÃÔÉÎÇ ȬÔÈÅ ÇÅÏÇÒÁÐÈÉÃÁÌ ÁÒÃÈÉÖÅȭȟȱ Area 34, no.3 (2002), 303-305. 
267 Ibid. 
268 Ibid. 
269 Ibid, 304-305. 
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local, national and international ɀ ÁÔ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ ÒÅÐÕtation has, and 

continues to be, represented.  

As Joan Schwartz and Terry Cook have noted, archives are places of social 

memory, validating particular narratives and stories; in this respect, the wealth 

of the Derby archives materially signifies the ongoing relationship between 

7ÒÉÇÈÔ ÁÎÄ $ÅÒÂÙ ÁÎÄ ÈÉÓ ÉÎÃÏÒÐÏÒÁÔÉÏÎ ×ÉÔÈÉÎ ÔÈÅ ÔÏ×ÎȭÓ ÃÉÖÉÃ ÃÕÌÔÕÒÅ ÁÓ Á 

famous son.270 Consequently, the archives in Derby have been the principal focus 

for researching this thesis, indeed their wealth and importance makes them an 

integral source for any study of the artist. Derby Museum and Art Gallery has 

designated status as a collection of national and international importance; the 

Wright collection is comprised of 36 oil paintings, 300 drawings, over 100 prints 

after his work, ÁÎÄ ÉÍÐÏÒÔÁÎÔ ÁÒÃÈÉÖÁÌ ÄÏÃÕÍÅÎÔÓ ÉÎÃÌÕÄÉÎÇ ÔÈÅ ÁÒÔÉÓÔȭÓ 

ÃÏÒÒÅÓÐÏÎÄÅÎÃÅ ÁÎÄ 7ÉÌÌÉÁÍ "ÅÍÒÏÓÅȭÓ ÍÁÎÕÓÃÒÉÐÔÓ ÒÅÌÁÔÉÎÇ ÔÏ ÔÈÅ ÐÁÉÎÔÅÒ 

[Fig.20]. Derby Local Studies Library also has a significant collection of material 

relating to Wright: chief among this is the correspondence of John Leigh Philips, 

including letters from Wright, his friends and family; the unpublished memoir of 

the painter written by his niece, Hannah; a collection of sale and exhibition 

catalogues relating to Wright and amassed by William Bemrose in 1877, 

ÉÎÃÌÕÄÉÎÇȟ ÆÏÒ ÅØÁÍÐÌÅȟ ÔÈÅ ÃÁÔÁÌÏÇÕÅ ÆÏÒ 7ÒÉÇÈÔȭÓ ρχψυ ÓÏÌÏ ÓÈÏ× ÁÎÄ ÆÏÒ ÔÈÅ 

ρψπρ #ÈÒÉÓÔÉÅȭÓ ÓÁÌÅ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓȠ ÁÎÄ ÁÎÏÔÈÅÒ ÃÏÌÌÅÃÔÉÏÎ ÁÍÁÓÓÅÄ ÂÙ 

"ÅÍÒÏÓÅ ÏÆ ÏÒÉÇÉÎÁÌ ÁÎÄ ÏÔÈÅÒ ÄÏÃÕÍÅÎÔÓ ÒÅÌÁÔÉÎÇ ÔÏ ÔÈÅ ÁÒÔÉÓÔ ÓÕÃÈ ÁÓ 7ÒÉÇÈÔȭÓ 

notes from his trip to Italy, copies of press reviews of his paintings, and the 

ÁÒÔÉÓÔȭÓ ÌÅÔÔÅÒÓȢ !Ó 7ÉÔÈÅÒÓ ÈÁÓ ÁÒÇÕÅÄȟ ÔÈÅ ÃÏÎÔÅÎÔ ÏÆ ÁÎ ÁÒÃÈÉÖÅ ÉÓ ÕÎÄÅÒÐÉÎÎÅÄ 

by ideas of value and credibility which influences what is preserved, how it is 

ordered or arranged, and its interpretation.271 These sources document what has 

ÂÅÅÎ ÄÅÅÍÅÄ ÉÍÐÏÒÔÁÎÔ ÉÎ ÒÅÐÒÅÓÅÎÔÉÎÇ ÁÎÄ ÍÁÉÎÔÁÉÎÉÎÇ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÒÅÐÕÔÁÔÉÏÎ 

ÔÈÅÒÅÆÏÒÅȢ 4ÈÅ ÂÉÁÓ ÔÏ×ÁÒÄÓ 7ÒÉÇÈÔȭÓ ×ÏÒË ÉÓ ÔÅÓÔÁÍÅÎÔ ÔÏ ÔÈÅ ÖÁÌÕÅ ÓÅÔ ÕÐÏÎ ÁÒÔ 

materially and symbolically during the 19th-century as it was understood as an 

insight into the person of the painter.   

                                                        
270 *ÏÁÎ -Ȣ 3ÃÈ×ÁÒÔÚ ÁÎÄ 4ÅÒÒÙ #ÏÏËȟ Ȱ!ÒÃÈÉÖÅÓȟ 2ÅÃÏÒÄÓ ÁÎÄ 0Ï×ÅÒȡ 4ÈÅ -ÁËÉÎÇ ÏÆ -ÏÄÅÒÎ 
-ÅÍÏÒÙȟȱ Archival Science 2 (2002): 1-19. 
271 Withers, 305. 
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Furthermore, these Wright archives have originated from the 19th-

century. As is discussed in Chapter Six, the Gallery collection began with the 

purchase of The Orrery and The Alchymist in the 1880s although its roots can be 

ÔÒÁÃÅÄ ÂÁÃË ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ ÔÈÅ ÌÏÎÇÅÒ ÈÉÓÔÏÒÙ ÏÆ 7ÒÉÇÈÔȭÓ ÄÉÓÐÌÁÙ ÁÎÄ ÐÁÔÒÏÎÁÇÅ ÉÎ 

the region through the provenance and exhibition histories of the objects in its 

collection. As is evident in the recurrence ÏÆ 7ÉÌÌÉÁÍ "ÅÍÒÏÓÅȭÓ ÎÁÍÅ ÉÎ ÒÅÇÁÒÄÓ 

ÔÏ ÔÈÅ ,ÏÃÁÌ 3ÔÕÄÉÅÓ ÃÏÌÌÅÃÔÉÏÎ ɉ×ÈÏÓÅ ÒÏÌÅ ÉÎ 7ÒÉÇÈÔȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÉÓ ÁÌÓÏ 

ÄÉÓÃÕÓÓÅÄ ÉÎ #ÈÁÐÔÅÒ 3ÉØɊȟ ÔÈÅ ÌÉÂÒÁÒÙȭÓ ÁÒÃÈÉÖÅÓ ÁÌÓÏ ÂÅÇÁÎ ÔÏ ÂÅ ÃÏÌÌÅÃÔÅÄ ÉÎ ÔÈÅ 

19th-century and are connected to the networks of friends and family involved 

ÉÎ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÁÓ ×ÅÌÌ ÁÓ ÔÈÅ ÔÏ×ÎȭÓ ×ÉÄÅÒ 

memorialisation of the artist. Thus, the archives attest to how Wright has been 

interpreted and commemorated in the past; form part of the legacy and history 

of his relationship with Derby; and, have an ongoing role in shaping his 

posthumous representation as they continue to inform scholarship on the 

painter. 

Similarly, the contents and creation of the institutional archives used in 

London and New Haven are implicated in ÔÈÅ ÈÉÓÔÏÒÙ ÏÆ 7ÒÉÇÈÔȭÓ ÃÈÁÎÇÉÎÇ 

posthumous representation. These archives are shaped by the collection history 

and curatorial practice of the gallery they are part of as the material was amassed 

in conjunction with the development of the institution and collection. 

Consequently, when using such archives as the National Gallery, National Portrait 

Gallery or Tate the archival material has primarily comprised of curatorial or 

painting folders that, depending upon the institution and individual work, 

includes details regarding its provenance, display history, conservation, 

reception and literature; gallery guides and exhibition catalogues; and 

institutional records like annual reports or notes from trustee meetings. The 

exception to this is the Royal Academy archive which, in documenting an 

ÅØÈÉÂÉÔÉÎÇ ÓÏÃÉÅÔÙȭÓ ÈÉÓÔÏÒÙȟ ÈÁÓ ÌÅÓÓ ÅÍÐÈÁÓÉÓ ÕÐÏÎ ÉÔÓ ÐÅÒÍÁÎÅÎÔ ÃÏÌÌÅÃÔÉÏÎ ÁÎÄ 

the Yale Center for British Art archive which is more extensive, including a 

collection of rare books and manuscripts relating to British visual arts and 

cultural life. Therefore these archives indicate different histories of collecting and 

commemorating Wright: those at the National Gallery, Portrait Gallery and Tate 
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suggest its contingency and relationship to the construction of a national school 

of art; the Yale collection attests to the personal taste and philanthropy of Paul 

Mellon as he amassed the largest collection of paintings and drawings by Wright 

outside the UK and donated it to the university; and, the Royal Academy archive 

highlights the material documentation of ephemeral events and the role of 

exhibitions in creating and shaping the historical record of the painter.  

These archives also highlight one of the principal challenges of the 

historical archive: its gaps. As Elizabeth Gagen, Hayden Lorimer and Alex 

6ÁÓÕÄÅÖÁÎ ÈÁÖÅ ÎÏÔÅÄȟ ȬÐÁÒÔÉÁÌÉÔÙ ÉÓ Á ÐÒÉÍÁÒÙ ÆÅÁÔÕÒÅ ÉÎ ÔÈÅ ÐÒÁÃÔÉÃÉÎÇ ÏÆ 

ÒÅÓÅÁÒÃÈ ÏÎ ÁÓÐÅÃÔÓ ÏÆ ÔÈÅ ÐÁÓÔȭ ÁÎÄ ÈÁÓ ÂÅÅÎ ÁÄÄÒÅÓÓÅÄ ÂÙ ÓÃÈÏÌÁÒÓ ÉÎ ÒÅÓÐÅÃÔ ÔÏ 

the accessibility or survival of sources, the negotiation of different, often 

imbalanced voices within the archive, or the immaterial qualities of some 

sources.272  In respect to the gallery archives discussed, there is very little 

material relating to the 19th-century, rather the majority dates from the 20th 

century onwards and has a distinct institutional bias. However, this 

demonstrates how the gaps in the archive can also be meaningful. The lack of 

19th-century archival records attests to the late accession of Wrights into 

national and international collections with the exception of the Air Pump at the 

National Gallery as is discussed in Chapter Five. The institutional bias speaks to 

7ÒÉÇÈÔȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ×ÉÔÈÉÎ ÓÐÅÃÉÆÉÃ ÇÁÌÌÅÒÉÅÓ ÏÒ ÍÕÓÅÕÍÓ ÁÎÄ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ 

their agendas. Furthermore, as Schwartz and Cook have noted, the archive and 

museum have parallel roles in validating and shaping what a society perceives 

ÖÁÌÕÁÂÌÅ ÁÎÄ ÉÍÐÏÒÔÁÎÔȠ 7ÒÉÇÈÔȭÓ ÐÒÅÓÅÎÃÅ ÏÒ ÁÂÓÅÎÃÅ ÃÁÎȟ ÔÈÅÒÅÆÏÒÅȟ ÂÅ Á 

measure of this.273  

 Additionally, the nature of these archives has shaped my approach to 

them; as their contents is specific to the collection or institution I have primarily 

ÕÓÅÄ ÔÈÅÍ ÉÎ ÒÅÇÁÒÄÓ ÔÏ ÐÁÒÔÉÃÕÌÁÒ ÅÖÅÎÔÓ ×ÉÔÈÉÎ 7ÒÉÇÈÔȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÏÒ ÉÎ 

regards to a set question. For example, I used the Royal Academy archives 

                                                        
272 %ÌÉÚÁÂÅÔÈ 'ÁÇÅÎȟ (ÁÙÄÅÎ ,ÏÒÉÍÅÒ ÁÎÄ !ÌÅØ 6ÁÓÕÄÅÖÁÎȟ Ȱ)ÎÔÒÏÄÕÃÔÏÒÙ 2ÅÍÁÒËÓȟȱ ÉÎ Practising 
the Archive: Reflections on Method and Practice in Historical Geography, ed. Elizabeth Gagen, 
Hayden Lorimer and Alex Vasudevan (London: Historical Geography Research Group, Royal 
Geographical Society, 2007), 4. 
273 Schwartz and Cook, 8. 
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entirely in relation to the 1886 exhibition whilst the collections at Yale were 

primarily used in reference to their version of The Dead Soldier as this was a 

ÒÅÐÒÅÓÅÎÔÁÔÉÖÅ ÐÉÃÔÕÒÅ ×ÉÔÈÉÎ 7ÒÉÇÈÔȭÓ ÅÁÒÌÙ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ɉÁÓ ÉÓ ÄÉÓÃÕÓÓÅÄ ÉÎ 

Chapter Three) and I was, therefore, concerned with its provenance, exhibition 

and reception history, tracing its display up to the present day. More broadly, the 

archives outside of Derby were also used as a point of comparison to his local 

representation, commemoration and the material legacy of this today. 

Furthermore, in using these archives I was also often constrained by time not 

only through the need to book appointments to use them but also because in the 

US my access was limited by the duration of the three-month fellowship I 

undertook at the British Art Center between July and October 2014 as part of the 

!(2#ȭÓ )ÎÔÅÒÎÁÔÉÏÎÁÌ 0ÌÁÃÅÍÅÎÔ 3ÃÈÅÍÅ ÁÎÄȟ ÁÌÔÈÏÕÇÈ ÌÅÓÓ ÒÉÇÉÄÌÙ ÍÁÉÎÔÁÉÎÅÄȟ 

ÍÙ ÔÉÍÅ ÉÎ ÔÈÅ ,ÏÎÄÏÎ ÁÒÃÈÉÖÅȭÓ ÐÒÉÍÁÒÉÌÙ ÃÏÒÒÅÓÐÏÎÄÅÄ ×ÉÔÈ ÔÈÅ ÓÉØ-week 

internship I undertook at Tate Britain between September and November 2013. 

These practical limitations also shaped my approach to the archive by creating a 

need for an efficient research process which encouraged a targeted focus based 

upon my research aims. 

4ÈÉÓ ÃÏÒÒÅÓÐÏÎÄÓ ×ÉÔÈ 7ÉÔÈÅÒÓȭ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ Ȭ×Å ÍÕÓÔ ÎÏÔ ÌÏÓÅ ÓÉÇÈÔ ÏÆ 

ÄÉÆÆÅÒÅÎÃÅÓ ÉÎ ÁÎÄ ÂÅÔ×ÅÅÎ ÁÒÃÈÉÖÅÓ ÁÎÄ ÏÆ ÈÏ× ÓÕÃÈ ÄÉÆÆÅÒÅÎÃÅÓ ÍÁÙ ÁÆÆÅÃÔ ȬÏÕÒ 

ÓÔÙÌÅÓ ÏÆ ÒÅÁÓÏÎÉÎÇȭȢȭ274  Comparison with Derby Local Studies Library 

underscores this. As well as the Wright material the library has been drawn upon 

extensively for its local archives relating to the 19th-century, which includes and 

ranges from catalogues, guidebooks, reviews, tickets, photographs and prints 

relating to local exhibitions; the records of local churches, societies and 

instiÔÕÔÉÏÎÓȟ ÎÏÔÁÂÌÙ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅȟ ÔÈÅ ÌÉÂÒÁÒÙȟ ÔÈÅ -ÕÓÅÕÍ ÁÎÄ 

Art Gallery, and the earlier Town and County Museum; guidebooks, 

commentaries and histories about the region; publications by local authors or on 

local subjects, like Derbyshire porcelain; various maps of the town; broadsides 

advertising public events and topics; and, ephemera relating to the lives of local 

figures like manuscripts, letters, and photographs [Fig.21 and 22]. Whilst the 

accession of these archives into the library is often undocumented, the creation 

                                                        
274 Withers, 305. 
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of these documents during the 19th-century is testament to the broader Victorian 

culture of documentation ɀ typified by the introduction of the census in 1841 ɀ 

ÉÎ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÉÓ ÓÉÔÕÁÔÅÄȢ #ÌÏÓÅÌÙ ÒÅÌÁÔÉÎÇ to this The Derby 

Mercury is a complementary archive, as it documents 19th-century events and 

discourses within the town and region as well as its interaction and engagement 

with national and international currents of thought and news. Although not the 

first newspaper in Derby, the Mercury was founded by Samuel Drewry in 1732, 

remaining the principal local paper until 1823 when the Derby and Chesterfield 

Reporter was established, followed by the Derbyshire Advertiser in 1846 and, in 

1879, the Derby Daily Telegraph.275 Read in dialogue with one another and in 

conjunction with other documents of the period, these papers suggest alternative 

perspectives and local politics.  

These archives are, therefore characterised by their inclusivity and 

expansiveness as the guiding principle drawing the material together is one of 

ÌÏÃÁÌ ÉÎÔÅÒÅÓÔȢ )Î ÔÈÉÓ ÒÅÓÐÅÃÔ ÔÈÅ ÃÏÌÌÅÃÔÉÏÎ ÃÏÒÒÅÓÐÏÎÄÓ ×ÉÔÈ #ÏÌÅ (ÁÒÒÉÓȭÓ 

ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ȬÓÕÒÖÉÖÁÌÓ ÆÒÏÍ ÔÈÅ ÐÁÓÔ ÃÏÍÐÒÉÓÅ Á ÃÏÍÐÌÅØȟ ÓÃÁÔÔÅÒÅÄ ÁÌ×ÁÙÓ 

incomplete, and often contradictory recordȭȢ276 This again registers the partiality 

of the archive, already discussed in relation to the gallery archives. This is implicit 

in the survival of material culture and records of local history as traditionally 

such documents as broadsides are not attributed with as much value; their 

presence within archives is, therefore, suggestive of what local events, 

institutions and narratives were considered important in the past. The reference 

to the scattered and incomplete nature of the record however, was also 

registered in this material as its mass and diversity also meant that the catalogue 

reflected this; at the Local Studies Library before the introduction of its online 

catalogue there were two different card catalogue systems so one of the primary 

challenges I faced was searching through this and establishing what material was 

relevant for my research.  

                                                        
275 Jill Armitage, Derby: A History (Stroud: Amberley Publishing, 2014), chapt. 10. 
276 #ÏÌÅ (ÁÒÒÉÓȟ Ȱ4ÈÅ (ÉÓÔÏÒÉÃÁÌ -ÉÎÄ ÁÎÄ ÔÈÅ 0ÒÁÃÔÉÃÅ ÏÆ 'ÅÏÇÒÁÐÈÙȟȱ ÉÎ Humanistic Geography: 
Prospects and problems, ed. David Ley and Marwyn S. Samuels (London: Croom Helm, 1978), 125. 
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The scale and the scope of the material prompted a different approach to 

that adopted in the gallery archives. Firstly, it suggested the need for a longer, 

more sustained engagement with the archive throughout my PhD which was 

enabled by the proximity of the library and my collaboration with Derby 

Museum. At the Local Studies Library this was, however, structured around the 

closure of the archive as it was relocated. Secondly, facilitated by the longer time 

spent at the archives, the mass of material encouraged an approach that initially 

surveyed the contents of the archives more broadly, seeking to establish what 

was there and what may be relevant or interesting. This often went hand-in-hand 

with photographing aspects of the archive, a practice that became particularly 

important with the closure of the library. Thirdly, although I often did refer back 

to particular records with a specific research question in mind, the scope of the 

archive, the extended time-frame, and surveying approach suggested the value of 

allowing space for pursuing narratives as they emerged within the archive. As 

Withers has discussed this foregrounds an attention to archives in formation as 

it was brought into being through my intervention, interpreted in respect to the 

knowledge I carry.277 4ÈÉÓ ÁÌÓÏ ÉÎÔÒÏÄÕÃÅÓ ÔÈÅ ÉÄÅÁ ÏÆ ȬÄÉÓÃÏÖÅÒÙȭ ÉÎ ÔÈÅ ÁÒÃÈÉÖÅ ÁÓ 

new interest attributes value to a document.278 A notable example of this is the 

extra-illust rated Midland Counties Exhibition catalogue, discussed in Chapter 

Five, which I came across by chance having requested a general copy through the 

online catalogue on a return visit to the archive and which led to its recognition 

as a significant photographic record of the exhibition.  

Finally, it has also meant that a wide variety of archival material has been 

drawn upon within this research, from contemporary newspaper and journal 

articles to minute books and memoirs. I have been particularly interested in the 

ÖÉÓÕÁÌ ÁÎÄ ÍÁÔÅÒÉÁÌ ÃÕÌÔÕÒÅ ÔÈÒÏÕÇÈ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ $ÅÒÂÙ ÈÁÓ 

been mediated, from bookmarks to buildings. Whilst this reflects my own 

background in art history, it is also founded on the premise that such sources are 

part of the primary data.279 3ÕÐÐÏÒÔÉÎÇ ÔÈÅ ÖÉÅ× ÏÆ ÁÒÃÈÉÖÅÓ ÁÓ ȬÉÎÔÅÒÐÒÅÔÁÔÉÖÅ 

                                                        
277 Withers, 308-309. 
278 Ibid, 306. 
279 &ÏÒ ÆÕÒÔÈÅÒ ÄÉÓÃÕÓÓÉÏÎ ÏÆ ÍÁÔÅÒÉÁÌ ÃÕÌÔÕÒÅ ÓÅÅȡ *ÕÌÅÓ 0ÒÏ×Îȟ Ȱ-ÉÎÄ ÉÎ ÍÁÔÔÅÒȡ ÁÎ ÉÎÔÒÏÄÕÃÔÉÏÎ 
to material culÔÕÒÅ ÔÈÅÏÒÙ ÁÎÄ ÍÅÔÈÏÄȟȱ Winterthur Portfolio 17, no.1 (1982): 1-19. 
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ÓÉÔÅÓȭȟ ÔÈÉÓ ÍÁÔÅÒÉÁÌ ÈÁÓȟ ÔÈÅÒÅÆÏÒÅȟ ÂÅÅÎ ÁÐÐÒÏÁÃÈÅÄ ÔÈÒÏÕÇÈ Á ÐÒÏÃÅÓÓ ÏÆ 

contextualisation ɀ seeking to understand the source in itself, in relation to other 

related archival material, and situating it within its broader historical, 

chronological and geographical context.280 

 

PORTRAITS OF THE ARTIST 

Within historical geography it has been increasingly recognised that attending to 

the spaces of a life can suggest new insights or narratives into it.281 As Stephen 

$ÁÎÉÅÌÓ ÁÎÄ #ÁÔÈÅÒÉÎÅ .ÁÓÈ ÈÁÖÅ ÁÒÇÕÅÄȟ ȬÔÈÅ ÁÒÔÓ ÏÆ ÇÅÏÇÒÁÐÈÙ ÁÎÄ ÂÉÏÇÒÁÐÈÙ 

appear closely connected; life histories are also to coin a phrase, life 

ÇÅÏÇÒÁÐÈÉÅÓȢȭ282  4ÈÉÓ ÉÓ ÐÅÒÔÉÎÅÎÔ ÔÏ ÔÈÉÓ ÔÈÅÓÉÓ ÁÓȟ ÉÎ ÁÄÄÒÅÓÓÉÎÇ 7ÒÉÇÈÔȭÓ 

commemoration between 1797 and 1886 it considers the changing portrayals of 

ÔÈÅ ÐÁÉÎÔÅÒ ×ÉÔÈÉÎ ÄÉÆÆÅÒÅÎÔ ÓÐÁÃÅÓ ÁÎÄ ÐÌÁÃÅÓȢ  #ÏÎÃÏÍÉÔÁÎÔ ×ÉÔÈ ÔÈÅ ÔÈÅÓÉÓȭ ÆÏÃÕÓ 

upon the relationship between painter and place is a concern with the 

relationship and intersection between biography and geography. This chapter 

will, therefore, consider life-writing as both subject and practice in researching 

and writing both Wright and Derby during the 19th-century. 

 Reflecting the Victorian enthusiasm for biography, avidly producing it and 

reading it as is typified in the Dictionary of National Biography, first published in 

1885, life-writing has been an important and rich source for this thesis.283 This 

has encompassed a wide-ranging body of texts beginning with the obituaries 

published immediately ÁÆÔÅÒ 7ÒÉÇÈÔȭÓ ÄÅÁÔÈ ÁÎÄ ÅÎÄÉÎÇ ×ÉÔÈ ÔÈÅ ÂÉÏÇÒÁÐÈÙ ÏÆ ÔÈÅ 

painter written and published by William Bemrose in 1885. It has encompassed 

7ÒÉÇÈÔȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ×ÉÔÈÉÎ ÔÅØÔÓ ÏÎ ÔÈÅ ÈÉÓÔÏÒÙ ÏÆ "ÒÉÔÉÓÈ ÁÒÔ ÏÒ ÃÏÍÐÉÌÁÔÉÏÎÓ 

ÏÆ ÁÒÔÉÓÔȭÓ ÌÉÖÅÓȟ ÔÈÅ ÐÏÒÔÒÁÙÁÌ ÏÆ Ôhe painter in press reviews and exhibition 

ÃÁÔÁÌÏÇÕÅÓȟ ÔÈÅ ÍÅÍÏÉÒ ÂÙ 7ÒÉÇÈÔȭÓ ÎÉÅÃÅ ×ÒÉÔÔÅÎ ÉÎ ÔÈÅ ÍÉÄ-19th-century, and 

the 1864 biographical notice of the painter also written by Bemrose. Informed by 

                                                        
280 Withers, 310. 
281 Gagen, Lorimer and Vasudevan, 6. 
282  3ÔÅÐÈÅÎ $ÁÎÉÅÌÓ ÁÎÄ #ÁÔÈÅÒÉÎÅ .ÁÓÈȟ Ȱ,ÉÆÅÐÁÔÈÓȡ ÇÅÏÇÒÁÐÈÙ ÁÎÄ ÂÉÏÇÒÁÐÈÙȟȱ Journal of 
Historical Geography 30 (2004), 450. 
283 Valerie SaÎÄÅÒÓȟ Ȱ6ÉÃÔÏÒÉÁÎ ,ÉÆÅ 7ÒÉÔÉÎÇȟȱ Literature Compass 1, no.6 (2004), 2. 
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$ÁÎÉÅÌÓ ÁÎÄ .ÁÓÈȭÓ ÄÉÓÃÕÓÓÉÏÎ ÏÆ ÔÈÅ ÉÎÔÅÒÓÅÃÔÉÏÎ ÂÅÔ×een biography and 

geography in a variety of forms of life-writing in western culture, in approaching 

these texts as a subject of research I have also sort to consider them 

geographically, foregrounding the relationship between script and space in my 

analysis.284 Demonstrating that the texts I discuss are part of a larger tradition, 

$ÁÎÉÅÌÓ ÁÎÄ .ÁÓÈȭÓ ÅØÁÍÐÌÅ ÏÆ *ÏÈÎ #ÏÎÓÔÁÂÌÅȭÓ ÐÅÒÓÏÎÁÌ ÇÅÏÇÒÁÐÈÙ ÉÓ ÍÏÓÔ 

ÐÅÒÔÉÎÅÎÔ ÔÏ ÔÈÉÓ ÔÈÅÓÉÓ ÁÓ ÔÈÅÙ ÆÏÒÅÇÒÏÕÎÄ ÔÈÅ ÒÏÌÅ ÏÆ ÈÉÓ ÆÒÉÅÎÄ #Ȣ 2Ȣ ,ÅÓÌÉÅȭÓ 

Memoirs in memorialising ÔÈÅ ÁÆÆÉÎÉÔÙ ÂÅÔ×ÅÅÎ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÌÉÆÅ ÁÎÄ ÁÒÔ ÁÎÄ ÁÓ Á 

medium through which Constable was incorporated within the growing British 

cultural tourism that focussed upon specific places as a means of understanding 

the lives implicated in them.285 As is most aÐÐÁÒÅÎÔ ÉÎ #ÈÁÐÔÅÒ 3ÉØȭÓ ÄÉÓÃÕÓÓÉÏÎ ÏÆ 

"ÅÍÒÏÓÅȭÓ ÂÉÏÇÒÁÐÈÙ ÏÆ ÔÈÅ ÁÒÔÉÓÔȟ ) ÈÁÖÅ ÁÐÐÒÏÁÃÈÅÄ ÔÈÅ ÌÉÖÅÓ ÏÆ 7ÒÉÇÈÔ ÉÎ 

regards to the space of the text, considering how its materiality shapes the 

representation of the artist and the sense of place or movement within the 

narrative; the sites of the texts production, circulation and reading; the networks 

of people implicated in this; and, its intersection with broader discourses and 

concerns of the time. Locating portrayals of the artist is, therefore, a means of 

researching the relationship between painter and place and how it was 

understood at specific points in the 19th-century.  

 Significantly, ÔÈÒÏÕÇÈÏÕÔ ÔÈÉÓ ÔÈÅÓÉÓ 7ÒÉÇÈÔȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÁÎÄ 

relationship with Derby has been explored through the varying portrayal of the 

painter within different places and contexts throughout the 19th-century. In this 

sense life-writing , albeit an afterlife-writing , is a method used within this thesis. 

Daniels and Nash offer a perspective on life-writing as a field of enquiry 

Ȭtraversed by the various ways lives are inscribed in time and space, plotted as 

both story-ÌÉÎÅÓ ÁÎÄ ÒÏÕÔÅ×ÁÙÓȢȭ286 They note that:  

Such plots are shaped by meta-narratives on the course, or 

development, of nature and society as well as of the self, and theoretical 

propositions on relations of public and private life, thought and action, 

                                                        
284 Daniels and Nash. 
285 Ibid, 453. 
286 Ibid, 452. 
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free will and determinism. Plotlines are inscribed in texts, institutions 

ÁÎÄ ÍÁÔÅÒÉÁÌ ÓÉÔÅÓ ÁÎÄ ÍÏÎÕÍÅÎÔÓ ×ÈÉÃÈ ÐÏÒÔÒÁÙ Á ÃÕÌÔÕÒÅȭÓ ÃÏÌÌÅÃÔÉÖÅ 

memory and destiny.287 

Recognising that such plotlines or routeways do not end with the person but 

instead continue, this thesis has adopted life-writing as a means of interrogating 

the relationship between painter and place and the claims made through it. It has, 

therefore, been a methÏÄ ÔÈÁÔ ÅÎÁÂÌÅÓ 7ÒÉÇÈÔȭÓ ÍÕÌÔÉÐÌÅ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÓ ÉÎ 

varying media to be acknowledged; that situates the claims made upon the 

painter in regards to a network of people, institutions and places; that explores 

his afterlife spatially and materially, most notably through the exhibitions within 

Derby; that considers how his posthumous reputation intersects with and was 

shaped by larger currents and cross-currents of thought during the period, such 

ÁÓ ÒÁÔÉÏÎÁÌ ÒÅÃÒÅÁÔÉÏÎ ÏÒ ÃÉÖÉÃ ÐÒÉÄÅȠ ÁÎÄȟ ÔÈÁÔ ÌÏÃÁÔÅÓ 7ÒÉÇÈÔȭs commemoration 

within specific places, particularly the rapidly expanding and urbanising Derby. 

 Through adopting this method, this thesis has sought to suggest new 

ÉÎÓÉÇÈÔÓ ÁÎÄ ÁÌÔÅÒÎÁÔÉÖÅ ÎÁÒÒÁÔÉÖÅÓ ÒÅÇÁÒÄÉÎÇ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎȢ 

Firstly, it ÅÎÇÁÇÅÓ ×ÉÔÈ ÔÈÅ ÃÈÁÎÇÅÓ ÉÎ ÁÎÄ ÍÅÄÉÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÐÅÒÓÏÎȢ !Ó 

Cheryl McGeachan, Isla Forsyth and William Hasty have shown, a geographical 

focus on biography is a means of de-centring the subject, acknowledging the 

fragmentary nature of the archive and the elision of the subject.288 Secondly, 

relating to the growing body of scholarship that has sought to explore the 

previously marginalised narratives and voices within life-writing, primarily as a 

means of challenging the 19th-century traditional life of the great public man, it 

ÅÎÁÂÌÅÓ ÔÈÅ ÂÒÅÁËÓ ÆÒÏÍ ÔÈÅ ÔÒÁÄÉÔÉÏÎÁÌ ÍÏÎÕÍÅÎÔÁÌ ÁÎÄ ÐÕÂÌÉÃ ÌÉÆÅ ÉÎ 7ÒÉÇÈÔȭÓ 

representation to be considered.289  Thirdly, it also demonstrates the 

ÐÒÏÖÉÎÃÉÁÌÉÓÍ ÏÆ 7ÒÉÇÈÔȭÓ ÁÆÔÅÒÌÉÆÅȟ ÉÎÄÉÃÁÔÉÎÇ ÔÈÅ ÒÏÌÅ $ÅÒÂÙ ÈÁÄ ÉÎ ÓÈÁÐÉÎÇ ÁÎÄ 

perpeÔÕÁÔÉÎÇ 7ÒÉÇÈÔȭÓ ÒÅÐÕÔÁÔÉÏÎ ÔÈÅÒÅÂÙ ÃÏÍÐÌÉÃÁÔÉÎÇ ÔÈÅ ÐÒÅÄÏÍÉÎÁÎÔ 

ÎÁÒÒÁÔÉÖÅ ÏÆ 7ÒÉÇÈÔȭÓ ÎÅÇÌÅÃÔ ÉÎ ÔÈÅ 19th-century and suggesting an alternative 

                                                        
287 Daniels and Nash, 452. 
288 #ÈÅÒÙÌ -Ã'ÅÁÃÈÁÎȟ )ÓÌÁ &ÏÒÓÙÔÈ ÁÎÄ 7ÉÌÌÉÁÍ (ÁÓÔÙȟ Ȱ#ÅÒÔÁÉÎ 3ÕÂÊÅÃÔÓȩ 7ÏÒËÉÎÇ ×ÉÔÈ "ÉÏÇÒÁÐÈÙ 
and Life-Writing in (ÉÓÔÏÒÉÃÁÌ 'ÅÏÇÒÁÐÈÙȟȱ Historical Geography 40 (2012), 171-172. 
289 !ÎÎ /ÁËÌÅÙȟ Ȱ4ÈÅ ÓÏÃÉÁÌ ÓÃÉÅÎÃÅ ÏÆ ÂÉÏÇÒÁÐÈÉÃÁÌ ÌÉÆÅ-writing: some methodological and ethical 
ÉÓÓÕÅÓȟȱ International Journal of Social Research Methodology 13, no.5 (2010), 432 & 436; Sanders, 
Ȱ6ÉÃÔÏÒÉÁÎ ,ÉÆÅ 7ÒÉÔÉÎÇȟȱ ρ-4; McGeachan, Forsyth and Hasty, 174. 
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perspective to the often London-centric narratives of British art and artists 

during this period.  

 Finally, as Daniels and Nash have discussed in regards to Humphry 

2ÅÐÔÏÎȟ ×ÈÏ ÕÎÄÅÒÓÔÏÏÄ ÈÉÓ ÇÁÒÄÅÎÉÎÇ ÐÒÁÃÔÉÃÅ ÁÓ ÉÍÐÒÏÖÉÎÇ ÔÈÅ ȬÃÈÁÒÁÃÔÅÒȭ ÏÆ 

places to complement the character of the landowners, historically the traditions 

of topography and genealogy have also been intertwined, particularly through 

ÔÈÅ ÉÄÅÁ ÔÈÁÔ ÅÖÅÒÙ ÐÌÁÃÅ ÓÈÏÕÌÄ ȬÔÅÌÌ ÉÔÓ Ï×Î ÔÁÌÅȭȢ290 This connection is registered 

in the approach taken to exploring 19th-century Derby in the following chapters. 

4ÈÅ ÔÏ×ÎȭÓ ÈÉÓÔÏÒÙ ÄÕÒÉÎÇ ÔÈÉÓ ÐÅÒÉÏÄ ÉÓ ÄÉÓÃÕÓÓÅÄ ÃÏÎtingently, through the 

archival record of the events held within it, the lives of the people in Derby and 

their role in its civic culture, its sites and buildings, and its representation 

primarily in texts but also through pictures and photographs. Researching and 

×ÒÉÔÉÎÇ $ÅÒÂÙȭÓ ÈÉÓÔÏÒÙ ÉÓȟ ÔÈÅÒÅÆÏÒÅȟ ÁÎÏÔÈÅÒ ÁÓÐÅÃÔ ÏÆ ÔÈÅ ÐÒÁÃÔÉÃÅ ÏÆ ÌÉÆÅ-writing 

within this thesis through which the 19th-century town also emerges as a 

changing place in which multiple discourses and narratives intersect. 

   

RE-STAGING EXHIBITIONS 

In the following chapters exhibitions are discussed as pivotal moments within 

7ÒÉÇÈÔȭÓ 19th-century commemoration. They are addressed as geographically 

ÁÎÄ ÔÅÍÐÏÒÁÌÌÙ ÌÏÃÁÔÅÄ ÅÖÅÎÔÓ ÁÎÄ ÁÓ ÍÅÄÉÕÍÓ ÔÈÒÏÕÇÈ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ 

representation intersected with, and was shaped by, the space of their display 

and their juxtaposition with other objects; the network of people and places 

implicated in staging and visiting the exhibition; and, the various social, political 

and cultural ideas, discourses and agendas of the time. Subsequently, as this 

chapter will now discuss, thinking through exhibitions ɀ re-staging them ɀ has 

been central to this thesis. It has not just been part of the research process, it is 

also expected to be one of its outcomes. As is outlined in the Appendix, working 

in collaboration with Derby Museum and Art Gallery a display re-staging the 

ρψσω -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÅØÈÉÂÉÔÉÏÎ ɉÄÉÓÃÕÓÓÅÄ ÉÎ #ÈÁÐÔÅÒ &ÏÕÒɊ ÉÓ ÐÌÁÎÎÅÄȢ  
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In discussing re-staging as practice, this chapter will be informed by Felix 

$ÒÉÖÅÒȭÓ ÒÅÆÌÅÃÔÉÏÎ ÕÐÏÎ ÈÉÓ Ï×Î ÅØÐÅÒÉÅÎÃÅÓ ÏÆ ÓÔÁÇÉÎÇ ÔÈÅ Ȭ(ÉÄÄÅÎ (ÉÓÔÏÒÉÅÓȭ 

exhibition at the Royal Geographical Society in 2009 and its potential to challenge 

heroic narratives of exploration.291 7ÈÉÌÓÔ ÔÈÅ ÓÐÅÃÉÆÉÃÉÔÙ ÏÆ $ÒÉÖÅÒȭÓ ÓÔÕÄÙ ÁÎÄ ÉÔÓ 

concern with the creation of a new exhibition rather than re-staging a historical 

one limits its general application in respect to my work, his discussion is useful 

in indicating the relationship between research and display and in regards to 

exhibitions as spaces of knowledge-production.292 It is also noteworthy that in 

adopting exhibition-making as a practice within this thesis, like Driver, it also 

relates to the broader context of geographical scholarship. As Harriet Hawkins 

has discussed, geographers have increasingly engaged with art practices in what 

she considers two different but entwined methodological approaches: 

ȬÄÉÁÌÏÇÕÅÓȭȟ ÄÅÆÉÎÅÄ ÁÓ ÓÃÈÏÌÁÒÓ ÉÎÔÅÒÐÒÅÔÉÎÇ ÁÎÄ ÁÎÁÌÙÓÉÎÇ ÁÒÔ ×ÏÒËÓ ÔÏ ÍÁËÅ 

ÇÅÏÇÒÁÐÈÉÃÁÌ ÁÒÇÕÍÅÎÔÓȟ ÁÎÄ ȬÄÏÉÎÇÓȭȟ ×ÈÅÎ ÇÅÏÇÒÁÐÈÅÒÓ ÃÏÌÌÁÂÏÒÁÔÅ ×ith artists 

or curators to make-work, carry out research, develop exhibitions or practice 

various different creative techniques.293   

One of the immediate challenges of researching and writing exhibitions is 

their temporariness and spatiality, both of which mean there is often only a 

limited and partial trace of them within the archive. Even in Derby where the 

ÄÏÃÕÍÅÎÔÁÔÉÏÎ ÏÆ ÔÈÅ ÔÏ×ÎȭÓ 19th-century exhibitions is remarkably rich there 

are still significant gaps so that, as has been discussed in respect to my research 

within historical archives, re-staging the exhibition means working with the 

ÁÂÓÅÎÃÅÓ ÁÎÄ ÁÂÕÎÄÁÎÃÅÓ ÏÆ ÔÈÅ ÁÒÃÈÉÖÅ ÔÈÒÏÕÇÈ ȬÁ ÐÒÏÃÅÓÓ ÏÆ ÐÉÃËÉÎÇ ÏÖÅÒ ×ÈÁÔ 

remains, picking out what seems to matter, and pondering about what appears 

to be missingȭȢ294 This is exemplified in the example of the exhibition catalogue 

which, although an invaluable record of an exhibition, can pose interpretative 

problems due to a lack of detail regarding the exhibits, imprecise naming or 

descriptions of objects on display and their makers, errors regarding the names 

                                                        
291  &ÅÌÉØ $ÒÉÖÅÒȟ Ȱ(ÉÄÄÅÎ ÈÉÓÔÏÒÉÅÓ ÍÁÄÅ ÖÉÓÉÂÌÅȩ 2ÅÆÌÅÃÔÉÏÎÓ ÏÎ Á ÇÅÏÇÒÁÐÈÉÃÁÌ ÅØÈÉÂÉÔÉÏÎȟȱ 
Transactions of the Institute of British Geographers 38, no.3 (July 2013): 420-435. 
292 Ibid, 421. 
293 (ÁÒÒÉÅÔ (Á×ËÉÎÓȟ Ȱ$ÉÁÌÏÇÕÅÓ ÁÎÄ $ÏÉÎÇÓȡ 3ËÅÔÃÈÉÎÇ ÔÈÅ 2ÅÌÁÔÉÏÎÓÈÉÐÓ "ÅÔ×ÅÅÎ 'ÅÏÇÒÁÐÈÙ ÁÎÄ 
!ÒÔȟȱ Geography Compass 5, no.7 (2011), 465. 
294 McGeachan, Forsyth and Hasty, 177. 
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of artists or exhibits, and uncertainties around the authenticity and attribution of 

exhibits [Fig.23]. Additionally, it also highlights the institutional bias that often 

emerges in the historical record of exhibitions giving credence to its official voice; 

recognising this, I have sought to give equal weight to unofficial, sometimes 

contradictory, sources like press articles. Consequently, through closely 

attending to individual documents and the archival record of the exhibition 

collectively, my research process becomes a kind of re-construction, seeking to 

establish where the exhibition was held, what was in the exhibition, how it was 

arranged and how the exhibits were displayed; who the organisers, lenders, and 

visitors were and where they were from; and, how it was received, encompassing 

such indicators as press reviews or financial profits. It is, therefore, from this that 

the exhibition is situated in relation to the wider themes and discourses of the 

period registered through it and in relation to the other exhibitions held within 

the town during the 19th-century.  

It is in these gaps, particularly in regards to the spatial and experiential 

ÎÁÔÕÒÅ ÏÆ ÅØÈÉÂÉÔÉÏÎÓȟ ÔÈÁÔ ) ×ÏÕÌÄ ÁÒÇÕÅ $ÒÉÖÅÒȭÓ ÉÄÅÎÔÉÆÉÃÁÔÉÏÎ of exhibition-

making as knowledge-making becomes apparent through the exchanges 

between research and display.295 In regards to this, it is noteworthy that although 

the curatorial practice of this thesis is primarily focussed upon the display 

planned in Appendix One, at different scales and in different forms it has been 

ongoing throughout the PhD. Through the collaborative nature of my PhD I have 

been involved in the curatorial culture of Derby Museum throughout, assisting 

on displays in various ways from resÅÁÒÃÈÉÎÇ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÉÎ ÐÒÅÐÁÒÁÔÉÏÎ 

ÆÏÒ ÔÈÅ ÒÅÃÅÎÔ Ȭ*ÏÓÅÐÈ 7ÒÉÇÈÔ ÁÎÄ ÔÈÅ ,ÕÒÅ ÏÆ )ÔÁÌÙȭ ÅØÈÉÂÉÔÉÏÎ ÔÏ ÈÅÌÐÉÎÇ ÉÎÓÔÁÌÌ 

ÔÈÅ ÔÏÕÒÉÎÇ ÅØÈÉÂÉÔÉÏÎȟ Ȭ*ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȡ "ÁÔÈ ÁÎÄ "ÅÙÏÎÄȭ, in 2014. 

During the six-week internship I undertook at Tate Britain in 2013 I also became 

involved in developing ideas for the display of the Air Pump when it was on loan 

from the National Gallery in 2015 [Fig. 24 and 25]. This has, therefore, informed 

my thinking about exhibitions, particularly their affective qualities. Engaging 

with actual exhibitions has, for example, underscored the materiality of 

exhibitions, particularly the size and scale of the exhibits and display space; the 
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mediation of the exhibition through, for example, gallery guides or curated 

pathways; and the intervention of the visitor, particularly their movement 

through the space and the noise they may create. 

Exhibitions have, however, provided more than just another 

interpretative tool. As Driver has argued through drawing attention to his own 

curatorial strategies of role-reversal, juxtaposition and re-ÓÃÁÌÉÎÇȟ ȬÔÈÅ 

knowledge presented within an exhibition is necessarily shaped and indeed 

ÐÏÔÅÎÔÉÁÌÌÙ ÔÒÁÎÓÆÏÒÍÅÄ ÂÙ ÉÔÓ ÓÐÁÔÉÁÌ ÆÏÒÍ ÁÎÄ ÃÏÎÔÅØÔȭȢ296 My own experiences 

ÓÕÐÐÏÒÔ $ÒÉÖÅÒȭÓ ÁÒÇÕÍÅÎÔ ÉÎ ÔÈÉs respect, showing how the interaction of 

research and display in re-staging as practice can be highly productive. Firstly, it 

foregrounds a close engagement with the display material. Whilst situating it in 

a new space may literally shed new light on it, it also has the potential to suggest 

ÎÅ× ÐÅÒÓÐÅÃÔÉÖÅÓȢ &ÏÒ ÅØÁÍÐÌÅȟ ÉÎ ÃÌÏÓÅÌÙ ÓÔÕÄÙÉÎÇ 3ÁÍÕÅÌ 2ÁÙÎÅÒȭÓ ÐÒÉÎÔ ÏÆ ÔÈÅ 

ρψσω ÅØÈÉÂÉÔÉÏÎ %ÙÒÅȭÓ ÐÁÉÎÔÉÎÇ ÏÆ All Saints was recognised which, when 

ÒÅÓÅÁÒÃÈÅÄ ÆÕÒÔÈÅÒȟ ÅÓÔÁÂÌÉÓÈÅÄ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÉÍÐÏÒÔÁÎÃÅ ×ÉÔÈÉÎ ÔÈe exhibition as 

another recently deceased local artist.  Secondly, the construction of an 

exhibition was made clearer through thinking about the hang, both in 

researching and re-staging 1839, which suggested its potential for producing 

new meanings. RelatiÎÇ ÔÏ $ÒÉÖÅÒȭÓ ÒÅÃÏÇÎÉÔÉÏÎ ÏÆ ÔÈÅ ÖÁÌÕÅ ÏÆ ÊÕØÔÁÐÏÓÉÔÉÏÎȟ ÉÎ 

ÐÌÁÎÎÉÎÇ ÔÏ ÄÉÓÐÌÁÙ 7ÒÉÇÈÔȭÓ Romeo and Juliet outside the Wright gallery, the 

significance of the Shakesperian subject as more than a literary or history 

painting was registered as its relationship to early 19th-century conceptions of 

knowledge emerged.297 Perhaps most notably, thinking through exhibitions also 

introduces new research questions or shapes existing ones, thereby becoming 

part of the research process.298 The Tate Britain display of the Air Pump stressed 

its mobility and changing reception, a perspective which highlighted the gap in 

scholarship regarding the paintingȭs institutional history and, as has 

ÓÕÂÓÅÑÕÅÎÔÌÙ ÂÅÅÎ ÁÄÄÒÅÓÓÅÄ ÉÎ #ÈÁÐÔÅÒ &ÉÖÅȟ ÔÈÅ ÎÅÅÄ ÔÏ ÁÔÔÅÎÄ ÔÏ 7ÒÉÇÈÔȭÓ ÌÏÃÁÌ 

profil e in dialogue with his national one. In planning for the re-stage of 1839 the 

ÎÕÍÂÅÒ ÏÆ ÅØÈÉÂÉÔÓ ÔÈÁÔ ÈÁÖÅ ÓÉÎÃÅ ÅÎÔÅÒÅÄ ÔÈÅ ÍÕÓÅÕÍȭÓ ÃÏÌÌÅÃÔÉÏÎ ×ÁÓ ÁÎ 
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important factor in shaping the approach to these historical exhibitions as part 

ÏÆ ÔÈÅ ÍÕÓÅÕÍȭÓ ÈÉÓÔÏÒÙ and in highlighting my own implication within this 

history.  

&ÕÒÔÈÅÒÍÏÒÅȟ ×ÈÉÌÓÔ $ÒÉÖÅÒȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ÉÓ ÃÏÎÃÅÒÎÅÄ ×ÉÔÈ ÓÔÁÇÉÎÇ ÎÅ× 

exhibitions, his insistence upon the potential they have to generate new insights 

and knowledge suggests the value of re-staging past exhibitions. Such exhibitions 

represent a relatively new but rapidly growing curatorial practice that scholars 

are still conceptualising. Reesa Greenberg has led discussions of this, suggesting 

a useful framework for thinking about my display at Derby in her overview of 

Ȱ2ÅÍÅÍÂÅÒÉÎÇ %ØÈÉÂÉÔÉÏÎÓȢȱ299  Arguing that they are symptomatic of the 

ÓÉÇÎÉÆÉÃÁÎÃÅ ÏÆ ÅØÈÉÂÉÔÉÏÎÓ ÔÏÄÁÙȟ ×ÅÓÔÅÒÎ ÃÕÌÔÕÒÅȭÓ ÆÁÓÃÉÎÁÔÉÏÎ ×ÉÔÈ ÍÅÍÏÒÙ ÁÓ Á 

means of constructing identity, and a growing interest in the history and practice 

and its intersection with the present, Greenberg proposes that there are four 

main types of re-stage.300 &ÉÒÓÔÌÙȟ ÔÈÅ ȬÒÅÐÌÉÃÁȭȟ ÓÅÅËÉÎÇ to reassemble as much of 

the art work displayed as possible but always with some deviation from the 

original; secondlÙȟ ȬÒÉÆÆÓȭ which recognise the importance of an exhibition or 

exhibition phenomenon and rethink it in exhibition form, as a take-off point; 

ÔÈÉÒÄÌÙȟ ÔÈÅ ȬÒÅÐÒÉÓÅȭ, discussed in regards to the continuation of exhibition 

history through its re-presentation on the internetȠ ÁÎÄȟ ÆÏÕÒÔÈÌÙȟ ÔÈÅ ȬÁÒÃÈÉÖÁÌ 

ÒÅÍÅÍÂÅÒÉÎÇ ÅØÈÉÂÉÔÉÏÎȭ ×ÈÉÃÈ stages past exhibitions through documents and 

artefacts relating to the exhibition, institution, and people involved rather than 

emphasising artworks.301 Indicating the overlaps between these types, I would 

anticipate that my display will draw upon characteristics of them all. 

%ÃÈÏÉÎÇ ÓÏÍÅ ÏÆ $ÒÉÖÅÒȭÓ ÁÒÇÕÍÅÎÔÓȟ ÓÃÈÏÌÁÒÓ ÈÁÖÅ ÃÏÎÓÉÄÅÒÅÄ ÔÈÅ 

benefits of such exhibitions, particularly as it has been noted that they are rarely 

                                                        
299 2ÅÅÓÁ 'ÒÅÅÎÂÅÒÇȟ ȰȬ2ÅÍÅÍÂÅÒÉÎÇ %ØÈÉÂÉÔÉÏÎÓȭȡ &ÒÏÍ 0ÏÉÎÔ ÔÏ ,ÉÎÅ ÔÏ 7ÅÂȟȱ Tate Papers 12 
(Autumn, 2009). Last accessed 2nd November 2016.  
http://www.tate.org.uk/research/publications/tate -papers/12/remembering -exhibitions-
from-point-to-line-to-web 
300 Ibid. 
301 'ÒÅÅÎÂÅÒÇȟ Ȱ2ÅÍÅÍÂÅÒÉÎÇȱȠ 2ÅÅÓÁ 'ÒÅÅÎÂÅÒÇȟ Ȱ!ÒÃÈÉÖÁÌ 2ÅÍÅÍÂÅÒÉÎÇ %ØÈÉÂÉÔÉÏÎÓȟȱ Journal of 
Curatorial Studies 1, no.2 (2012): 159-177. 
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repetitions but rather recreations or reinventions.302  Catherine Spencer has 

argued that they  have the potential to challenge our conventional definition of a 

ȬÈÉÓÔÏÒÉÃȭ ÅØÈÉÂÉÔÉÏÎȠ to prompt alternative histories; to present ideas and convey 

meaning physically and materially; to offer different ways of conducting research 

and bringing it to a wider audience; to highlight that curatorial practice is 

experimental and creative; to use different temporalities productively; and, 

lastly, to question issues of reproduction and the relay of ideas through different 

points in history.303  Similarly, Greenberg notes the opportunity re-staging offers 

for considering exhibitions as a form in themselves and as a means of developing 

new perspectives about past exhibitions.304 

However, re-staging has not gone uncritiqued; Greenberg has identified 

the challenge of conveying the content, message or significance of an historical 

exhibition through an exhibition and the difficulty around acknowledging, 

accommodating and addressing the present within it .305 Additionally, as Spencer 

has noted, there is the risk that such exhibitions become a spectacle or thrill for 

the visitor rather than a challenge.306 Thus, whilst re-staging has already begun 

ÔÏ ÓÕÇÇÅÓÔ ÎÅ× ÐÅÒÓÐÅÃÔÉÖÅÓ ÕÐÏÎ $ÅÒÂÙȭÓ ÐÁÓÔ ÅØÈÉÂÉÔÉÏns, the recognition that I 

will not be able to precisely recreate 1839 suggests the need to attend to the 

tensions identified by Greenberg and Spencer in order to ensure that the practice 

continued to be a productive way of doing and presenting my research. 

                                                        
302  #ÁÔÈÅÒÉÎÅ 3ÐÅÎÃÅÒȟ Ȱ-ÁËÉÎÇ ÉÔ ÎÅ×ȡ ×ÈÙ ÄÏ ÍÕÓÅÕÍÓ ÒÅÃÒÅÁÔÅ ÌÁÎÄÍÁÒË ÅØÈÉÂÉÔÉÏÎÓȟ 
installations and performances, and ×ÈÁÔ ÃÁÎ ×Å ÌÅÁÒÎ ÆÒÏÍ ÔÈÅÓÅ ÒÅÓÔÁÇÉÎÇÓȩȟȱ Apollo 171, 
no.631 (May 2015): 24-27. 
303 Spencer, 24-26. 
304 'ÒÅÅÎÂÅÒÇȟ Ȱ2ÅÍÅÍÂÅÒÉÎÇȢȱ 
305 'ÒÅÅÎÂÅÒÇȟ Ȱ!ÒÃÈÉÖÁÌȟȱ ρφπ Ǫ ρχφȢ 
306 Spencer. 
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Ȭ&ULL OF SENSIBILITYȭȡ JOSEPH WRIGHTȭS IMMEDIATE 

POSTHUMOUS REPUTATION, 1797-1820 

 

 

,ÅÔ ÏÔÈÅÒÓ 7ÒÉÇÈÔȭÓ ÒÅÓÐÌÅÎÄÅÎÔ ÐÅÎÃÉÌ ÐÒÁÉÓÅȟ  

And lustrous hues, that like the lightning blaze, 

Catch from the sparkling steel the furnace-glow, 

And trace the melted mountains as they flow:  

I, to yon lonely tent by pity led, 

View where the widow mourns her soldier dead;  

Turns from her babe, whose careless smiles impart 

3ÔÒÁÎÇÅ ×ÏÅȟ ÔÈÁÔ ÈÁÒÒÏ×Ó ÕÐ ÔÈÅ ÍÏÔÈÅÒȭÓ ÈÅÁÒÔȟ  

(ÁÎÇÓ ÏȭÅÒ ÔÈÅ ÂÏÄÙ ÂÌÅÅÄÉÎÇ ÏÎ ÔÈÅ ÇÒÏÕÎÄȟ 

Clasps his cold hand, and faints upon the wound.307 

              William Sotheby, 1801 

 

7ÒÉÔÉÎÇ ÆÏÕÒ ÙÅÁÒÓ ÁÆÔÅÒ 7ÒÉÇÈÔȭÓ ÄÅÁÔÈ ÉÎ !ÕÇÕÓÔ ρχωχȟ 7ÉÌÌÉÁÍ 3ÏÔÈÅÂÙ ÉÓ ÈÅÒÅ 

remembering the artist not for the dramatic light effects that had established his 

fame but for his emotive and sentimental subjects, epitomised by his painting The 

Dead Soldier, 1789 [Fig.26]. As Á ÐÏÅÍ ÏÎ ÔÈÅ Ȭ%ÎÃÏÕÒÁÇÅÍÅÎÔ ÏÆ Ôhe British 

3ÃÈÏÏÌ ÏÆ 0ÁÉÎÔÉÎÇȭ ÉÔ ÁÌÓÏ ÓÉÔÕÁÔÅÄ 7ÒÉÇÈÔ ×ÉÔÈÉÎ a highly politicised national art 

history that was being articulated within the context of British imperial 

                                                        
307 William Sotheby, A Poetical Epistle to Sir George Beaumont, Bart, on the Encouragement of the 
British School of Painting (London: John Wright, 1801), 18-19. 
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expansion and ongoing conflict with France. Wright was, therefore, celebrated 

alongside his traditionally more famous contemporaries ɀ Hogarth, Reynolds, 

Gainsborough and Wilson ɀ as one of the first lights of the British school.308 

 7ÈÉÌÓÔ 3ÏÔÈÅÂÙȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ ÔÈÅ ÁÒÔÉÓÔ ×ÉÌÌ ÂÅ returned to later, it is 

noteworthy as it gets to the crux of this chapterȭÓ ÓÕÂÊÅÃÔ: the memorialisation 

and posthumous reputation of Wright between 1797 and 1820. Encompassing 

ÔÈÅ ÌÁÓÔ ÙÅÁÒ ÏÆ 7ÒÉÇÈÔȭÓ life and spanning the Napoleonic Wars, this chapter will 

consider how the artist was immediately commemorated by those who had 

known him, particularly in regards to his relationship with Derby; the formation 

of a canon of his work;  and, the place he was attributed within the national school 

of painting at a time when increasing importance was attached to British art.  

Close attention will be given to the obituaries of the artist and his inclusion 

in surveys of British painting as this literature was the primary medium through 

which Wright was memorialised during this period. This chapter will discuss the 

way in which these texts represent his relationship with Derby: their 

presentation of ÔÈÅ ÁÒÔÉÓÔ ÁÓ ȬÆÕÌÌ ÏÆ ÓÅÎÓÉÂÉÌÉÔÙȭ, their placement of the artist within 

national art history and their role in forming a canon of his paintings.309 

Significantly, this will also address the authorsȭ relationship with the artist and 

$ÅÒÂÙ ÁÓ 7ÒÉÇÈÔȭÓ ÃÉÒÃÌÅ ÏÆ ÆÒÉÅÎÄÓ ÁÎÄ ÆÁÍÉÌÙ ÈÁÄ ÁÎ ÁÃÔÉÖÅ ÒÏÌe in shaping and 

consolidating his posthumous reputation. Following this, the chapter will discuss 

ÔÈÅ ÓÁÌÅ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË during this period highlighting the networks of people 

involved and the role the sales had ÉÎ ÓÈÁÐÉÎÇ ÔÈÅ ÐÅÒÃÅÐÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÏÅuvre. 

Throughout The Dead Soldier will figure as an exemplary picture of this time; 

consequently, the chapter will be bookended by discussions of the print after the 

painting by James Heath. These will focus upon its initial publication in the year 

of WrigÈÔȭÓ ÄÅÁÔÈ ÁÎÄ ÉÔÓ ÒÅÐÕÂÌÉÃÁÔÉÏÎ ÉÎ ρψςπ ×ÉÔÈ Á ÃÏÍÐÁÎÉÏÎ ÐÉÅÃÅȟ 

ÄÅÍÏÎÓÔÒÁÔÉÎÇ ÈÏ× ÔÈÅ ÉÍÁÇÅ ÂÅÃÁÍÅ ÉÎÔÅÒÔ×ÉÎÅÄ ×ÉÔÈ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ 

identity and reconfigured as a post-war image after the Napoleonic Wars.   

                                                        
308 Sotheby. 
309 *ÏÈÎ ,ÅÉÇÈ 0ÈÉÌÉÐÓȟ Ȱ4ÈÅ ÌÁÔÅ -Ò 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ Monthly Magazine, and British Register 4, 
no.23 (1797): 290. 
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The chapter will show how 7ÒÉÇÈÔȭÓ reputation was shaped through texts, 

sales, and prints in the years immediately following his death. This will highlight 

the importance of the widely held perception of the artist as a retiring figure with 

delicate sensibilities, an identity informed by the persona Wright cultivated in 

later life and which was closely associated with his residence in Derby. It will  

demonstrate that the relationship between Wright and Derby was primarily 

constituted through networks of distribution in which 7ÒÉÇÈÔȭÓ ÆÒÉÅÎÄÓ ÁÎÄ 

family were highly involved. His commemoration during this period was directly 

informed by those who had known the artist ÁÓ ȬÏÆ $ÅÒÂÙȭ and his regionalism 

continued to be evident in the market for his work.  

 

Ȭ! WELL-KNOWN AND UNIVERSALLY ADMIRED PICTUREȭȡ THE PUBLICATION 

OF THE DEAD SOLDIER, 1797 

In April  1797 James Heath first  published his print  after The Dead Soldier, 

followed by a second impression in May of the same year [Fig. 27 and 28]. This 

was eight years after the painting had been exhibited at the Royal Academy in 

1789, thus bringing The Dead Soldier ɀ which had originally  won Wright  

considerable acclaim ɀ back into public notice at a time when the artist  was 

retired  in Derby, unable to paint (and thus exhibit works)  due to ill  health. It  had, 

therefore, a significant role in shaping the perception of the artist  and in 

consolidating his reputation, particularly  as Wright  died soon after its 

publication. 

 (ÅÁÔÈȭÓ interest in The Dead Soldier began in 1789 when he enquired 

about its availability.310 Wright, however, gave first  refusal to his long-standing 

patron John Leigh Philips who subsequently bought the painting for 100 

guineas.311 Nonetheless, a compromise seems to have been reached whereby 

Heath gained permission to make an engraving after the painting ɀ this is 

suggested by the inscription  on later impressions which details 0ÈÉÌÉÐÓȭÓ 

                                                        
310 Joseph Wright to John Leigh Philips, 5 May 1789, John Leigh Philips Correspondence with 
letter of Joseph Wright of Derby and others, Derby Local Studies Library. 
311 Ibid. 
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ownership, implying a degree of partnership [Fig.29].312 Yet despite this early 

interest, from the correspondence between Wright, Heath, and Philips it  is 

evident that the engraving was only begun in the summer of 1795.313 This was 

later than Wright  had hoped as he had expected it  to be underway as early as 

1794, believing that Heath was deliberately procrastinating.314 No doubt this 

frustration  was increased by the knowledge that a line engraving could take 

several years to produce.315 Notwithstanding this, once Heath had begun the 

engraving it  appears to have run smoothly, the engraver sending proofs for both 

Philips and Wright  to approve before it  was finally  finished and published in 1797 

[Fig.30].316 

 Every stage of the process in The Dead 3ÏÌÄÉÅÒȭs production is 

characterised by an astute understanding of the print  trade and a concern with  

maximising the profit  of the enterprise. Firstly, it  was funded by a subscription 

which was a means of off-setting the risk of a print;  providing a regular income 

for the engraver; gauging interest in the work;  and, helping attract a wider  

audience.317  Secondly, it  was dedicated to Lord Lansdowne as part of its 

marketing strategy.318  Thirdly,  Philips and Wright  were involved in finding 

subscribers, publicising, and distributing  the print,  providing a much larger 

network  of contacts and a greater geography for its circulation. Their 

correspondence highlights 7ÒÉÇÈÔȭÓ intention  to circulate prints  amongst his 

Midlands acquaintances, although he also expressed the concern that many of his 

subscribers had died.319 Wright  clearly relied upon the loyalty of his patrons 

which, by his later life, was already established as he was able to maintain a 

highly successful painting practice in Derby. Philips too, received four dozen 

                                                        
312 Philips appears to have acted as an intermediary between Wright and Philips on a number of 
occasions: Joseph Wright to John Leigh Philips, 17 June 1790; James Heath to John Leigh Philips, 
4 February 1797; Heath to Philips, 4 April 1797, all in the Philips Correspondence. 
313 Joseph Wright to John Leigh Philips, 30 March 1795, Philips Correspondence. 
314 Ibid. 
315 Anthony Dyson, Pictures to Print: The nineteenth-century engraving trade (London: Farrand 
Press, 1984), 41. 
316 James Heath to John Leigh Philips, 17 October 1796, Philips Correspondence. 
317  3ÁÒÁÈ -ÏÎËÓȟ Ȱ/ÕÒ ÍÁÎ ÉÎ (ÁÖÁÎÁȡ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÁÎÄ ÒÅÐÕÔÁÔÉÏÎ ÉÎ ,ÉÅÕÔÅÎÁÎÔ 0ÈÉÌÉÐ 
/ÒÓÂÒÉÄÇÅȭÓ Britannia Triumph ɉρχφυɊȟȱ ÉÎ Conflicting Visions: War and Visual Culture in Britain 
and France, c.1700-1830, ed. John Bonehill and Geoff Quilley (Aldershot: Ashgate, 2005), 90. 
318 0ÈÉÌÉÐ 3ÈÁ×ȟ Ȱ$ÅÁÄ 3ÏÌÄÉÅÒÓȡ 3ÕÆÆÅÒÉÎÇ ÉÎ "ÒÉÔÉÓÈ -ÉÌÉÔÁÒÙ !ÒÔȟ ρχψσ-ρχψωȟȱ Romanticism 11, 
no.1 (2005), 66. 
319 Joseph Wright to John Leigh Philips, 30 March 1795, Philips Correspondence. 
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finished impressions and a dozen proofs from Heath in April  1797 which 

suggests his intention  to circulate prints  amongst his contacts in the North 

West.320 Residing in Mayfield near Manchester, Philips was an important  figure 

within  the ÃÉÔÙȭÓ industrial  and cultural  life, with  a reputation that extended 

beyond this as a ȬÓÉÎÃÅÒÅ Lover of !ÒÔȭȢ321 He was a businessman, continuing his 

ÇÒÁÎÄÆÁÔÈÅÒȭÓ silk manufacturing business and entering into partnership in a 

cotton business; a soldier; a naturalist, amassing a collection of natural history 

specimens which formed the nucleus of the Manchester Natural History Museum; 

a member of the Manchester Literary  and Philosphical Society; and, a well-known 

patron of the arts, collecting prints, paintings and books.322 As such, Philips was 

a prestigious and useful collaborator in the enterprise, Timothy Clayton 

suggesting that he may have invested in the venture as well.323 

 James Heath, on the other hand, was London facing; it  seems likely  that it  

was he who, through his work, had the connections with  the print  shops across 

London that were advertised as premises where subscribers could register and 

view proofs.324 For example, it  is notable that the Houses of the Boydells are 

listed as Heath had already worked with  them to produce plates for their  

Shakespeare Gallery and, in 1796, he had engraved The Death of Major Pierson 

after John Singleton Copley for them for 2000 guineas [Fig.31].325 Furthermore, 

it  is probable that it  was Heath who delayed publishing the print,  possibly in 

response to the disruption  of the export trade due to the outbreak of war with  

France in 1793.326 It  is telling therefore, that Heath confided to Philips Ȭ) have met 

with  more success than I had hoped for in such times as these, it  is universally 

ÔÁÌËȭÄ of and I have orders for between 2 & 300 from the trade ÏÎÌÙȭ, raising the 

                                                        
320 James Heath to John Leigh Philips, 4 April 1797, Philips Correspondence. 
321 William Carey, #ÒÉÔÉÃÁÌ $ÅÓÃÒÉÐÔÉÏÎ ÏÆ ÔÈÅ 0ÒÏÃÅÓÓÉÏÎ ÏÆ #ÈÁÕÃÅÒȭÓ 0ÉÌÇrims to Canterbury, painted 
by Thomas Stothard, Esq. R.A. Respectfully addressed, by permission, to John Leigh Philips, Esq. 
(London: T. Cadell and W. Davies, 1808), 3. 
322 Ȱ0ÁÐÅÒÓ ÏÆ ÔÈÅ ÆÁÍÉÌÙ ÏÆ *ÏÈÎ ,ÅÉÇÈ 0ÈÉÌÉÐÓ ÏÆ -ÁÙÆÉÅÌÄȟ -ÁÎÃÈÅÓÔÅÒȟȱ 4ÈÅ .ÁÔÉÏÎÁÌ !Òchives, 
accessed 14 July 2016, http://discovery.nationalarchives.gov.uk/details/rd/abec22fd -0d64-
47a1-a854-4495043fea0d.  
323 4ÉÍÏÔÈÙ #ÌÁÙÔÏÎȟ Ȱ4ÈÅ %ÎÇÒÁÖÉÎÇ ÁÎÄ 0ÕÂÌÉÃÁÔÉÏÎ ÏÆ 0ÒÉÎÔÓ ÏÆ *ÏÓÅÐÈ 7ÒÉÇÈÔȭÓ 0ÁÉÎÔÉÎÇÓȟȱ ÉÎ 
Wright of Derby, ed. Judy Egerton (London: Tate Gallery Publications, 1990), 27. 
324 Ȱ4ÈÅ $ÅÁÄ 3ÏÌÄÉÅÒȟȱ The Telegraph, 24 February 1797. 
325 Timothy Clayton, The English Print 1688-1802 (New Haven & London: Yale University Press, 
1997), 227. 
326 4ÉÍÏÔÈÙ #ÌÁÙÔÏÎ ÁÎÄ 3ÈÅÉÌÁ /ȭ#ÏÎÎÅÌÌȟ Bonaparte and the British: prints and propaganda in the 
age of Napoleon (London: The British Museum Press, 2015), 20. 

http://discovery.nationalarchives.gov.uk/details/rd/abec22fd-0d64-47a1-a854-4495043fea0d
http://discovery.nationalarchives.gov.uk/details/rd/abec22fd-0d64-47a1-a854-4495043fea0d
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price from a guinea to one pound and six shillings.327  (ÅÁÔÈȭÓ involvement 

provided an astute knowledge of the home and export  markets at a time when 

the wars on the continent were disrupting  access to European markets and 

displacing customers, a climate which had led to bankruptcy for some 

publishers.328 His importance extended beyond this, however, as he was a well-

known and respected engraver, as is evident in the price the Boydellsȭ were 

willing  to pay him to engrave #ÏÐÌÅÙȭÓ painting. Having established his reputation 

by engraving the plates for John "ÅÌÌȭÓ edition of The Poets of Great Britain  

Complete from Chaucer to Churchill, 1777-83, by the 1790s he was highly 

acclaimed and his style was particularly  popular.329 In 1791 he was elected as an 

associate of the Royal Academy and, in 1794, he was appointed historical 

engraver to the King, two positions which confirmed his status as one of the ȬÍÏÓÔ 

ÅÍÉÎÅÎÔȭ engravers of the day and conferred considerable social status upon 

him.330 His name would, therefore, have added value and prestige to The Dead 

Soldier print.  

 (ÅÁÔÈȭÓ publication of different  states of The Dead Soldier was another 

capitalisation upon the print  market. As Clayton has highlighted, earlier 

impressions were generally considered to be better whilst  even accidental 

mistakes became manufactured as supplementary ȬÓÔÁÔÅÓȭ that were collectable 

as oddities.331 By the 1780s proofs often sold for double or treble the cost of an 

ordinary  impression.332 Additionally, the staggered dates of The Dead 3ÏÌÄÉÅÒȭÓ 

publication from April  to May meant that it  coincided with  the Royal Academy 

summer exhibition, in which it  was displayed.333 The exhibition was, therefore, a 

means of promoting the print  and an opportunity  to re-publicise Wright  through 

                                                        
327 Heath to Philips, 4 April 1797, Philips Correspondence. 
328 Clayton, English Print, 281. 
329 *ÏÈÎ (ÅÁÔÈȟ Ȱ(ÅÁÔÈ ÆÁÍÉÌÙ ɉper. c. 1775-ρψωψɊȟȱ Oxford Dictionary of National Biography, last 
modified January 2008, accessed 14 July 2016, 
http://www.oxforddnb.com/view/article/65036 .  
330 (ÅÁÔÈȟ Ȱ(ÅÁÔÈ ÆÁÍÉÌÙȱȠ 3ÙÌÖanus Urban, 4ÈÅ 'ÅÎÔÌÅÍÁÎȭÓ -ÁÇÁÚÉÎÅȟ New Series, Vol. 3 (London: 
William Pickering, John Bowyer Nichols and Son, 1835), 213. 
331 Clayton, English Print, 229. 
332 Ibid. 
333 For a discussion of the relationship between engravers and the Royal Academy see: Sarah 
HÙÄÅȟ Ȱ0ÒÉÎÔÍÁËÅÒÓ ÁÎÄ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙ %ØÈÉÂÉÔÉÏÎÓȟ ρχψπ-ρψσφȟȱ ÉÎ Art on the Line: The Royal 
Academy Exhibitions at Somerset House, 1780-1836, ed. David Solkin, (New Haven & London: Yale 
University Press, 2001), 217-228. 
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referring  back to his original painting which was celebrated as ȬÁ well-known and 

universally admired ÐÉÃÔÕÒÅȭȢ334 That it  succeeded in this is apparent in the report  

of one critic  that the print  was ȬÓÏ superior to the few others, that it  was the only 

one we ÎÏÔÉÃÅÄȭȢ335 

 Finally, the subject matter of the print  also lent itself to both the war-

driven demand for images of military  heroics and to the taste for sentimental 

subjects during the 1790s. At a time when the nation was at war prints  that 

celebrated British  military  victories or heroics became increasingly popular as 

they played upon patriotic  feeling, as did the many satirical prints  produced 

during the period.336 Whilst The Dead Soldier does not sit neatly within  either of 

these genres, it  is notable that it  draws upon some of the motifs found in them 

during the 1780s and 90s. This is most apparent in the way it  was positioned in 

relation to William 7ÏÏÌÌÅÔÔȭÓ 1776 print  after The Death of General Wolfe by 

Benjamin West in advertisements [Fig.32]. The Telegraph noted that Heath 

Ȭ2ÅÓÐÅÃÔÆÕÌÌÙ informs the public, that his print  of the Dead Soldier, the Size of the 

Death of Gen. 7ÏÌÆÅȣ Will  be published at the beginning of next !ÐÒÉÌȢȭ337 This 

suggested The Dead 3ÏÌÄÉÅÒȭs place within  print  collections of the time, which 

were often kept in folios, and associated it  with  an image that had demonstrated 

that contemporary military  events could be the subject of high art.338 This is 

underlined further  in the sprawling figure of 7ÒÉÇÈÔȭÓ soldier which loosely 

alludes to the reclining pose and which had since been adopted by artists such as 

Johann Zoffany. Despite lacking the specificity of prints  of these military  

representations or the explicit nationalism they invoked, The Dead Soldier was 

aligned with  their  imagery and high art status. This was further  underlined in its 

display at the Academy exhibition where the prints  exhibited generally reflected 

the nationalistic  overtones of this institute  as the principal  body representing 

                                                        
334 Ȱ4ÈÅ $ÅÁÄ 3ÏÌÄÉÅÒȟȱ The Telegraph, 24 February 1797. 
335 Ȱ2ÏÙÁÌ !ÃÁÄÅÍÙ %ØÈÉÂÉÔÉÏÎȟȱ "ÅÌÌȭÓ 7ÅÅËÌÙ -ÅÓÓÅÎÇÅÒȟ 30 April 1797. 
336 #ÌÁÙÔÏÎ ÁÎÄ /ȭ#ÏÎÎÅÌÌȟ ςπȢ 
337 Ȱ4ÈÅ $ÅÁÄ 3ÏÌÄÉÅÒȟȱ The Telegraph, 24 February 1797. 
338 Peter Harrington, British Artists and War: The Face of Battle in Paintings and Prints, 1700-1914 
(London: Greenhill Books, 1993), 30-33. 
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British  art; many engravers, including Heath who exhibited The Death of Lord 

Nelson in 1811, chose to exhibit patriotic  military  subjects [Fig.33].339 

 Similarly, when viewing James GilÌÒÁÙȭÓ The Blessings of Peace, the Curses 

of War, published in 1795, the parallels with  The Dead Soldier are apparent in the 

imagery of a despairing woman surrounded by children and kneeling by their  

husband and fatherȭÓ body, the shell of their  home behind them [Fig.34]. During 

the Napoleonic Wars the audience for caricature broadened in Britain, the 

government increasingly employing it  in its campaign to unite the British  public 

against Napoleon.340 Gilray was one of the artists on the Government payroll  in 

the late 1790s and in this print  anti-French feeling is garnered through depicting 

the destruction inflicted  by the French military. 341 Viewed in relation to this then, 

The Dead Soldier can be understood as another representation of the costs of war, 

particularly its impact upon women and children who were generally dependent 

upon men for their  social and financial welfare.342 Whether it  was intended as 

part of the stock-imagery raising public support for the war or read as an anti-

war critique is ambiguous however, particularly  as many of the subscribers can 

be characterised as free thinking, Whig, and radical, some having publicly voiced 

their  opposition to the war.343 The dedication of the print  to Lord Lansdowne 

may also have had a political  resonance as the aristocrat was known for his 

opposition to the American Revolutionary Wars.344 

  As Robert Rosenblum has noted, The Dead Soldier also has a close affinity  

with  Henry "ÕÎÂÕÒÙȭÓ aquatint, Affliction, 1783, which was based on the poem, 

The Country Justice by John Langhorne [Fig.35].345 Wright  has taken "ÕÎÂÕÒÙȭÓ 

depiction of the subject and further  dramatized it. The Dead Soldier was, 

therefore, both informed by and fed into the market for sentimental subjects, as 

                                                        
339 (ÙÄÅȟ Ȱ0ÒÉÎÔÍÁËÅÒÓȟȱ ςρωȢ 
340 #ÌÁÙÔÏÎ ÁÎÄ /ȭ#ÏÎÎÅÌÌȟ ςυ Ǫ ςψȢ 
341 Ibid, 26. 
342 3ÔÅÐÈÅÎ #Ȣ "ÅÈÒÅÎÄÔȟ ȰȬ! ÆÅ× ÈÁÒÍÌÅÓÓ .ÕÍÂÅÒÓȭȡ "ÒÉÔÉÓÈ ×ÏÍÅÎ ÐÏÅÔÓ ÁÎÄ ÔÈÅ ÃÌÉÍÁÔÅ ÏÆ ×ÁÒȟ 
1793-ρψρυȟȱ ÉÎ Romantic Wars: Studies in Culture and Conflict, 1793-1822, ed. Philip Shaw 
(Aldershot: Ashgate, 2000), 14. 
343 3ÈÁ×ȟ Ȱ$ÅÁÄ 3ÏÌÄÉÅÒÓȟȱ φφȢ  
344 Ibid. 
345  2ÏÂÅÒÔ 2ÏÓÅÎÂÌÕÍȟ Ȱ3ÏÕÒÃÅÓ ÏÆ Ô×Ï ÐÁÉÎÔÉÎÇÓ ÂÙ *ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ Journal of the 
Warburg and Courtauld Institutes 25, no.1-2 (1962): 135-6. 
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in the late 18th-century the cult of sensibility was at its height, taking its cue from 

the writings  of Rousseau, Marmontel, Sterne and Goethe after 1760.346 As Clayton 

has shown, sentiment could be found in all types and qualities of prints, 

encouraging the viewer to respond sympathetically in the belief that, in indulging 

their  emotions, their  sense of morality  and humanity would be heightened.347 

(ÅÁÔÈȭÓ print  appealed to this market therefore; just as the painting had caused 

the poet William Hayley to ȬÌÉÔÅÒÁÌÌÙ shed ÔÅÁÒÓȭȟ so too did the print  arouse the 

ȬÍÏÓÔ tender ÓÙÍÐÁÔÈÙȭȢ348 

 However, the reproduction of The Dead Soldier was not only about profi t. 

Prints were an important  medium through which artists consolidated their  

reputation and gained international  recognition as they enabled the painting to 

reach a wider  audience, notably a continental one.349 This is implied in 7ÒÉÇÈÔȭÓ 

praise of the print:  ȬÔÈÅ effect of the picture is so well preserved and the parts 

which compose it  so true that I have nothing to say but that I am well ÐÌÅÁÓȭÄ with  

ÉÔȢȭ350 WrigÈÔȭÓ concern is with  ensuring that the print  captures the spirit  of the 

painting and represents his art well. He clearly recognised both the importance 

of the medium in building his reputation and the emphasis reproduction would 

put on The Dead Soldier in the perception of his oeuvre and identity  as an artist. 

Significantly, it  also positioned his work  within  an emerging canon of British  art. 

Although British  modern art had been marginalized for much of the early 18th-

century in favour of Old Masters, by the latter  half of the century the British  

school was being championed as a matter of national honour.351 The print  trade 

was crucial in this as the reproduction of paintings by British  artists developed a 

national self-image; established which artists were recognised for their  

                                                        
346 Clayton, English Print, 246. 
347 Ibid , 247. 
348 *Ȣ !ÉËÉÎ ÅÄȢȟ Ȱ4ÈÅ $ÅÁÄ 3ÏÌÄÉÅÒȟ ÅÎÇÒÁÖÅÄ ÂÙ (ÅÁÔÈ ÆÒÏÍ Á ÐÉÃÔÕÒÅ ÂÙ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟ ÐÒÉÃÅ ρÌȢ 
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contribution  to British  painting and which paintings became representative of 

the ÎÁÔÉÏÎȭÓ art; and presented this art to an international  audience.352  

 In view of this, the reception of the print  in 1797 is noteworthy, 

particularly  as it  is frequently framed as a sentimental subject consistent with  the 

subject matter of his late work  and his cultivation  of a delicate persona.353 

Sotheby, for example, emphasises the emotive quality of the painting and 

describes himself as drawn to it  through pity, a reaction in keeping with  the cult 

of sensibility.354 William Carey, whilst  noting the high quality of the engraving 

itself, also focusses upon the mother and child describing them as ȬÍÅÌÌÏ× and 

ÄÅÌÉÃÁÔÅȭ and drawing a parallel between The Dead Soldier and "ÁÒÔÏÌÏÚÚÉȭÓ print,  

Mary (née Ruthven), Lady van Dyck after Van Dyck [Fig.36].355 This juxtaposition 

shows the affective nature of the representation of a mother nursing her child. 

This understanding of the print  is perhaps most clearly expounded in the Monthly 

Magazine in 1800 as it  was noted that The Dead Soldier was ȬÃÁÌÃÕÌÁÔÅÄ to impress 

the heart with  the most tender ÓÙÍÐÁÔÈÙȭȟ again focussing upon the mother and 

child who are described as being in ȬÃÉÒÃÕÍÓÔÁÎÃÅÓ of heart-wringing  ÁÇÏÎÙȭȢ 356 

The grief and precarious future of the mother and ȬÈÅÌÐÌÅÓÓ ÉÎÆÁÎÔȭ touches the 

heart of the viewer, evoking a sense of fellow feeling for those less fortunate.357 

Whilst these all correspond with  7ÒÉÇÈÔȭÓ late reputation as a sentimental 

painter, it  is significant that they were all written  in the early 19th-century and 

correspond with  the representation of the artist  in his obituaries. Several years 

after 7ÒÉÇÈÔȭÓ death The Dead Soldier continued to be circulated and discussed, 

representing his oeuvre posthumously and perpetuating his identity  as a man of 

great sensibility.  

 

 

                                                        
352 Clayton, English Print, xi-xiv. 
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354 Sotheby, 18-19. 
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Ȭ4HE EYE OF DELICACYȭȡ WRIGHTȭS LITERARY MEMORIALISATION 

7ÒÉÇÈÔȭÓ ÄÅÁÔÈ ÏÎ ςωth August 1797 was initially marked  by a notice in the Derby 

Mercury that sought to confirm and commemorate his high-standing as an 

artist.358 )Ô ÂÅÇÁÎ ÂÙ ÓÔÒÅÓÓÉÎÇ ÔÈÁÔ ÈÉÓ ÄÅÁÔÈ ×ÏÕÌÄ ÂÅ ȬÄÅÅÐÌÙ ÒÅÇÒÅÔÔÅÄȭ ÂÙ ÈÉÓ 

ÆÒÉÅÎÄÓȟ ÂÅÆÏÒÅ ÁÓÓÅÒÔÉÎÇ ÔÈÁÔ ÈÅ ×ÁÓ ȬÈÅÌÄ ÉÎ ÅÓÔÅÅÍ ÔÈÒÏÕÇÈÏÕÔ %ÕÒÏÐÅȟ ÁÓ Á 

chaste and elegant painterȭ, ÃÌÁÉÍÉÎÇ ÔÈÁÔ ȬÈÉÓ ÐÉÃÔÕÒÅÓ ÏÆ ÔÈÅ %ÒÕÐÔÉÏÎ ÏÆ 

Vesuvius, and of the destruction of the Spanish ships before Gibraltar, will 

ÔÒÁÎÓÍÉÔ ÈÉÓ ÎÁÍÅ ×ÉÔÈ ÔÈÅ ÈÉÇÈÅÓÔ ÃÅÌÅÂÒÉÔÙ ÔÏ ÓÕÃÃÅÅÄÉÎÇ ÁÇÅÓȢȭ359 Just two days 

after his death, the commemoration of Wright was already positioning him in 

relation to the national school (through bypassing British art and aligning him 

with the great continental schools of art); forming a canon of his work (by 

suggesting which paintings would continue to maintain his reputation and fame 

posthumously); consolidating his reputation as a sensitive figure (by referring to 

ÈÉÓ ȬÁÍÉÁÂÌÅ ÑÕÁÌÉÔÉÅÓȭ ÁÎÄ ÄÅÓÃÒÉÂÉÎÇ ÈÉs painting ÁÓ ȬÃÈÁÓÔÅ ÁÎÄ ÅÌÅÇÁÎÔȭɊȠ ÁÎÄȟ 

invoking his close association with Derby (as it was published in a local paper 

and by alluding to the grief of his friends).360   As this chapter seeks to 

demonstrate, these concerns continued to inform the commemoration of the 

artist during this period, both in the obituaries about him and in accounts of 

British artists published at this time. 

 The two principal accounts of Wright written during this period were 

obituaries by John Leigh Philips and William Tate, published in the Monthly 

Magazine in October 1797 and in 4ÈÅ 'ÅÎÔÌÅÍÁÎȭÓ -ÁÇÁÚÉÎÅ in September 1797 

respectively.361  These are notable not only for the insight they provide into 

WrighÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎȟ ÂÕÔ ÁÌÓÏ ÂÅÃÁÕÓÅ ÔÈÅÙ ÁÒÅ ×ÒÉÔÔÅÎ ÂÙ Ô×Ï ÏÆ 

ÔÈÅ ÁÒÔÉÓÔȭÓ ÃÌÏÓÅ ÆÒÉÅÎÄÓȢ !Ó ÈÁÓ ÁÌÒÅÁÄÙ ÂÅÅÎ ÎÏÔÅÄȟ 0ÈÉÌÉÐÓ ×ÁÓ Á ÎÏÔÁÂÌÅ ÁÒÔ 

ÃÏÌÌÅÃÔÏÒ ÁÎÄ ÏÎÅ ÏÆ 7ÒÉÇÈÔȭs most important patrons. The relationship was, 

however, also one of close friendship, probably formed during 7ÒÉÇÈÔȭÓ ÔÉÍÅ ÉÎ 

Liverpool as they shared some of the same contacts in the city such as William 

                                                        
358 Ȱ$ÅÒÂÙȟ !ÕÇÕÓÔ σπȟȱ The Derby Mercury, 31 August 1797. 
359 Ibid. 
360 Ibid. 
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2ÏÓÃÏÅȟ ÏÎÅ ÏÆ ,ÉÖÅÒÐÏÏÌȭÓ ÌÅÁÄÉÎÇ ÃÕÌÔÕÒÁÌ ÆÉÇÕÒÅÓȢ362 2ÅÆÅÒÒÉÎÇ ÔÏ 0ÈÉÌÉÐÓ ÁÓ ȬÍÙ 

ÇÏÏÄ ÆÒÉÅÎÄȭ, throughout his life the artist confided in him and sought his advice 

and support.363 ,ÉËÅ 0ÈÉÌÉÐÓȟ 7ÉÌÌÉÁÍ 4ÁÔÅ ×ÁÓ ÁÌÓÏ ÐÁÒÔ ÏÆ 7ÒÉÇÈÔȭÓ ÃÌÏÓÅ ÃÉÒÃÌÅ ÏÆ 

friends. Having met when Wright ÌÏÄÇÅÄ ×ÉÔÈ 4ÁÔÅȭÓ ÂÒÏÔÈÅÒȟ Richard, in 

Liverpool, William began studying with the artist and became his best known 

disciple.364 Tate forged his own, more modest career as a portraitist in Liverpool 

×ÈÅÒÅ ÈÅ ×ÁÓ ÁÂÌÅ ÔÏ ÅØÈÉÂÉÔ ÈÉÓ ×ÏÒË ÁÎÄ ÐÁÉÎÔ ÆÏÒ ÓÏÍÅ ÏÆ ÔÈÅ ÃÉÔÙȭÓ ÍÏÓÔ 

prominent citizens.365  The two artists also continued their friendship until 

WrightȭÓ ÄÅÁÔÈȟ 7ÒÉÇÈÔ ÒÅÆÅÒÒÉÎÇ ÔÏ 4ÁÔÅ ÁÓ ÈÉÓ ȬÉÎÇÅÎÉÏÕÓ Ǫ ÖÅÒÙ ×ÏÒÔÈÙ ÆÒÉÅÎÄȭȟ 

making him witness to his will. 366 

 4ÈÅÉÒ ÒÏÌÅ ÉÎ ÐÅÒÐÅÔÕÁÔÉÎÇ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ 

legacy of 7ÒÉÇÈÔȭÓ ÔÉÍÅ ÉÎ ,ÉÖÅÒÐÏÏÌ ÁÎÄ ÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÏÆ ÔÈÅ ÎÅÔ×ÏÒËÓ Èe 

established during his life in the North West. This was a period of remarkable 

success for Wright, painting many notable figures in the region and helping 

establish an artistic culture within the city.367 Consequently, as Tate and Philips 

are testament to, ÅÖÅÎ ÁÆÔÅÒ 7ÒÉÇÈÔȭÓ ÄÅÁÔÈ ÈÉÓ ÒÅÐÕÔÁÔÉÏÎ ÃÏÎÔÉÎÕÅÄ ÔÏ ÂÅ ×ÅÌÌ 

known through collections in the area and the network of contacts and patrons 

he had had in the region. The impetus for his posthumous commemoration 

continued to be rooted in the areas from which Wright had had most support 

ÄÕÒÉÎÇ ÈÉÓ ÌÉÆÅÔÉÍÅȟ ÁÓ ÉÓ ÐÁÒÔÉÃÕÌÁÒÌÙ ÁÐÐÁÒÅÎÔ ÉÎ ÔÈÅ ÒÅÐÕÂÌÉÃÁÔÉÏÎ ÏÆ 4ÁÔÅȭÓ 

account in several other papers including  The Derby Mercury, Morning Chronicle 

and The Edinburgh magazine.368  

 The commemoration also highlights ÔÈÅ ÁÃÔÉÖÅ ÒÏÌÅ ÏÆ 7ÒÉÇÈÔȭÓ ÆÒÉÅÎÄÓ ÁÎÄ 

family ɀ not just Philips and Tate ɀ in shaping and maintaining the ÁÒÔÉÓÔȭÓ 
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reputation posthumously. Having been approached by John Aikin, editor of The 

Monthly Magazine, to write a biographical account of Wright, Philips 

communicated the request to Mr Haden, ÁÎÏÔÈÅÒ ÍÅÍÂÅÒ ÏÆ 7ÒÉÇÈÔȭÓ ÃÉÒÃÌÅ ÉÎ 

Derby, ×ÈÏ ÔÈÅÎ ÐÁÓÓÅÄ ÉÔ ÏÎ ÔÏ 2ÉÃÈÁÒÄ 7ÒÉÇÈÔȟ ÔÈÅ ÁÒÔÉÓÔȭÓ ÂÒÏÔÈÅÒȢ369 In turn, 

2ÉÃÈÁÒÄ ÁÐÐÒÏÁÃÈÅÄ ÔÈÅ 2ÅÖȢ 4ÈÏÍÁÓ 'ÉÓÂÏÒÎÅȟ ÁÎÏÔÈÅÒ ÏÆ 7ÒÉÇÈÔȭÓ ÃÌÏÓÅ ÆÒÉÅÎÄÓ 

in later life.370 Despite an age difference of 20 years, Wright and Gisborne became 

friends following their initial meeting in 1777 when Wright was commissioned 

to paint the younger man.371 Sharing similar interests ɀ Gisborne was himself an 

amateur artist, writer, and disciple of the picturesque ɀ 9ÏØÁÌÌ ,ÏÄÇÅȟ 'ÉÓÂÏÒÎÅȭÓ 

home, and the nearby Needwood Forest became an important landscape for 

Wright as the two men enjoyed mornings drawing together and evenings playing 

music.372 4ÈÉÓ ÃÌÏÓÅ ÆÒÉÅÎÄÓÈÉÐ ÉÓ ÒÅÆÌÅÃÔÅÄ ÉÎ 7ÒÉÇÈÔȭÓ ÄÏÕble portrait of Gisborne 

ÁÎÄ ÈÉÓ ×ÉÆÅȟ ÔÈÅ ÓËÅÔÃÈÉÎÇ ÍÁÔÅÒÉÁÌ ÉÎ 'ÉÓÂÏÒÎÅȭÓ Ìap alluding to their excursions 

[Fig.37]. This picture ÁÌÓÏ ÈÉÇÈÌÉÇÈÔÓ 'ÉÓÂÏÒÎÅȭÓ ÉÍÐÏÒÔÁÎÃÅ ÁÓ Á ÐÁÔÒÏÎ as just 

one of the Wrights in his collection.373 Although the closeness of their friendship 

probably led Richard to approach Gisborne, he disqualified himself; whilst 

offering to review and correct any material, Gisborne did not feel able to write 

the biography having only known Wright  in later life.374 Consequently it was 

Richard wÈÏ ÐÒÏÖÉÄÅÄ ÔÈÅ ÆÁÃÔÓ ÏÆ 7ÒÉÇÈÔȭÓ ÌÉÆÅ ×ÈÉÃÈ 0ÈÉÌÉÐÓ ÔÈÅÎ ÁÄÄÅÄ ÔÏȟ 

ÐÁÒÔÉÃÕÌÁÒÌÙ ÉÎ ÒÅÓÐÅÃÔ ÔÏ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ÔÈÅ !ÃÁÄÅÍÙȟ ÈÉÓ 

professional stature, and his oeuvre.375  The details of these exchanges are 

communicated in a letter between William Tate and Richard Wright.376 Richard 

ÁÐÐÅÁÒÓ ÔÏ ÂÅ ÁÎÓ×ÅÒÉÎÇ 4ÁÔÅȭÓ ÑÕÅÓÔÉÏÎÓ ÔÏÏ, writing  ȬÙÏÕ ×ÉÓÈ ÔÏ ËÎÏ× ÔÈÅ 

ÐÁÒÔÉÃÕÌÁÒÓ ÏÆ ÍÙ "ÒÏÔÈÅÒÓ ÑÕÁÒÒÅÌ ×ÉÔÈ ÔÈÅ !ÃÁÄÅÍÙȣȭ ×ÈÉÃÈ ÈÁÓ ÌÅÄ *ÏÈÎ 

Bonehill to identify the author of 4ÈÅ 'ÅÎÔÌÅÍÁÎȭÓ -ÁÇÁÚÉÎÅ obituary as Tate.377 
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 Additionally, Philips sent a number of copies of his memoir to Richard, 

who subsequently passed some on to John Holland and James Cade, the former 

ÏÎÅ ÏÆ 7ÒÉÇÈÔȭÓ ÆÒÉÅÎÄÓ ÁÎÄ ÁÎ ÅØÅÃÕÔÏÒ ÏÆ ÈÉÓ ×ÉÌÌ ÁÎÄ ÔÈÅ ÌÁÔÔÅÒ 7ÒÉÇÈÔȭÓ ÓÏÎ-in-

law. 378  Viewed togÅÔÈÅÒȟ ÔÈÅÓÅ ÔÒÁÎÓÁÃÔÉÏÎÓ ÄÅÍÏÎÓÔÒÁÔÅ ÔÈÁÔ 7ÒÉÇÈÔȭÓ 

posthumous reputation was shaped by a network of people, primarily in Derby 

and the North West, areas in which the artist had the most support and interest 

even after his death. Furthermore, as those involved had all had a close 

relationship with the painter , the early commemoration of Wright corresponded 

with their personal understanding of him as an artist and the reputation he had 

sought to build during his later life. As many of them also had collections of his 

paintings it is likely that this added to their interest in establishing him as a 

ÐÁÉÎÔÅÒ ÏÆ ÈÉÇÈ ÓÔÁÎÄÉÎÇȢ 0ÈÉÌÉÐÓȟ ÆÏÒ ÅØÁÍÐÌÅȟ ×ÒÏÔÅ ÔÏ 2ÉÃÈÁÒÄȟ Ȭ) ÈÁÖÅ ÏÎÌÙ ÔÏ 

lament my inability to do justice to the character of my much-valued friend, as it 

requires abilities much beyond my scope to point out the beauties of his works, 

×ÈÉÃÈ ÇÏ ÆÁÒ ÂÅÙÏÎÄ ÅÖÅÒÙ ÍÏÄÅÒÎ ÅÆÆÏÒÔ ÏÆ ÁÒÔȢȭ379 

 )Ô ×ÁÓ ÎÏÔ ÊÕÓÔ ÉÎ ÔÈÅÉÒ ÐÒÏÄÕÃÔÉÏÎ ÔÈÁÔ ÔÈÅ ÏÂÉÔÕÁÒÉÅÓ ÒÅÆÌÅÃÔ 7ÒÉÇÈÔȭÓ ÃÌÏÓÅ 

connection to Derby however; even during his lifetime his residence in the town 

had made Wright distinctive and this continued to be an important aspect of his 

posthumous representation. As well as providing biographical accounts of 

7ÒÉÇÈÔȭÓ ÌÉÆÅ ÉÎ ×ÈÉÃÈ ÒÅÆÅÒÅÎÃÅ ÔÏ ÔÈÅ ÔÏ×Î ×ÁÓ ÕÎÁÖÏÉÄÁÂÌÅȟ ÂÏÔÈ 0hilips and 

Tate address his relationship with Derby directly. Thus, Tate comments that: 

His attachment to his native town, added to his natural modesty, and his 

severe application to the theory and practice of painting, prevented his 

mixing with promiscuous society, or establishing his reputation by arts 

which he would never descend to practice.380 

)ÍÍÅÄÉÁÔÅÌÙȟ 7ÒÉÇÈÔȭÓ long-standing connection with the town is noted by 

establishing it as his hometown. &ÕÒÔÈÅÒÍÏÒÅȟ $ÅÒÂÙȭÓ ÁÐÐÅÁÌ ÔÏ ÔÈÅ ÁÒÔÉÓÔ ÉÓ 

attributed t o his retiring nature and his dedication to his art, an understanding 

                                                        
378 Richard Wright to John Leigh Philips, 27 November 1797, Philips Correspondence. 
379 John Leigh Philips to Richard Wright, 18 November 1797, in Bemrose, Life and Works, extra-
illustrated vol., 104-105. 
380 5ÒÂÁÎȟ Ȱ/ÂÉÔÕÁÒÙȟȱ ψπτȢ 
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×ÈÉÃÈ 4ÁÔÅ ÒÅÉÔÅÒÁÔÅÓ ÓÔÁÔÉÎÇ ÔÈÁÔ ȬÈÉÓ ÆÁÍÉÌÙ ÁÔÔÁÃÈÍÅÎÔÓ ÁÎÄ ÌÏÖÅ ÏÆ ÒÅÔÉÒÅÍÅÎÔ 

were invincible; and he fell a victim to his unwearied attention to his 

ÐÒÏÆÅÓÓÉÏÎȢȭ381 For Tate, Derby is where Wright is rooted, providing him with the 

solitude and close circles he needed and the freedom to pursue his art. Yet, the 

town is not represented as a backwater in which Wright could simply retreat; by 

ÃÌÁÉÍÉÎÇ ÔÈÁÔ 7ÒÉÇÈÔ ÁÖÏÉÄÅÄ ȬÐÒÏÍÉÓÃÕÏÕÓ ÓÏÃÉÅÔÙȭ ÉÎ $ÅÒÂÙ ÈÅ ÓÕÇÇÅÓÔÓ ÔÈÁÔ ÎÏÔ 

only did Wright prefer the social circles the town provided they were also of a 

higher tone than those found elsewhere.382 This is reinforced by his allusion to 

7ÒÉÇÈÔȭÓ ÌÁÃË ÏÆ ÁÒÔÉÆÉÃÅ ÉÎ ÅÓÔÁÂÌÉÓÈÉÎÇ ÈÉÓ ÎÁÍÅȟ ÉÍÐÌÙÉÎÇ ÔÈat his art did not 

need any additional promotion as its value was recognisable no matter where 

Wright lived. 0ÈÉÌÉÐÓ ÒÅÉÔÅÒÁÔÅÓ ÔÈÉÓ ÉÎ ÈÉÓ ÁÃÃÏÕÎÔȟ ÓÔÁÔÉÎÇ ÔÈÁÔ 7ÒÉÇÈÔ ȬÈÁÄ ÎÅÖÅÒ 

resolution to leave the place where his family had so long resided, and to which 

ÈÅ ×ÁÓ ÓÏ ÍÕÃÈ ÁÔÔÁÃÈÅÄȟȭ ÁÎÄ ÃÏÎÔÉÎÕÉÎÇ ÂÙ ÈÉÇÈÌÉÇÈÔÉÎÇ ÈÉÓ ÃÏÎÔÉÎÕÁÌ ÓÔÕÄÙ ÏÆ 

painting and the select social circles he moved in.383  

 'ÉÖÅÎ ÔÈÅ ÌÅÎÇÔÈ ÏÆ 0ÈÉÌÉÐÓȭ ÁÃÃÏÕÎÔ ÃÏÍÐÁÒÅÄ ÔÏ 4ÁÔÅȭÓ, it is unsurprising 

that he developed this representation of 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ $ÅÒÂÙȟ 

ÐÁÒÔÉÃÕÌÁÒÌÙ ÉÎ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ ÔÈÅ ÁÒÔÉÓÔȭs character and persona. Throughout 

0ÈÉÌÉÐÓȭ ÎÁÒÒÁÔÉÖÅ ÈÉÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔ ÉÓ ÁÌÉÇÎÅÄ ×ÉÔÈ ÔÈÅ ÁÒÔÉÓÔȭÓ ÓÅÌÆ-

presentation in later life as a painter in the tradition of (ÏÒÁÃÅȭÓ Ars Poetica 

whereby the man of heightened feeling found contemplative consolation and 

inspiration for his art  in rural retirement. 384 This was closely associated with the 

understanding of heightened sensibility and sentiment as synonymous with 

moral virtue, aesthetic refinement and authenticity as opposed to 

commercialism, materialism and urbanism.385  Associating himself with other 

figures of sensibility, like William Hayley who called himself ÔÈÅ ȬÐÏÅÔ ÏÆ 

%ÁÒÔÈÁÍȭȟ 7ÒÉÇÈÔ publicly presented his residence in Derby as a retreat from the 

world, as is evidenÔ ÉÎ (ÁÙÌÅÙȭÓ ÄÅÃÌÁÒÁÔÉÏÎ Ȭ"ÕÔ ÓÅÅ ÆÁÒ ÏÆÆ ÔÈÅ ÍÏÄÅÓÔ 7ÒÉÇÈÔ 

                                                        
381 5ÒÂÁÎȟ Ȱ/ÂÉÔÕÁÒÙȟȱ ψπτȢ 
382 Ibid. 
383 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȟȱ ςψωȢ 
384 &ÏÒ ÆÕÒÔÈÅÒ ÄÉÓÃÕÓÓÉÏÎ ÓÅÅȡ "ÏÎÅÈÉÌÌȟ Ȱ%ÙÅ ÏÆ $ÅÌÉÃÁÃÙȢȱ 
385 "ÏÎÅÈÉÌÌȟ Ȱ%ÙÅ ÏÆ $ÅÌÉÃÁÃÙȟȱ ωςȢ 
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ÒÅÔÉÒÅȦȭ386 PhilipsȭÓ ÅÍÐÈÁÓÉÓ ÕÐÏÎ 7ÒÉÇÈÔȭÓ commitment to his art, highlighting 

ÈÉÓ ȬÕÎÒÅÍÉÔÔÉÎÇ ÁÐÐÌÉÃÁÔÉÏÎȭ ÁÎÄ ÔÈÁÔ ÈÅ ȬÁÃÔÅÄ ÏÎ ÔÈÅ ÐÒÉÎÃiple of always 

ÃÏÎÔÉÎÕÉÎÇ ÔÏ ÌÅÁÒÎȭ, is noteworthy in this respect.387 For Philips this was related 

ÔÏ 7ÒÉÇÈÔȭÓ ÂÅÌÉÅÆ that nature was the best modelȟ ÓÔÁÔÉÎÇ ÔÈÁÔ ȬÓÉÍÐÌÉÃÉÔÙ ÁÎÄ 

ÔÒÕÔÈ ×ÅÒÅ ÔÈÅ ÏÂÊÅÃÔÓ ÏÆ ÈÉÓ ÒÅÓÅÁÒÃÈÅÓȭȢ388 This maintained the idea of Wright as 

the retiring artist and Derby as a town distant from the artifice and distractions 

of the world, even though by this time it was a growing and increasingly 

industrial town due to its textile and iron industries.389  

 Philips also builds upon the idea thaÔ $ÅÒÂÙ ÓÕÉÔÅÄ 7ÒÉÇÈÔȭÓ ÔÅÍÐÅÒÁÍÅÎÔ, 

×ÒÉÔÉÎÇ ÔÈÁÔ ȬÈÅ ×ÁÓ ÍÉÌÄȟ ÕÎÁÓÓÕÍÉÎÇȟ ÍÏÄÅÓÔ ÔÏ ÁÎ ÅØÔÒÅÍÅȟ ÇÅÎÅÒÏÕÓ ÁÎÄ ÆÕÌÌ 

ÏÆ ÓÅÎÓÉÂÉÌÉÔÙȣ ÈÉÓ ÇÏÏÄ ÈÅÁÒÔ ÆÅÌÔ ÂÕÔ ÔÏÏ ÐÏÉÇÎÁÎÔÌÙ ÆÏÒ ÔÈÅ ÍÉÓÃÏÎÄÕÃÔ ÏÆ 

ÏÔÈÅÒÓȢȭ390 !ÌÓÏ ÉÎ ËÅÅÐÉÎÇ ×ÉÔÈ 7ÒÉÇÈÔȭÓ late artistic identity,  this emphasises 

7ÒÉÇÈÔȭs depth of feeling. This is expounded further  ÉÎ 0ÈÉÌÉÐÓȭ ÃÌÏÓÉÎÇ ÃÏÍÍÅÎÔÓȟ 

noting ÔÈÁÔ 7ÒÉÇÈÔ ÄÅÐÉÃÔÅÄ ÔÈÅ ȬÇÅÎÔÌÅÒ ÆÅÅÌÉÎÇÓ ÏÆ ÈÕÍÁÎÉÔÙȭȟ ÇÉÖÉÎÇ The Dead 

Soldier, Maria and 3ÔÅÒÎÅȭÓ #ÁÐÔÉÖÅ as examples, before continuing: 

In his wÏÒËÓ ȰÎÏÔ ÏÎÅ ÉÍÍÏÒÁÌȟ ÏÎÅ ÃÏÒÒÕÐÔÅÄ ÔÈÏÕÇÈÔȟȱ ÏÃÃÕÒÓ ÔÏ ×ÏÕÎÄ 

the eye of delicacy, or induce a wish that so exquisite a pencil had not 

found employment on more worthy subjects. His pictures may be 

considered as the reflexion of his own delicate mind, and will be ranked 

by posterity as treasures worthy the imitation of succeeding 

generations.391 

Whilst this reflects the prevailing understanding of a ÐÁÉÎÔÅÒȭÓ ÁÒÔ as an extension 

of themselves, highlighting the correspondence between perceptions of Wright 

and his paintings, it also demonstrates the posthumous continuation of his 

persona as a man of feeling. As John Bonehill has shown, 0ÈÉÌÉÐÓȭ ÕÓÅ ÏÆ ȬÄÅÌÉÃÁÃÙȭ 

invoked a plethora of meanings in the late 18th-century including anything 

                                                        
386 7ÉÌÌÉÁÍ (ÁÙÌÅÙȟ Ȱ!ÎÅÃÄÏÔÅÓ ÏÆ ÔÈÅ ÆÁÍÉÌÙȟ ÌÉÆÅȟ ÁÎÄ ×ÒÉÔÉÎÇÓ ÏÆ 7ÉÌÌÉÁÍ (ÁÙÌey, by himself, the 
&ÒÉÅÎÄ ÁÎÄ "ÉÏÇÒÁÐÈÅÒ ÏÆ 7ÉÌÌÉÁÍ #Ï×ÐÅÒȟȱÖÏÌȢς ɉÕÎÐÕÂÌÉÓÈÅÄ ÍÁÎÕÓÃÒÉÐÔȟ ρψ--), 83; Hayley, 
Essay on Painting, 40. 
387 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȟȱ ςωπ Ǫ ςωςȢ 
388 Ibid, 290. 
389 Beckett and Heath, 286. 
390 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȟȱ ςωπȢ 
391 Ibid, 292. 
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pleasing to the senses, politeness and gentle manners, qualities which had been 

linked with Wright in Derby during his lifetime.392 )Î ÓÔÁÔÉÎÇ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÄÅÁÔÈ 

×ÁÓ ȬÁ ÈÁÐÐÙ ÒÅÌÅÁÓÅ ÆÒÏÍ Á ÔÅÄÉÏÕÓ ÁÎÄ ÐÁÉÎÆÕÌ ÉÌÌÎÅÓÓȭ 0ÈÉÌÉÐÓ was also 

referencing 7ÒÉÇÈÔȭÓ actual delicacy as he had suffered from severe depression 

for much of his life.393 As Wright had confided to Philips, Ȭ) ÓÅÅÍ ÔÏ ÈÁÖe outlived 

my art, a reflectionȟ ÔÈÏȭ ÎÏ ×ÁÙ ÆÁÖÏÕÒÁÂÌÅ ÔÏ ÔÈÅ ÒÅÓÔÏÒÁÔÉÏÎ ÏÆ ÍÙ ÈÅÁÌÔÈȟ ×ÉÌÌ 

ÃÏÎÔÉÎÕÁÌÌÙ ÏÂÔÒÕÄÅ ÉÔÓÅÌÆ ÕÐÏÎ ÍÅȭȟ he was aware of WrighÔȭÓ poor mental and 

physical health in later life.394 4ÈÕÓȟ ×ÈÉÌÓÔ ÎÏÔ ÅØÐÌÉÃÉÔÌÙ ÓÔÁÔÅÄȟ 7ÒÉÇÈÔȭÓ ÄÅÃÉÓÉÏÎ 

to live in Derby is presented as highly personal, based upon his attachment to the 

place and his need for retirement and solace from wider society due to his 

delicacy and his dedication to his art.  

 )Î ÁÒÔÉÃÕÌÁÔÉÎÇ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ $ÅÒÂÙ ÉÔ ÉÓ ÎÏÔÁÂÌÅ ÔÈÁÔ ÂÏÔÈ 

Philips and Tate, to a lesser extent, frame it as a positive alternative to the London 

art world, frequently epitomised by the Royal Academy with which Wright had a 

fraught relationship. 4ÁÔÅȟ ×ÈÉÌÓÔ ÈÉÇÈÌÉÇÈÔÉÎÇ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÆÒÉÅÎÄÓ ÈÁÄ ÕÒÇÅÄ 

ÈÉÍ ÔÏ ÍÏÖÅ ÔÏ ,ÏÎÄÏÎȟ ÑÕÁÌÉÆÉÅÓ ÔÈÉÓ ÂÙ ÓÔÁÔÉÎÇ ÔÈÁÔ ÈÉÓ ÂÅÓÔ ÐÁÉÎÔÉÎÇÓ ÈÁÖÅÎȭÔ 

ÂÅÅÎ ÓÅÅÎ ÉÎ ,ÏÎÄÏÎ ȬÁ ÓÔÒÏÎÇ ÐÒÏÏÆ ÏÆ ÔÈÅÉÒ ÉÎÔÒÉÎÓÉÃ ×ÏÒÔÈȟ Ánd that no artifices 

×ÅÒÅ ÎÅÃÅÓÓÁÒÙ ÔÏ ÉÎÓÕÒÅ ÔÈÅÉÒ ÆÁÔÅȭȢ395  2ÅÆÌÅÃÔÉÎÇ ÈÉÓ ËÎÏ×ÌÅÄÇÅ ÏÆ 7ÒÉÇÈÔȭÓ 

prospering painting practice, which enabled him to leave considerable estates to 

his children in stark contrast to his near contemporary William Hazlitt who died 

penniless or the younger Benjamin Haydon who committed suicide amidst 

financial difficulties, Tate stresses that Wright did not need to be part of the 

London art world or adopt its pretences to have success as a painter.396 Philips 

develops this, highlighÔÉÎÇ 7ÒÉÇÈÔȭÓ ÄÉÓÁÇÒÅÅÍÅÎÔ with the Royal Academy 

blaming it on the ȬÎÁÒÒÏ× ÊÅÁÌÏÕÓÙȭ of the Academicians ÉÎ ÃÏÎÔÒÁÓÔ ÔÏ 7ÒÉÇÈÔȭÓ 

liberality , questioning the purpose of the Academy overall when artists like 

Wright, Reynolds, Gainsborough, Wilson and MortimÅÒ ÁÌÌ ȬÁÒÒÉÖÅÄ ÁÔ ÔÈÅÉÒ 

ÅÍÉÎÅÎÃÅȭ ×ÉÔÈÏÕÔ ÉÔȢ397 Thus Derby is presented as an attractive location for an 

                                                        
392 "ÏÎÅÈÉÌÌȟ Ȱ%ÙÅ ÏÆ $ÅÌÉÃÁÃÙȢȱ 
393 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȟȱ ςωπȢ 
394 Joseph Wright to John Leigh Philips, 29 May 1795, Philips Correspondence. 
395 5ÒÂÁÎȟ Ȱ/ÂÉÔÕÁÒÙȟȱ ψπτȢ 
396 Joseph Wright, will dated 4 June 1797, proved 20 November 1797, in Elizabeth E. Barker, 
Ȱ$ÏÃÕÍÅÎÔÓ 2ÅÌÁÔÉÎÇ ÔÏ *ÏÓÅÐÈ 7ÒÉÇÈÔ ȬÏÆ $ÅÒÂÙȭȟȱ The Walpole Society 71 (2009), 157. 
397 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȟȱ ςωρȢ 
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artist , ÏÕÔÓÉÄÅ ÏÆ ÔÈÅ !ÃÁÄÅÍÙȭÓ ÉÎÆÉÇÈÔÉÎÇȠ 7ÒÉÇÈÔȭÓ ÄÉÓÔÁÎÃÅ ÆÒÏÍ ,ÏÎÄÏÎ ÉÓ 

championed therefore, for benefiting his painting practice by removing him from 

the commercial world of London, thereby encouraging his oeuvre to go beyond 

portraiture and into ȬÔÈÅ ÈÉÇÈÅÒ ÂÒÁÎÃÈÅÓ ÏÆ ÔÈÅ ÁÒÔȭȢ398 

 4ÈÉÓ ÉÓ ÕÎÄÅÒÓÃÏÒÅÄ ÆÕÒÔÈÅÒ ÉÎ 0ÈÉÌÉÐÓȭ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ The Dead Soldier, 

×ÒÉÔÉÎÇ ÔÈÁÔ ȬÔÈÅ ÃÁÒÎÁÔÉÏÎÓ ÉÎ ÔÈÁÔ ÁÄÍÉÒÁble picture of the Dead Soldier, have 

scarcely been ÅØÃÅÅÄÅÄ ÉÎ ÔÈÅ 6ÅÎÅÔÉÁÎ ÓÃÈÏÏÌȭȢ399 7ÈÉÌÓÔ ÔÈÉÓ ÅÌÅÖÁÔÅÄ 7ÒÉÇÈÔȭÓ 

art by association it was also a veiled barb at the Royal Academy and its part in 

the scandal surrounding the Venetian secret. In 1796 Benjamin West, and 

through him other members of the Academy, were taken in by a fraud regarding 

a supposed manuscript which it was claimed described the techniques and 

materials used by the Venetian artists of the High Renaissance, thus unlocking 

the secret to Venetian colouring.400 The subsequent discovery of the fraud caused 

the Academy, ÇÒÅÁÔ ÅÍÂÁÒÒÁÓÓÍÅÎÔȟ ÄÁÍÁÇÉÎÇ ÔÈÅ ÉÎÓÔÉÔÕÔÉÏÎȭÓ ÃÒÅÄÉÂÉÌÉÔÙ, as is 

ÁÐÐÁÒÅÎÔ ÉÎ *ÁÍÅÓ 'ÉÌÌÒÁÙȭÓ ÓÁÔÉÒÉÃÁÌ ÐÒÉÎÔ Titianus Redivivus [Fig.38].401 As this 

was ongoing in 1797, PhilipÓȭ ÃÏÍÍÅÎÔ ÒÅÉÔÅÒÁÔÅÓ 7ÒÉÇÈÔȭÓ ÄÉÓÔÁÎÃÅ ÆÒÏÍ ÔÈÅ 

Academy and the London art world  by asserting that he did not need fraudulent 

aids to achieve such colouring himself. Additionally, the frontispiece of the 

obituary includes an engraving by William Blake after a self-portrait by Wright; 

in keeping with the -ÏÎÔÈÌÙ -ÁÇÁÚÉÎÅȭs declared ideology it suggests that Philips 

was seeking to align Wright with a liberal outlook [Fig.39].402 

 However, for Philips and Tate, 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ ÁÎÄ 

distance from the London art world did not exclude him from a place within the 

"ÒÉÔÉÓÈ ÓÃÈÏÏÌ ÏÆ ÐÁÉÎÔÉÎÇȢ )Î 4ÁÔÅȭÓ ÁÃÃÏÕÎÔ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ ÉÓ 

ÒÅÇÉÓÔÅÒÅÄ ÁÔ ÄÉÆÆÅÒÅÎÔ ÇÅÏÇÒÁÐÈÉÃÁÌ ÓÃÁÌÅÓȡ ÁÓ ×ÅÌÌ ÁÓ ÅÍÐÈÁÓÉÓÉÎÇ 7ÒÉÇÈÔȭÓ ÃÌÏÓÅ 

affiliation with Derby, Tate positions him as the vanguard of the national school, 

claiming ÔÈÁÔ ÈÉÓ ÅÁÒÌÙ ÅØÈÉÂÉÔÉÏÎ ÐÉÅÃÅÓ ȬÍÁÙ ÂÅ ÃÏÎÓÉÄÅÒÅÄ ÁÓ ÔÈÅ ÆÉÒÓÔ ÖÁÌÕÁÂÌÅ 

                                                        
398 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȟȱ ςωρȢ 
399 Ibid. 
400 Ȱ"ÅÎÊÁÍÉÎ 7ÅÓÔ ÁÎÄ ÔÈÅ 6ÅÎÅÔÉÁÎ 3ÅÃÒÅÔȟȱ 9ÁÌÅ #ÅÎÔÅÒ ÆÏÒ "ÒÉÔÉÓÈ !ÒÔȟ ÁÃÃÅÓÓÅÄ ρχ *ÕÌÙ 2016, 
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401 Ibid. 
402 3ÔÅÐÈÅÎ $ÁÎÉÅÌÓ ÁÎÄ 0ÁÕÌ %ÌÌÉÏÔÔȟ ȰȬ/ÕÔÌÉÎÅ ÍÁÐÓ ÏÆ ËÎÏ×ÌÅÄÇÅȭȡ *ÏÈÎ !ÉËÉÎȭÓ ÇÅÏÇÒÁÐÈÉÃÁÌ 
ÉÍÁÇÉÎÁÔÉÏÎȟȱ ÉÎ Religious Dissent and the Aikin-Barbauld Circle, 1740-1860, ed. Felicity James and 
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ÐÒÏÄÕÃÔÉÏÎÓ ÏÆ ÔÈÅ %ÎÇÌÉÓÈ ÓÃÈÏÏÌȭȢ403 Wright is thus assigned an integral place 

within British art history as one of its progenitors, yet Tate also situates him 

internationally. He opens the obituary by claiming that Wright was esteemed 

ÔÈÒÏÕÇÈÏÕÔ %ÕÒÏÐÅ ÁÎÄ ÃÌÏÓÅÓ ÂÙ ÓÔÁÔÉÎÇ ȬÉÔ ÉÓ ×ÉÔÈ ÐÌÅÁÓÕÒÅ ×Å ÒÅÃÏÒÄ ÔÈÁÔ ÔÈÅ 

×ÏÒÌÄ ÈÁÓ ÎÏÔ ÂÅÅÎ ÕÎÍÉÎÄÆÕÌ ÏÆ ÈÉÓ ÅØÔÒÁÏÒÄÉÎÁÒÙ ÔÁÌÅÎÔÓȭ.404 This is also echoed 

ÂÙ 0ÈÉÌÉÐÓ ×ÈÏ ÄÅÓÃÒÉÂÅÄ 7ÒÉÇÈÔ ÁÓ ȬÁÎ ÁÒÔÉÓÔ ×ÈÏ ×ÁÓ ÏÎÅ ÏÆ ÔÈÅ ÆÏÕÎÄÅÒÓ ÏÆ ÔÈÅ 

British school of painting, and whose works hold a very distinguished rank in 

ÖÁÒÉÏÕÓ ÄÅÐÁÒÔÍÅÎÔÓ ÏÆ ÔÈÅ ÁÒÔȢȭ405 AÓ 7ÒÉÇÈÔȭÓ ÃÁÒÅÅÒ ÓÐÁÎÎÅÄ Á ÐÅÒÉÏÄ ÉÎ ×hich 

art became articulated in patriotic terms, it is significant that his place within the 

British school is associated with its emergence and progress from the mid-18th-

century.406  

 The high standing Wright was assigned within the British school, his 

representation as full of sensibility, and the two authorsȭ relationship with the 

artist prior to his death all influenced the emerging ÃÁÎÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓȢ 

%ÐÉÔÏÍÉÓÅÄ ÉÎ ÔÈÅ ÌÉÓÔ ÁÔ ÔÈÅ ÅÎÄ ÏÆ 0ÈÉÌÉÐÓȭ ÁÃÃÏÕÎÔ ÏÆ Ȭ-ÒȢ 7ÒÉÇÈÔȭÓ (ÉÓÔÏÒÉÃÁÌ 

Pictures and ,ÁÎÄÓÃÁÐÅÓȭ, the two obituaries privileged these genres to the 

detriment of  ÔÈÅ ÒÅÓÔ ÏÆ 7ÒÉÇÈÔȭÓ ÏÅÕÖÒÅȟ ÐÁÒÔÉÃÕÌÁÒÌÙ ÐÏÒÔÒÁÉÔÕÒÅ ×ÈÉÃÈ ×ÁÓ 

largely overlooked.407 7ÈÉÌÓÔ 4ÁÔÅ ÄÏÅÓ ÒÅÆÅÒÅÎÃÅ ÏÔÈÅÒ ÐÁÉÎÔÉÎÇÓ ÌÉËÅ 7ÒÉÇÈÔȭÓ 

depictions of Vesuvius or early exhibition pictures, he is highly effusive about the 

ÈÉÓÔÏÒÉÃÁÌ ÓÕÂÊÅÃÔÓȟ ÃÏÍÍÅÎÔÉÎÇ ÔÈÁÔ ȬÉÎ ÔÈÅ ÈÉÓÔÏÒÉÃÁÌ ÌÉÎÅȟ ÔÈÅ $ÅÁÄ 3ÏÌÄÉÅÒȟ 

×ÈÉÃÈ ÉÓ ÎÏ× ËÎÏ×Î ÂÙ (ÅÁÔÈȭÓ ÁÄÍÉÒÁÂÌÅ ÐÒÉÎÔȟ ×ÏÕÌÄ ÁÌÏÎÅ ÅÓÔÁÂÌÉÓÈ ÈÉÓ ÆÁÍÅȭ 

if paintings like The Lady in Comus or The Indian Widow had not already 

ȬÁÓÃÅÒÔÁÉÎÅÄ ÈÉÓ ÅØÃÅÌÌÅÎÃÅȭ.408 Additionally , he rhapsodised over the difficulty in 

ËÎÏ×ÉÎÇ ×ÈÁÔ ÔÏ ÁÄÍÉÒÅ ÍÏÓÔ ÁÂÏÕÔ 7ÒÉÇÈÔȭÓ ÌÁÎÄÓÃÁÐÅÓȟ ÔÈÅ ÏÕÔÌÉÎÅȟ ÌÉÇÈÔ ÁÎÄ 

ÓÈÁÄÅȟ ÏÒ ȬÔÈÅ ÔÒÕÔÈ ÁÎÄ ÄÅÌÉÃÁÃÙ ÏÆ ÈÉÓ ÃÏÌÏÕÒÉÎÇȭȢ409 Philips too praiseÓ 7ÒÉÇÈÔȭÓ 

landscapes stylistically and claims that his historical pictures ɀ again used in 

reference to his sentimental and literary subjects ɀ ÁÒÅ ÐÒÏÏÆ ÔÈÁÔ ȬÈÅ ÍÁÙ ÒÁÎË 

                                                        
403 5ÒÂÁÎȟ Ȱ/ÂÉÔÕÁÒÙȟȱ ψπτȢ 
404 Ibid. 
405 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȟȱ ςψωȢ 
406 William Vaughan, British Painting: The Golden Age from Hogarth to Turner (London: Thames 
& Hudson, 1999), 11. 
407 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȟȱ ςως-294. 
408 5ÒÂÁÎȟ Ȱ/ÂÉÔÕÁÒÙȟȱ ψπτȢ 
409 Ibid. 
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×ÉÔÈ ÔÈÅ ÇÒÅÁÔÅÓÔ ÍÁÓÔÅÒÓȢȭ410 Consequently, it was the paintings that fell within 

thÅÓÅ ÇÅÎÒÅÓ ÔÈÁÔ ÂÅÃÁÍÅ ÆÒÁÍÅÄ ÁÓ ÓÅÍÉÎÁÌ ×ÏÒËÓ ÉÎ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ 

commemoration. 

That it was history and landscape subjects that were privileged reflects 

Tate and Philips relationship with the painter during his life as Wright had 

painted them towards the end of his life and the authors were, therefore, most 

familiar  with them. Many of these paintings had entered collections in the 

Midlands and the North Westȟ ÉÎÃÌÕÄÉÎÇ 0ÈÉÌÉÐÓȭ Ï×Î ÃÏÌÌÅÃÔÉÏÎȟ ÓÕÇÇÅÓÔÉÎÇ ÔÈÁÔ 

these were also the paintings most accessible to the authors. Moreover, as has 

already been noted, painters and their paintings were often interlinked, Philips 

ÓÔÁÔÉÎÇ ÔÈÁÔ ȬÈÉÓ ÐÉÃÔÕÒÅÓ ÍÁÙ ÂÅ ÃÏÎÓÉÄÅÒÅÄ ÁÓ ÔÈÅ ÒÅÆÌÅØÉÏÎ ÏÆ ÈÉÓ Ï×Î ÄÅÌÉÃÁÔÅ 

ÍÉÎÄȭȢ411 Thus the perception of Wright as full of sensibility, finding consolation 

in rural retirement meant that his historical paintings, predominantly those with 

sentimental subjects, and his landscape paintings were situated as pillars of the 

ÅÍÅÒÇÉÎÇ ÃÁÎÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÁÓ ÔÈÅÙ ×ÅÒÅ understood to represent his 

artistic identity.  

Furthermore, these subjects reinforced WrightȭÓ ÐÏÓÉÔÉÏÎ at the forefront 

of British art.  Although pluralism and originality were embraced in the 

conception of the British school as freedom of expression was ideologically 

linked with the liberty guaranteed by the British constitution, the hierarchy of 

painting remained in place for many in the art world.412  Consequently, it is 

ÓÉÇÎÉÆÉÃÁÎÔ ÔÈÁÔ 0ÈÉÌÉÐÓ ÁÎÄ 4ÁÔÅ ÐÒÉÖÉÌÅÇÅ 7ÒÉÇÈÔȭÓ ÈÉÓÔÏÒÉÃÁÌ ÓÕÂÊÅÃÔÓȟ ÔÈÅ ÇÅÎÒÅ 

which was widely claimeÄ ÔÏ ÏÃÃÕÐÙ ȬÔÈÅ ÍÏÓÔ ÅØÁÌÔÅÄ ÒÁÎË ÉÎ ÔÈÅ ÖÁÒÉÏÕÓ 

ÄÅÐÁÒÔÍÅÎÔÓ ÏÆ ÔÈÅ ÁÒÔȢȭ413  Although there was a disparity between the 

theoretical hierarchy of art advocated by the Academy and the genres that were 

most popular with the public, by founding the canon of WriÇÈÔȭÓ ×ÏÒË ÕÐÏÎ ÈÉÓ 

                                                        
410 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȟȱ ςωρȢ 
411 Ibid, 292. 
412 $ÁÖÉÄ 3ÏÌËÉÎȟ Ȱ4ÈÅ "ÒÉÔÉÓÈ ÁÎÄ ÔÈÅ -ÏÄÅÒÎȟȱ ÉÎ Towards a Modern Art World, ed. Brian Allen 
(New Haven & London: Yale University Press, 1995), 4. 
413 Michael Bryan, A Biographical and Critical Dictionary of Painters and Engravers, from the 
revival of the art under Cimabue, and the alleged discovery of engraving by Finiguerra, to the 
ÐÒÅÓÅÎÔ ÔÉÍÅȣȟ Vol. 1 (London: Carpenter and Son; J. Booker; Whittingham and Arliss, 1816), vi. 
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history subjects the artist was aligned with the highest echelons of British art.414 

3ÉÍÉÌÁÒÌÙȟ ÉÎ ÐÒÉÖÉÌÅÇÉÎÇ 7ÒÉÇÈÔȭÓ ÌÁÎÄÓÃÁÐÅ ÐÁÉÎÔÉÎÇÓȟ ÁÎÏÔÈÅÒ ÇÅÎÒÅ ÔÈÁÔ ÈÅ 

predominantly explored in later life, ×ÒÉÔÉÎÇ Ȭ) ÆÉÎÄ ÍÙÓÅÌÆ ÃÏÎÔÉÎÕÁÌÌÙ ÓÔealing off 

ÁÎÄ ÇÅÔÔÉÎÇ ÔÏ ,ÁÎÄÓÃÁÐÅÓȟȱ Èis output was shaped according to the growing 

popularity of landscape painting.415  This genre was increasingly understood 

patriotically , particularly during the war when the idea of British land, the home 

land, was highly politicised. 416  Thus, aÓ 0ÈÉÌÉÐÓȭ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ 7ÒÉÇÈÔȭÓ 

landscapes had ȬÁ ÇÒÅÁÔÅÒ ÄÉÖÅÒÓÉÔÙ ÏÆ ÓÕÂÊÅÃÔÓ ÔÈÁÎ ÔÈÁÔ ÏÆ ÁÎÙ ÏÔÈÅÒ ÁÒÔÉÓÔ ×ÈÏÓÅ 

×ÏÒË ×Å ÁÒÅ ÁÃÑÕÁÉÎÔÅÄ ×ÉÔÈȭ shows, the paintings that were forming the canon 

of 7ÒÉÇÈÔȭÓ work positioned him as one of the leading artists of his day.417 That 

the landscapes that were called attention to in the obituaries were primarily of 

Derbyshire or the Lakes also ÕÎÄÅÒÓÃÏÒÅÄ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ with these 

regions. 

  Finally, the importance and influence of these first memorials of Wright 

is apparent in his inclusion and representation in other art texts as the 19th-

century progressed. !ÌÔÈÏÕÇÈ 7ÒÉÇÈÔ ÉÓ ÏÖÅÒÌÏÏËÅÄ ÉÎ !ÌÌÁÎ #ÕÎÎÉÎÇÈÁÍȭÓ 

account of British art, apart from in an extract from a poem by Richard 

CumÂÅÒÌÁÎÄ ÉÎ ÈÉÓ ÃÈÁÐÔÅÒ ÁÂÏÕÔ 'ÅÏÒÇÅ 2ÏÍÎÅÙ ×ÈÉÃÈ ÉÎÃÌÕÄÅÓ ÔÈÅ ÌÉÎÅ Ȭ.ÅØÔ 

ÂÏÌÄ ÅÃÃÅÎÔÒÉÃ 7ÒÉÇÈÔȟ ×ÈÏ ÈÁÔÅÓ ÔÈÅ ÄÁÙȭȟ ÈÅ ×ÁÓ ÉÎÃÌÕÄÅÄ ×ÉÔÈÉÎ ÍÁÎÙ ÏÆ ÔÈÅ 

other lives or dictionaries of painters written during the period.418 As in the 

Epistle  by Sotheby, Wright is situated within the progression of British art as one 

of many painters of the 18th-century; he is ÉÎÃÌÕÄÅÄ ÉÎ %Ä×ÁÒÄ $ÁÙÅÓȭ 

Professional Sketches of Modern Artists, %Ä×ÁÒÄ %Ä×ÁÒÄÓȭ Anecdotes of Painters, 

(ÅÎÒÙ &ÕÓÅÌÉȭÓ ÒÅÖÉÓÅÄ ÅÄÉÔÉÏÎ ÏÆ 0ÉÌËÉÎÇÔÏÎȭÓ Dictionary of Painters, and Michael 

"ÒÙÁÎȭÓ Biographical and Critical Dictionary of Painters and Engravers, all 

                                                        
414 *ÏÈÎ "ÒÅ×ÅÒȟ Ȱ#ÕÌÔÕÒÁÌ 0ÒÏÄÕÃÔÉÏÎȟ #ÏÎÓÕÍÐÔÉÏÎ ÁÎÄ ÔÈÅ 0ÌÁÃÅ ÏÆ ÔÈÅ !ÒÔÉÓÔÓ ÉÎ %ÉÇÈÔÅÅÎÔÈ-
#ÅÎÔÕÒÙ %ÎÇÌÁÎÄȟȱ ÉÎ Towards a Modern Art World, ed. Brian Allen (New Haven & London: Yale 
University Press, 1995), 17. 
415 Joseph Wright to John Leigh Philips, 31 December 1792, in Bemrose, Life and Works, extra-
illustrated vol., 91. 
416 6ÁÕÇÈÁÎȟ Ȱ%ÎÇÌÉÓÈÎÅÓÓ ÏÆ "ÒÉÔÉÓÈ !ÒÔȢȱ 
417 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȟȱ ςωρȢ 
418 Allan Cunningham, The Lives of the Most Eminent British Painters and Sculptors, vol. 4 (New 
York: J. & J. Harper, 1834), 73-74. 
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published between 1800 and 1820 and suggesting that the commemoration of 

Wright as part of the British school by Tate and Philips had been influential . 

 9ÅÔ ×ÈÉÌÓÔ ÔÈÅÙ ÄÏ ÄÒÁ× ÕÐÏÎ 4ÁÔÅ ÁÎÄ 0ÈÉÌÉÐÓȭ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔȟ 

generally these accounts are more critical and position Wright as a marginal 

figure within the British  ÓÃÈÏÏÌȢ !ÐÁÒÔ ÆÒÏÍ ÉÎ &ÕÓÅÌÉȭÓ ÁÃÃÏÕÎÔ ÏÆ ÔÈÅ ÁÒÔÉÓÔȟ ×ÈÉÃÈ 

simply notes ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÐÏÒÔÒÁÉÔÕÒÅ ×ÁÓ ȬÍÕÃÈ ÅÎÃÏÕÒÁÇÅÄȟ ÉÎ ÈÉÓ ÎÁÔÉÖÅ ÐÌÁÃÅȭȟ 

and Edwardsȭ ÃÏÍÍÅÎÔ ÔÈÁÔ 7ÒÉÇÈÔ ×ÁÓ ȬÁ ÖÅÒÙ ÒÅÓÐÅÃÔÁÂÌÅ ÃÈÁÒÁÃÔÅÒȟ ÒÁÔÈÅÒ 

inclined to melancholy, a perfect valetudinarian, who never long enjoyed a firm 

ÓÔÁÔÅ ÏÆ ÈÅÁÌÔÈȭ (which is also quoted by Fuseli), these later writers show little 

interest in discussing his relationship with Derby or his personal qualities.419 

&ÕÓÅÌÉ ÁÎÄ %Ä×ÁÒÄÓ ÒÅÄÕÃÅ 7ÒÉÇÈÔȭÓ ÄÅÌÉÃÁÃÙ ÔÏ ÉÌÌ ÈÅÁÌÔÈ ÁÌÏÎÅ ÁÎÄ ÈÉÓ 

relationship with Derby to the location of his painting practice. As they are 

framing Wright within a national context it is noteworthy that many of the 

writers put more emphasis upon his tense relationship with the Academy; whilst 

-ÉÃÈÁÅÌ "ÒÙÁÎȭÓ ÁÃÃÏÕÎÔ ÏÆ 7ÒÉÇÈÔ ÉÓ ÍÉÎÉÍÁÌ ÈÅ ÓÔÉÌÌ ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ ÐÁÉÎÔÅÒs 

ÄÉÓÁÇÒÅÅÍÅÎÔ ×ÉÔÈ ÔÈÅ !ÃÁÄÅÍÙ ÁÎÄȟ ÓÉÍÉÌÁÒÌÙȟ %Ä×ÁÒÄÓ ÄÅÔÁÉÌÓ 7ÒÉÇÈÔȭÓ 

ÒÅÓÉÇÎÁÔÉÏÎ ȬÉÎ ÄÉÓÇÕÓÔȭ ÆÒÏÍ ÔÈÅ !ÃÁÄÅÍÙ ÁÎÄ ÈÉÓ ÓÕÂÓÅÑÕÅÎÔ ÓÏÌÏ ÅØÈÉÂÉÔÉÏÎ ÉÎ 

1785.420 

The principal focus in these writings ÉÓ ÅÓÔÁÂÌÉÓÈÉÎÇ ÔÈÅ ÑÕÁÌÉÔÙ ÏÆ 7ÒÉÇÈÔȭÓ 

art in relation to the wider context of British painting. Echoing Tate and Philips, 

these continue to concentrate ÕÐÏÎ 7ÒÉÇÈÔȭÓ ÈÉÓÔÏÒÙ ÁÎÄ ÌÁÎÄÓÃÁÐÅ ÓÕÂÊÅÃÔÓȟ 

though often with an emphasis upon his light effects.421 7ÒÉÔÉÎÇ ÉÎ ρψπυȟ $ÁÙÅÓȭ 

judgement of Wright takes a critical toneȠ ×ÈÉÌÓÔ ÈÅ ÐÒÁÉÓÅÓ 7ÒÉÇÈÔȭÓ ÅÆÆÅÃÔÓ ÏÆ ÆÉÒÅ 

ÁÎÄ ÍÏÏÎÌÉÇÈÔÓȟ ÁÓÓÅÒÔÉÎÇ ÔÈÁÔ ÔÈÅÙ ȬÒÁÎË ÉÎÆÉÎÉÔÅÌÙ ÁÂÏÖÅ ÁÎÙ ÔÈÉÎÇ ÉÎ ÔÈÅ $ÕÔÃÈ 

ÓÃÈÏÏÌÓȭȟ ÈÅ ÃÏÍÍÅÎÔÓ ÔÈÁÔ ÈÉÓ ÄÁÙÌÉÇÈÔ ÌÁÎÄÓÃÁÐÅÓ ȬÔÈÏÕÇÈ ÇÅÎÅÒÁÌÌÙ ÃÌÅÖÅÒȟ ÁÒÅ 

                                                        
419 M. Pilkington, ! $ÉÃÔÉÏÎÁÒÙ ÏÆ 0ÁÉÎÔÅÒÓ ÆÒÏÍ ÔÈÅ ÒÅÖÉÖÁÌ ÏÆ ÁÒÔ ÔÏ ÔÈÅ ÐÒÅÓÅÎÔ ÐÅÒÉÏÄȣȟ rev. ed., ed. 
Henry Fuseli (London: J. Johnson, 1805), 628; Edward Edwards, Anecdotes of Painters who have 
ÒÅÓÉÄÅÄ ÏÒ ÂÅÅÎ ÂÏÒÎ ÉÎ %ÎÇÌÁÎÄȠ ×ÉÔÈ ÃÒÉÔÉÃÁÌ ÒÅÍÁÒËÓ ÏÎ ÔÈÅÉÒ ÐÒÏÄÕÃÔÉÏÎÓȣ (London: Luke 
Hanford & Sons, 1808), 254. 
420 Michael Bryan, A Biographical and Critical Dictionary of Painters and Engravers, from the 
revival of the art under Cimabue, and the alleged discovery of engraving by Finiguerra, to the 
ÐÒÅÓÅÎÔ ÔÉÍÅȣ, rev. ed., ed. George Stanley (London: H. G. Bohn, 1849), 924; Edwards, 254. 
421 Bryan (1849), 924. 
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sometimes hard, and heavy in their shadowsȭ.422 He is even more dismissive of 

ÈÉÓ ÈÉÓÔÏÒÉÃÁÌ ×ÏÒËÓȟ ×ÒÉÔÉÎÇ ÔÈÁÔ ȬÈÅ ÎÅÉÔÈÅÒ ÄÒÅ× ÈÉÓ ÆÉÇÕÒÅÓ ÃÏÒÒÅÃÔÌÙȟ ÎÏÒ 

ÄÅÓÉÇÎÅÄ ÔÈÅÍ ÉÎ Á ÇÏÏÄ ÔÁÓÔÅȟ ÉÎ ÈÉÓ ÁÔÔÅÍÐÔÓ ÁÔ ÈÉÓÔÏÒÙȭȢ423  

&ÕÓÅÌÉȭÓ ÁÃÃÏÕÎÔȟ ÏÎ ÔÈÅ ÏÔÈÅÒ ÈÁÎÄȟ ÁÔÔÅÍÐÔÓ ÔÏ ÐÒÅÓÅÎÔ Á ÍÏÒÅ ÂÁÌÁÎÃÅÄ 

account. !ÌÔÈÏÕÇÈ ÈÅ ÄÉÓÍÉÓÓÅÓ 7ÒÉÇÈÔȭÓ ÐÏÒÔÒÁÉÔÕÒÅ ÁÓ ÏÆ ÌÉÔÔÌÅ ÎÏÔÉÃÅȟ ÈÅ ÁÇÁÉÎ 

asserts that Wright was most successful in contemplative subjects and night 

piecesȟ ÂÅÆÏÒÅ ÃÏÎÔÉÎÕÉÎÇ ÂÙ ÓÔÁÔÉÎÇ ÔÈÁÔ ȬÉÎ ÌÁÎÄÓÃÁÐÅȟ whenever connected with 

a phenomenon, moonlight, fire, storm; or with a sentiment, solitude, tranquillity, 

ÍÅÌÁÎÃÈÏÌÙȠ ÈÅ ÅØÃÅÌÌÅÄȢȭ424 .ÏÔ ÏÎÌÙ ÄÏÅÓ ÔÈÉÓ ÁÓÓÉÇÎ ÍÏÒÅ ÍÅÒÉÔ ÔÏ 7ÒÉÇÈÔȭÓ 

oeuvre, FuseliȭÓ ÆÒÁÍÉÎÇ ÏÆ 7ÒÉÇÈÔȭÓ ÌÁÎÄÓÃÁÐÅÓ ÉÎ ÒÅÓÐÅÃÔ ÔÏ ÓÅÎÔÉÍÅÎÔ ÁÌÓÏ 

implies that 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ ÄÅÌÉÃÁcy and rural retirement continued to 

some extent. Fuseli is, ÈÏ×ÅÖÅÒȟ ÍÏÒÅ ÃÒÉÔÉÃÁÌ ÏÆ 7ÒÉÇÈÔȭÓ ÈÉÓÔÏÒÙ ÐÁÉÎÔÉÎÇÓ 

ÓÔÁÔÉÎÇȡ ȬÈÉÓÔÏÒÙ ÈÅ ÁÔÔÅÍÐÔÅÄȟ ÁÎÄ ÉÎ ÔÈÅ ÐÁÔÈÅÔÉÃȟ ÏÎÃÅ ÅÍÉÎÅÎÔÌÙ ÓÕÃÃÅÅÄÅÄȢ /Æ 

ÈÅÒÏÉÃ ÏÒ ÐÏÅÔÉÃ ÆÏÒÍȣ ÈÅ ×ÁÓ ÔÏÔÁÌÌÙ ÉÇÎÏÒÁÎÔȢȭ425 This later literature  suggests 

ÔÈÁÔ ÁÌÔÈÏÕÇÈ 0ÈÉÌÉÐÓ ÁÎÄ 4ÁÔÅȭÓ ÁÃÃÏÕÎÔÓ ÐÒÏÍÏÔÅÄ ÔÈÅ ÁÒÔÉÓÔ ÁÎÄ ÃÏÎÔÉÎÕÅÄ ÔÏ 

inform later writing, when Wright was incorporated into larger narratives of 

British art he did not receive the same recognition, nor was his relationship with 

Derby and reputation as a painter of delicate sensibilities attributed the same 

importance.   

 

Ȭ4HE CHOICEST SPECIMENSȭȡ THE SALE AND DISPERSAL OF WRIGHTȭS 

PAINTINGS 

4ÈÅ ÆÉÒÓÔ ÉÍÐÏÒÔÁÎÔ ÓÁÌÅ ÔÏ ÆÏÌÌÏ× 7ÒÉÇÈÔȭÓ ÄÅÁÔÈ ×ÁÓ ÔÈÅ ÁÕÃÔÉÏÎ ÏÆ ÈÉÓ ÓÔÕÄÉÏ 

contents in ρψπρȢ &ÏÌÌÏ×ÉÎÇ ÔÈÉÓ ÔÈÅÒÅ ×ÁÓ Á ÓÅÃÏÎÄ ÓÁÌÅ ÏÆ 7ÒÉÇÈÔȭÓ ÓÔÕÄÉÏ 

contents in 1810 and a number of auctions which dispersed the collections of 

ÓÏÍÅ ÏÆ 7ÒÉÇÈÔȭÓ ÍÏÓÔ ÉÍÐÏÒÔÁÎÔ ÐÁÔÒÏÎÓȟ ÉÎÃÌÕÄÉÎÇ that of John Leigh Philips in 

                                                        
422 E. W. Brayley, ed., The Works of the late Edward Dayes: containing An Excursion through the 
0ÒÉÎÃÉÐÁÌ 0ÁÒÔÓ ÏÆ $ÅÒÂÙÓÈÉÒÅ ÁÎÄ 9ÏÒËÓÈÉÒÅȣȠ %ÓÓÁÙÓ ÏÎ 0ÁÉÎÔÉÎÇȠ )ÎÓÔÒÕÃÔÉÏÎÓ ÆÏÒ $ÒÁ×ÉÎÇ ÁÎÄ 
Colouring Landscapes; and Professional Sketches of Modern Artists (London: Mrs Dayes, 1805), 
358. 
423 Ibid. 
424 Pilkington, 628. 
425 Ibid. 
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1814.426 Exhibition  like, these sales were an important medium through which 

7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ×ÅÒÅ ÍÁÄÅ ÁÃÃÅÓÓÉÂÌÅ ÁÎÄ ÔÈÒÏÕÇÈ ×ÈÉÃÈ ÔÈÅ ÅÍÅÒÇÉÎÇ ÃÁÎÏÎ 

of his work was shaped and consolidated. They also demonstrate where and who 

7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÓÕÐÐÏÒÔ ÁÎÄ ÉÎÖÅÓÔÍÅÎÔ ÃÁÍÅ ÆÒÏÍȟ Ðarticularly in regards 

to the market for his work.  

 The ÓÁÌÅ ÏÆ 7ÒÉÇÈÔȭs studio contents in 1801 was held by Christies on the 

6th May and included 67 paintings [Fig.40]. By 1801 the auction house had 

considerable prestige having sold such notable collections as Sir Robert 

7ÁÌÐÏÌÅȭÓ ÐÉÃÔÕÒÅÓ ÉÎ ρχχψ ÁÎÄ ÔÈÅ ÃÏÎÔÅÎÔÓ ÏÆ *ÏÓÈÕÁ 2ÅÙÎÏÌÄÓȭ ÓÔÕÄÉÏ ÉÎ 

1795.427 Operating from its auction rooms in Pall Mall it was located at the heart 

of the London art world, in an area where notable artists like Gainsborough lived 

and where the early Academy exhibitions were held.428 As depicted by Thomas 

2Ï×ÌÁÎÄÓÏÎȟ #ÈÒÉÓÔÉÅȭÓ ÁÕÃÔÉÏÎÓ ÂÅÃÁÍÅ ÃÏÎÓÉÄÅÒÁÂÌÅ ÓÏÃÉÁÌ ÅÖÅÎÔÓ ÁÎÄ ×ÅÒÅ 

experienced in much the same way as an exhibition [Fig.41].  

Yet, despite the London location, 1801 can be associated more with the 

North West and Midlands through its organisers and its buyers. Demonstrating 

ÔÈÅ ÁÃÔÉÖÅ ÒÏÌÅ ÏÆ 7ÒÉÇÈÔȭÓ ÆÒÉÅÎÄÓ ÁÎÄ ÆÁÍÉÌÙ ÉÎ ÈÉÓ ÐÏÓÔÈÕÍÏÕÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ 

and the provincialism ÏÆ 7ÒÉÇÈÔȭÓ ÓÕÐÐÏÒÔȟ it was instigated by the executors of 

his will: his brother, Richard Wright; his friend and pupil, John Holland of Ford; 

ÁÎÄ 4ÈÏÍÁÓ 3ÁÌÅÓȟ ÁÎÏÔÈÅÒ ȬÇÏÏÄ ÆÒÉÅÎÄȭ of the artist.429 As the four year delay 

ÂÅÔ×ÅÅÎ 7ÒÉÇÈÔȭÓ ÄÅÁÔÈ ÁÎÄ ÔÈÅ ÁÕÃÔÉÏÎ ÓÕÇÇÅÓÔÓȟ considerable care was taken in 

its organisation as there were concerns regarding the prices the works would 

fetch; how to store the paintings in the meantime; and, their transportation.430 

The location was of particular concern; London was not the immediate choice as 

(ÏÌÌÁÎÄȭÓ ÃÏÒÒÅÓÐÏÎÄÅÎÃÅ ÈÉÇÈÌÉÇÈÔÓ ȬÏÎÅ ÉÄÅÁ ×ÁÓ ÏÆ ×ÈÉÃÈ -Ò 4ÁÔÅ ÓÏÏÎ ÐÒÏÖÅÄ 

the inefficacy; that instead of a London sale, Liverpool, Manchester or even Derby 

                                                        
426 Many of the sources about these early sales, notably the 1810 sale catalogue of which there is 
only one known copy, are from the extra-ÉÌÌÕÓÔÒÁÔÅÄ ÃÏÐÙ ÏÆ 7ÉÌÌÉÁÍ "ÅÍÒÏÓÅȭÓ ÂÉÏÇÒÁÐÈÙ ÏÆ 
Wright now in Derby Museum and Art Gallery and discussed in Chapter Six. 
427 Shireen Huda, Pedigree and panache: a history of the art auction in Australia (Cranberra: 
Australian National University E Press, 2008), 21. 
428  Ȱ!ÂÏÕÔ ÔÈÅ 2!ȟ /ÕÒ 3ÔÏÒÙȟȱ 2ÏÙÁÌ !ÃÁÄÅÍÙ of Arts, accessed 19 July 2016, 
https://www.royalacademy.org.uk/about -the-ra#our -story.  
429 Joseph Wright to Daniel Daulby, 31 December 1779, in Joseph Wright, Nicolson, 282. 
430 John Holland to John Leigh Philips, 16 January 1798 and 19 August 1799, Philips Collection. 
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×ÁÓ ÐÒÅÆÅÒÁÂÌÅȢȭ431 The reasoning behind these alternative places is suggested by 

William Carey who, in speaking of Manchester, ÎÏÔÅÄ ÔÈÁÔ Ȭ×ÈÁÔÅÖÅÒ ÃÁÕÓÅ ÔÈÁÔ 

Artist had, to complain of neglect in the Capital, his friends have reason to be 

ÐÒÏÕÄ ÏÆ ÔÈÅ ÅÓÔÉÍÁÔÉÏÎȟ ÉÎ ×ÈÉÃÈ ÈÉÓ ×ÏÒËÓ ÁÒÅ ÈÅÌÄ ÈÅÒÅȢȭ432  

 The list of buyers supports this regional affiliation ɀ annotated in a copy 

of the catalogue now in Derby Local Studies Library, it is predominantly 

comprised of people based in the Midlands or North West, many of whom had 

known the artist and already had a history of patronising Wright [Fig.42].433 For 

example, two significant buyers ×ÅÒÅ Ȭ"ÏÒÒÏ×ȭ ÁÎÄ Ȭ6ÅÒÎÏÎȭȟ ÐÕÒÃÈÁÓÉÎÇ ρς ÁÎÄ 

7 paintings respectively.434 As Wright had painted Thomas and Anne Borrow it 

seems likely that the buyer was Thomas Borough of Castlefields, another relative 

in the Derbyshire family. As Borough had recently inherited the family properties 

and went on to purchase Chetwynd Park in 1803, changing the family name, his 

social aspirations suggest he may have been building his art collection in 1801, 

Wright appealing as an artist whom his family had already invested in.435 Vernon, 

on the other hand, refers to the Liverpool dealer and auctioneer Thomas Vernon, 

ÕÎÄÅÒÓÃÏÒÉÎÇ ÔÈÅ ÍÁÒËÅÔ ÆÏÒ 7ÒÉÇÈÔȭÓ ×ÏÒË ÉÎ ÔÈÅ .ÏÒÔÈ 7ÅÓÔ ÁÓ ÉÔ ÉÓ ÌÉËÅÌÙ ÈÅ 

intended to sell the paintings on.436 Other less prolific buyers included Thomas 

Moss TaÔÅȟ 7ÉÌÌÉÁÍȭÓ ÎÅÐÈÅ× ÂÁÓÅÄ ÉÎ "ÏÏÔÌÅȟ another close friend and important 

patron ÏÆ 7ÒÉÇÈÔȭÓȠ 2ÉÃÈÁÒÄ !ÒË×ÒÉÇÈÔȟ ×ÈÏÓÅ ÆÁÍÉÌÙ ÈÁÄ been patrons of 

7ÒÉÇÈÔȭÓ and were significant members of the Derbyshire gentry and 

industrialists; James Rawlinson, a Derbyshire artist who had also copied some of 

7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓȠ ÁÎÄ #ÏÌÏÎÅÌ 7ÉÌÌÉÁÍ $ÅÎÂÙȟ ÓÏÎ ÏÆ ÔÈÅ ÏÒÇÁÎÉÓÔ ÏÆ !ÌÌ 3ÁÉÎÔÓȭ 

ÃÈÕÒÃÈ ÉÎ $ÅÒÂÙ ×ÈÏ ÈÁÄ ÂÅÅÎ ÏÎÅ ÏÆ 7ÒÉÇÈÔȭÓ ÃÌÏÓÅ ÆÒÉÅÎÄÓ.437 Furthermore, 

                                                        
431 Holland to Philips, 16 January 1798, Philips Correspondence. 
432 Carey, Letter, 19. 
433  A Catalogue of the Genuine Collection of Pictures, being a Selection of the most Capital 
0ÅÒÆÏÒÍÁÎÃÅÓ ÏÆ ÔÈÁÔ ÅÓÔÅÅÍÅÄ ÁÒÔÉÓÔȟ -ÒȢ *ÏÓÅÐÈ 7ÒÉÇÈÔȟ ÏÆ $ÅÒÂÙȟ ÄÅÃÅÁÓÅÄȣ ×ÈÉÃÈ ×ÉÌÌ ÂÅ ÓÏÌÄ ÂÙ 
Auction by Mr. Christie (London: J. Smeeton, 1801), in Life and Works, Bemrose, Derby Local 
Studies Library. 
434 Catalogue (1801). 
435  Ȱ"ÏÒÏÕÇÈ %ÓÔÁÔÅ ÁÎÄ &ÁÍÉÌÙ 0ÁÐÅÒÓȟȱ 4ÈÅ .ÁÔÉÏÎÁÌ !ÒÃÈÉÖÅÓȟ ÁÃÃÅÓÓÅÄ ρω *ÕÌÙ ςπρφȟ 
http://discovery.nationalarchives.gov.uk/details/rd/fe1d59c6 -addb-40cf-9f9f-98de6dee7dde.  
436 Baker and Kidson, 98.  
437 Baker and Kidson, 47 & 74; Nicolson, Joseph Wright, 115-118. 
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(ÁÒÒÉÅÔ 7ÒÉÇÈÔ ÁÎÄ -ÁÒÉÁ 7ÒÉÇÈÔ #ÈÁÐÐÅÌÌȟ Ô×Ï ÏÆ ÔÈÅ ÁÒÔÉÓÔȭÓ Äaughters, bought 

paintings in 1801 [see Appendix Two].438  

 TÈÅ ÓÁÌÅ ×ÁÓ ÁÄÖÅÒÔÉÓÅÄ ÁÓ ȬÁ 3ÅÌÅÃÔÉÏÎ ÏÆ ÔÈÅ ÍÏÓÔ ÃÁÐÉÔÁÌ 0ÅÒÆÏÒÍÁÎÃÅÓ 

ÏÆ ÔÈÁÔ ÅÓÔÅÅÍÅÄ !ÒÔÉÓÔȣ ÃÏÍÐÒÉÓÉÎÇ Á ÖÉÅ× ÏÆ 5ÌÓ×ÁÔÅÒȟ ÓÅÖÅÒÁÌ ÏÔÈÅÒÓ ÉÎ ÁÎÄ 

near Rome, Naples, &c., the Widow of an Indian Chief, and the Old Man and Death, 

×ÉÔÈ Á ÖÁÒÉÅÔÙ ÏÆ ÉÎÔÅÒÅÓÔÉÎÇ 3ÕÂÊÅÃÔÓȟ 6ÉÅ×Óȟ ǪÃȢȭ439 As these were the works left 

ÉÎ 7ÒÉÇÈÔȭÓ ÓÔÕÄÉÏ ÔÈÅ ÓÁÌÅ ÃÏÎÓÉÓÔÅÄ ÌÁÒÇÅÌÙ ÏÆ ÌÁÎÄÓÃapes with 13 history 

paintings. Amongst these was a smaller, unfinished version of The Dead Soldier 

which was bought by James Heath for £25 [Fig.43].440 This purchase highlights 

(ÅÁÔÈȭÓ ongoing interest in the subject; ÔÈÅ ÃÏÎÔÉÎÕÅÄ ÄÅÍÁÎÄ ÆÏÒ 7ÒÉÇÈÔȭÓ 

sentimental subjects; the visibility of t his painting during this period; and, the 

role those who had known Wright had in his immediate afterlife.  

 TÈÅ ÓÅÃÏÎÄ ÓÁÌÅ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÉÎ ÔÈÉÓ ÐÅÒÉÏÄ ÃÏÎÓÉÓÔÅÄ ÏÆ ÔÈÅ ρρ 

paintings that failed to sell in 1801. This was held by Mr Shaw, a local auctioneer, 

in Derby Town Hall on the 11th October 1810 [Fig.44]. 441  The underlying 

ÁÓÓÕÍÐÔÉÏÎ ×ÁÓ ÔÈÁÔ ÉÎ ÔÈÅ ÁÒÔÉÓÔȭÓ ÈÏÍÅÔÏ×Î ÔÈÅÒÅ ×ÏÕÌÄ ÂÅ ÇÒÅÁÔÅÒ ÉÎÔÅÒÅÓÔ ÉÎ 

a local painter. This was further affirmed in its location in the Town Hall, situating 

Wright  at the heart of the civic and cultural life of the town [Fig.45].  

 Due to the limited documentation of this sale, little is known about its 

organisation; ÈÏ×ÅÖÅÒȟ ÁÓ ×ÉÔÈ ρψπρȟ ÔÈÅ ÂÕÙÅÒÓ ÉÎ ρψρπ ÄÅÍÏÎÓÔÒÁÔÅ $ÅÒÂÙȭÓ 

regional associations. Whilst Thomas Moss Tate is the only buyer representing 

WrightȭÓ ÌÉÎË ×ÉÔÈ ÔÈÅ .ÏÒÔÈ 7ÅÓÔȟ ÔÈÅ ÁÒÔÉÓÔȭÓ close association with the Midlands 

is apparent. Four of the buyers were from Derbyshire whilst others were from 

nearby counties, notably Leicestershire, Staffordshire and Nottinghamshire [see 

                                                        
438 Catalogue (1801). 
439 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȭÓ 0ÉÃÔÕÒÅÓȟȱ Morning Chronicle, 27 April 1801. 
440 Catalogue (1801). Although the price is usually recorded as £5 the annotation in the catalogue 
indicates that it was sold for 25 guineas. This version of the painting can be identified as The Dead 
Soldier now in the Yale Center for British Art which has a provenance going back to Miss Heath-
Stubbs, a descendant of the engraver. This also explains the questions of authenticity that have 
arisen around the painting as its unfinished state makes it likely that it was retouched at some 
stage. 
441  Catalogue of the Genuine Collection of Pictures, Being a Selection of the most Capital 
Performances of tÈÁÔ ÅÓÔÅÅÍÅÄ ÁÒÔÉÓÔȟ -ÒȢ *ÏÓÅÐÈ 7ÒÉÇÈÔȟ ÏÆ $ÅÒÂÙȟ ÄÅÃÅÁÓÅÄȣ 7ÈÉÃÈ ×ÉÌÌ ÂÅ 3ÏÌÄ ÂÙ 
Auction, By Mr Shaw (Derby: J. Drewry, 1810), in Bemrose, Life and Works, extra-illustrated vol., 
114a. 
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Appendix Two]. Buyers like Robert Wilmot and Richard Bateman, both of whom 

were part of the Derbyshire gentry and from families that had commissioned 

portraits from the artist during his lifetime, demonstrate that the development 

ÏÆ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ ÁÎÄ ÉÎÖÅÓÔÍÅÎÔ ÉÎ Èis work often extended 

from the personal connections he had in late life.442 This is underlined further by 

ÔÈÅ ÁÃÔÉÖÅ ÒÏÌÅ ÏÆ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙ ÁÓ ÂÕÙÅÒÓ ÉÎ ρψρπ ɀ ÂÏÔÈ 7ÒÉÇÈÔȭÓ ÄÁÕÇÈÔÅÒ 

Anna Romana and his son-in-law, Graham Chappell, purchased paintings.  

The paintings in the sale ×ÅÒÅ ÁÄÖÅÒÔÉÓÅÄ ÁÓ Ȭ'ÅÎÕÉÎÅ ÐÉÃÔÕÒÅÓȟ ×ÈÉÃÈ ÈÁÖÅ 

ÎÅÖÅÒ ÂÅÅÎ ÏÕÔ ÏÆ ÔÈÅ ÐÏÓÓÅÓÓÉÏÎ ÏÆ ÔÈÅ ÌÁÔÅ -Ò *ÏÓÅÐÈ 7ÒÉÇÈÔȭÓ &ÁÍÉÌÙȟ ÁÎÄ ×ÅÒÅ 

ÅÓÔÅÅÍÅÄ ÂÙ ÈÉÍÓÅÌÆ ÁÓ ÈÉÓ ÖÅÒÙ ÂÅÓÔ ÐÒÏÄÕÃÔÉÏÎÓȢȭ443 Publicised in a local paper, 

the advertisement assumes that the auction-goers will be local, familiar with both 

Wright and his family. It also asserts the authenticity and value of the paintings 

through stressing their provenance with 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙȢ &ÉÎÁÌÌÙȟ ÂÙ claiming 

they were ÔÈÅ ȬÂÅÓÔ ÐÒÏÄÕÃÔÉÏÎÓȭ according to Wright, the advert raises their 

value ÂÙ ÔÒÁÄÉÎÇ ÕÐÏÎ ÔÈÅ ÒÅÓÐÅÃÔ ÁÎÄ ÆÁÍÉÌÉÁÒÉÔÙ ÔÈÁÔ ÉÔ ÉÓ ÁÓÓÕÍÅÄ 7ÒÉÇÈÔȭÓ 

judgement had in his hometown. This was somewhat self-fulfilling as the sale 

ÉÔÓÅÌÆ ÁÌÓÏ ÍÁÄÅ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÍÏÒÅ ÁÃÃÅÓÓÉÂÌÅ ÉÎ $erby. 

 3ÈÁ×ȭÓ ÁÕÃÔÉÏÎ ÉÓ ÁÌÓÏ ÎÏÔÅ×ÏÒÔÈÙ in demonstrating which paintings were 

beginning to fall out of favour. As over half the paintings for sale ɀ with the 

exception of a landscape, two Vesuvius and two portraits ɀ can be classed as 

history subjects this reflects the nationwide gap between the high prestige 

history painting had compared to the highly limited market for it.444 Thus, it was 

ÐÏÓÓÉÂÌÅ ÆÏÒ 7ÒÉÇÈÔȭÓ ÈÉÓÔÏÒÙ ÓÕÂÊÅÃÔÓ ÔÏ ÒÅÔÁÉÎ Á ÈÉÇÈ ÐÏÓÉÔÉÏÎ ×ÉÔÈÉÎ ÔÈÅ ÃÁÎÏÎ 

of his work whilst also being harder to sell. However, this is not to say that the 

ÌÉÔÅÒÁÒÙ ÁÃÃÏÕÎÔÓ ÈÁÄ ÎÏ ÉÎÆÌÕÅÎÃÅ ÉÎ ÔÈÅ ÖÁÌÕÅ ÁÔÔÒÉÂÕÔÅÄ ÔÏ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓȠ 

in contrast to The Dead Soldier which was frequently written about at the time 

ÁÎÄ ËÎÏ×Î ÔÈÒÏÕÇÈ (ÅÁÔÈȭÓ ÐÒÉÎÔȟ Romeo and Juliet was generally overlooked in 

ÔÈÅ ÃÁÎÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÁÓ ÉÓ ÒÅÆÌÅÃÔÅÄ ÉÎ ÉÔÓ ÆÁÉÌure to sell in 1801, 1810 and 

1839, as will be discussed in Chapter Four.445 The interrelation between the 

                                                        
442 Nicolson, Joseph Wright, 98. 125 & 128. 
443 Ȱ0ÉÃÔÕÒÅÓ ÔÏ ÂÅ 3ÏÌÄȟȱ ρψρ0. 
444 "ÒÅ×ÅÒȟ Ȱ#ÕÌÔÕÒÁÌ 0ÒÏÄÕÃÔÉÏÎȟȱ ρχȢ 
445 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȢȱ 
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ÅÍÅÒÇÉÎÇ ÃÁÎÏÎ ÁÎÄ ÍÁÒËÅÔÁÂÉÌÉÔÙ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÉÓ ÆÕÒÔÈÅÒ evident in his 

commemoration as a landscape painter and the quick sale of his landscape 

paintings, few of which had to be put up for sale again in 1810. 

 $ÕÒÉÎÇ ÔÈÉÓ ÐÅÒÉÏÄ ÔÈÅ ÃÏÌÌÅÃÔÉÏÎÓ ÏÆ ÓÏÍÅ ÏÆ 7ÒÉÇÈÔȭÓ ÍÏÓÔ ÉÍÐÏÒÔÁÎÔ 

patrons were also dispersed through sales; this was particularly important given 

ÔÈÁÔ ÍÁÎÙ ÏÆ 7ÒÉÇÈÔȭÓ ÌÁÔÅ ÐÁÉÎÔÉÎÇÓ ÈÁÄ ÎÅÖÅÒ ÂÅÅÎ ÐÕÂÌÉÃÁÌÌÙ ÄÉÓÐÌÁÙÅÄ ÁÓ ÔÈÅÙ 

were bought straight from the easel. 7ÉÌÌÉÁÍ (ÁÙÌÅÙ ÆÏÒ ÅØÁÍÐÌÅ ×ÒÏÔÅ ÏÆ ȬÇÏÉÎÇ 

ÔÏ ÖÉÓÉÔ 7ÒÉÇÈÔ Ǫ ÈÉÓ ÐÉÃÔÕÒÅÓȭ, referring to 7ÒÉÇÈÔȭs practice of having visitors and 

potential patrons visit his painting rooms in his house in Derby.446 One of the 

ÍÏÓÔ ÎÏÔÁÂÌÅ ÏÆ ÔÈÅÓÅ ×ÁÓ ÔÈÅ ÓÁÌÅ ÏÆ *ÏÈÎ ,ÅÉÇÈ 0ÈÉÌÉÐÓȭ ÃÏÌÌÅÃÔÉÏÎ ÉÎ ρψρτ 

[Fig.46]. Held by Winstanley & Taylor, a Manchester auctioneering firm, it took 

place in the Exchange building in Manchester [Fig.47].447 As well as being located 

ÉÎ ÔÈÅ ÃÉÔÙ ÃÅÎÔÒÅ ÉÔ ×ÁÓ ÃÌÏÓÅ ÔÏ 0ÈÉÌÉÐÓȭ ÈÏÍÅȢ !Ó ÏÎÅ ÏÆ ÔÈÅ ÃÏÕÎÔÒÙȭÓ ÍÁÉÎ 

trading centres Manchester was highly networked as the distribution of the sale 

catalogues, purchasable in cities including London, Edinburgh, Oxford, and 

Lichfield, demonstrates.448 The sale ran across several weeks as it included his 

library, cabinet of insects, prints, drawings and painting collections.449 Within 

this, the paintings ɀ sold between the 31st October and the 10th November ɀ were 

ÁÄÖÅÒÔÉÓÅÄ ÁÓ Á ȬÓÍÁÌÌ ÂÕÔ ÓÅÌÅÃÔ ÃÏÌÌÅÃÔÉÏÎ ÏÆ ÐÁÉÎÔÉÎÇÓȣ ÃÏÎÓÉÓÔÉÎÇ ÃÈÉÅÆÌÙ ÏÆ ÔÈÅ 

ÃÈÏÉÃÅÓÔ 3ÐÅÃÉÍÅÎÓ ÏÆ ÔÈÅ 7ÏÒËÓ ÏÆ ÈÉÓ &ÒÉÅÎÄȟ ÔÈÅ ÌÁÔÅ -Ò 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȭȢ450   

 As with the other sales of the time, the buyers again reflect the support 

Wright had garnered in the North West and Midlands during his lifetime [see 

Appendix Two]. John Pooley Junior, for example, bought A Cavern Scene in 1814 

which was sold on in 1827 in another sale by Winstanley & Taylor in the 

                                                        
446 7ÉÌÌÉÁÍ (ÁÙÌÅÙ ÔÏ ÈÉÓ ×ÉÆÅȟ ρφ $ÅÃÅÍÂÅÒ ρχψρȟ ÉÎ Ȱ!ÎÅÃÄÏÔÅÓ ÏÆ ÔÈÅ ÆÁÍÉÌÙȟȱ (ÁÙÌÅÙȟ τψȢ 
447 Ȱ3ÁÌÅ ÏÆ ÔÈÅ 6ÁÌÕÁÂÌÅ ,ÉÂÒÁÒÙȟ ǪÃȢ ÏÆ ÔÈÅ ÌÁÔÅ *ÏÈÎ ,ÅÉÇÈ 0ÈÉÌÉÐÓȟ %ÓÑȢȟ -ÁÎÃÈÅÓÔÅÒȟȱ Morning 
Chronicle, 7 October 1814. 
448 Ibid. Other places included Glasgow, Bath, Cambridge, Chester, Halifax, Sheffield and Leeds. 
449 A Catalogue of the valuable Collection of Paintings & Drawings, Prints & Etchings, Cabinet of 
Insects, &c. (The Property of the late John Leigh Philips, Esq.) which will be sold by auction, by Messrs. 
7ÉÎÓÔÁÌÅÙ Ǫ 4ÁÙÌÏÒȣ (Manchester: J. Aston, 1814). 
450 Ȱ3ÁÌÅ ÏÆ ÔÈÅ 6ÁÌÕÁÂÌÅ ,ÉÂÒÁÒÙȟ ǪÃȢ ÏÆ ÔÈÅ ÌÁÔÅ *ÏÈÎ ,ÅÉÇÈ 0ÈÉÌÉÐÓȟ %ÓÑȢȟ -ÁÎÃÈÅÓÔÅÒȟȱ Morning 
Chronicle, 7 October 1814. 
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Exchange.451 E. Flack was also a significant buyer, purchasing 5 paintings on 

ÂÅÈÁÌÆ ÏÆ 7ÒÉÇÈÔȭÓ ÄÁÕÇÈÔÅÒÓȟ (ÁÒÒÉÅÔ ÁÎÄ !ÎÎÁ 2ÏÍÁÎÁȢ452  

 4ÈÅ ÐÒÏÍÉÎÅÎÃÅ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÉÎ ÔÈÅ ÁÕÃÔÉÏÎ ÁÎÄ ÔÈÅ ÁÔÔÅÎÔÉÏÎ 

called to them in advertisements for it is ÔÅÓÔÁÍÅÎÔ ÔÏ 0ÈÉÌÉÐÓȭ ÉÍÐÏÒÔÁÎÃÅ ÁÓ Á 

patron of the artist. Consisting primarily of landscapes and sentimental subjects 

ÔÈÅ ÓÁÌÅ ÄÅÍÏÎÓÔÒÁÔÅÓ ÔÈÅ ÃÏÒÒÅÌÁÔÉÏÎ ÂÅÔ×ÅÅÎ 0ÈÉÌÉÐÓȭ ÃÏÌÌÅÃÔÉÏÎ ɀ the types of 

work by Wright he was most familiar with and interested in ɀ and his earlier 

commemoration of the artist. As many of these also dated from the last decades 

ÏÆ 7ÒÉÇÈÔȭÓ ÌÉÆÅ ÈÉÓ ÌÁÔÅ ÐÒÁctice and reputation shaped his posthumous identity 

and canon. The Dead Soldier, for example, was given particular notice; in both 

ÁÄÖÅÒÔÉÓÅÍÅÎÔÓ ÁÎÄ ÔÈÅ ÃÁÔÁÌÏÇÕÅ ÉÔ ×ÁÓ ÄÅÓÃÒÉÂÅÄ ÁÓ ȬÔÈÅ ÁÃËÎÏ×ÌÅÄÇÅÄ #ÈÅÆ 

Äȭ/ÅÕÖÒÅȭȢ453 Purchase by Nathaniel Gould for £315, making it the most expensive 

painting in the auction, it was described as ȬÁ ÐÉÃÔÕÒÅ ×ÈÉÃÈ ÆÏÒ 3ÅÎÔÉÍÅÎÔ, Effect 

and Execution, may vie with the most admired productions of the British School, 

ÁÎÄ ÆÒÏÍ ×ÈÉÃÈ ÔÈÅ ÂÅÁÕÔÉÆÕÌ ÐÒÉÎÔ ÂÙ (ÅÁÔÈ ÉÓ ÅÎÇÒÁÖÅÄȢȭ454 The catalogue noted 

4ÈÅ $ÅÁÄ 3ÏÌÄÉÅÒȭÓ ȬÆÉÎÅ ÆÅÅÌÉÎÇ ÏÆ ÓÅÎÔÉÍÅÎÔ ÄÅÃÉÄÅÄÌÙ ÐÒÏÖÅÓ ÔÈÅ ÁÓÓÅÒÔÉÏÎ ÏÆ -ÒȢ 

&ÕÚÅÌÉȣ ÔÈÁÔ ȰÈÅ ÏÎÃÅ ÅÍÉÎÅÎÔÌÙ ÓÕÃÃÅÅÄÅÄ ÉÎ ÔÈÅ 0ÁÔÈÅÔÉÃȢȱȭ455  

 7ÈÉÌÓÔ ÔÈÅ ÓÁÌÅÓ ÏÆ ÃÏÌÌÅÃÔÉÏÎÓ ÌÉËÅ 0ÈÉÌÉÐÓȭÓ ÓÈÏ× ÔÈÅ ÃÏÎÔÉÎÕÅÄ ÉÎÆÌÕÅÎÃÅ 

ÏÆ 7ÒÉÇÈÔȭÓ ÌÁÔÅ ÙÅÁÒÓ ÉÎ ÈÉÓ ÐÏÓÔÈÕÍÏÕÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎȟ ÔÈÅÙ ÁÌÓÏ mark its end. 

As the 19th-century progressed many of those who had known the painter 

ÐÅÒÓÏÎÁÌÌÙ ÄÉÅÄȢ )Î ÁÄÄÉÔÉÏÎ ÔÏ ÔÈÅ ÄÉÓÐÅÒÓÁÌ ÏÆ 0ÈÉÌÉÐÓȭ ÃÏÌÌÅÃÔÉÏÎ, the collections 

of Daniel Daulby and John Milnes, two important patrons, were also sold. Daulby 

×ÁÓ ÁÎÏÔÈÅÒ ÏÆ 7ÒÉÇÈÔȭÓ ,ÉÖÅÒÐÏÏÌ ÃÏÎÎÅÃÔÉÏÎÓȟ ×ÈÏ ÈÅ probably met through the 

Tates.456 As a tastemaker and art collector within the city, Daulby, who was a 

banker and brewer, would have been a useful and influential contact for Wright 

                                                        
451 Ȱ$ÅÓÃÒÉÐÔÉÏÎ of Sale Catalog Br-ςωτρȟȱ 4ÈÅ 'ÅÔÔÙ 0ÒÏÖÅÎÁÎÃÅ )ÎÄÅØ $ÁÔÁÂÁÓÅÓȟ ÁÃÃÅÓÓÅÄ ςπ *ÕÌÙ 
2016, http://piprod.getty.edu/starweb/pi/servlet.starweb .  
452 Catalogue (1814). 
453 Ȱ3ÁÌÅ ÏÆ ÔÈÅ 6ÁÌÕÁÂÌÅ ,ÉÂÒÁÒÙȟ ǪÃȢȠȱ Catalogue (1814). This version of The Dead Soldier has been 
untraced since this sale, many of the paintings in collections of this subject are copies or have 
gaps in their provenance. 
454 Ȱ,ÏÔ ππσσ ÆÒÏÍ 3ÁÌÅ #ÁÔÁÌÏÇ "Ò-ρςςωȟȱ 4ÈÅ 'ÅÔÔÙ 0ÒÏÖÅÎÁÎÃÅ )ÎÄÅØ $ÁÔÁÂÁÓÅȟ ÁÃÃÅÓÓÅÄ ςπ *ÕÌÙ 
2016, http://piprod.getty.edu/starw eb/pi/servlet.starweb Ƞ Ȱ3ÁÌÅ ÏÆ ÔÈÅ 6ÁÌÕÁÂÌÅ ,ÉÂÒÁÒÙȟ ǪÃȢȱ 
455 Catalogue (1814). 
456 Barker and Kidson, 74. 
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during his time in Liverpool, though the friendship actually continued until 

7ÒÉÇÈÔȭÓ ÄÅÁÔÈȢ457 Following $ÁÕÌÂÙȭÓ death, his collection was sold in Liverpool 

by Thomas Vernon in August 1798 and included five paintings by Wright which 

were predominantly Italian landscapes.458 John Milnes, a wealthy cloth merchant 

from Wakefield, was arguably 7ÒÉÇÈÔȭÓ ÍÏÓÔ ÉÍportant patron, amassing the 

largest collection of his paintings at an estimated cost of £1000 between 1776 

and 1790.459 His collection was dispersed following his bankruptcy due to the 

impact of the Napoleonic Wars. Little is known about this sale although it can be 

presumed that some paintings passed through the family as the sale of James 

Milnesȭ collection in June 1806 included two paintings by Wright.460 One of these 

was the Siege of Gibraltar, *ÏÈÎ -ÉÌÎÅÓȭ ÍÏÓÔ ÆÁÍÏÕÓ and expensive purchase at 

£441.461  The circulation ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÉÓ typified  in ÔÈÅ ÓÁÌÅ ÏÆ $ÁÕÌÂÙȭÓ 

.ÅÐÔÕÎÅȭÓ 'ÒÏÔÔÏ and the View of the Castle of St Angelo. These were both bought 

by Thomas Norris, a wealthy Manchester merchant and British art collector, 

whose bankruptcy probably precipitated their auction again in March 1804 in 

Manchester.462  

  

Ȭ! GOOD COMPANION TO THE FORMERȭȡ THE RE-PUBLICATION OF THE DEAD 

SOLDIER, 1820 

4ÈÒÏÕÇÈÏÕÔ ÔÈÉÓ ÐÅÒÉÏÄȟ ÉÎ ÔÈÅ ÂÁÃËÇÒÏÕÎÄ ÏÆ 7ÒÉÇÈÔȭÓ ÍÅÍÏÒÉÁÌÉÓÁÔÉÏÎȟ (ÅÁÔÈ 

was negotiating a companion piece for The Dead Soldier.  This was finally realised 

in 1820 when the print was republished with The Drowned Fisherman, after a 

painting by Richard Westall [Fig.48]. Although Heath had first  suggested a 

ÃÏÍÐÁÎÉÏÎ ÔÏ 7ÒÉÇÈÔ ÉÎ ρχωφȟ ÔÈÅ ÁÒÔÉÓÔȭÓ ÄÅÔÅÒÉÏÒÁÔÉÎÇ health prevented him 

from providing this. 463 Subsequently, Heath approached Westall whose fame, 

                                                        
457 Barker and Kidson, 46 & 74. 
458 Ȱ$ÅÓÃÒÉÐÔÉÏÎ ÏÆ 3ÁÌÅ #ÁÔÁÌÏÇ "Ò-!υφφπȟȱ 4ÈÅ 'ÅÔÔÙ 0ÒÏÖÅÎÁÎÃÅ )ÎÄÅØ $ÁÔÁÂÁÓÅÓȟ ÁÃÃÅÓÓÅÄ ςρ 
July 2016, http://piprod.getty .edu/starweb/pi/servlet.starweb .  
459 Wright, 43-45. 
460 Ȱ$ÅÓÃÒÉÐÔÉÏÎ ÏÆ 3ÁÌÅ #ÁÔÁÌÏÇ "Ò-τςχȟȱ 4ÈÅ 'ÅÔÔÙ 0ÒÏÖÅÎÁÎÃÅ )ÎÄÅØ $ÁÔÁÂÁÓÅÓȟ ÁÃÃÅÓÓÅÄ ςρ *ÕÌÙ 
2016, http://piprod.getty.edu/starweb/pi/servlet.starweb# . 
461 Wright, 45. 
462 Ȱ$ÅÓÃÒÉÐÔÉÏÎ ÏÆ 3ÁÌÅ #ÁÔÁÌÏÇ "Ò-246ȟȱ The Getty Provenance Index Databases, accessed 21 July 
2016, http://piprod.getty.edu/starweb/pi/servlet.starweb . 
463 James Heath to John Leigh Philips, 17 October 1797, Philips Correspondence. 
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despite his status as a Royal Academician, was waning following his large solo 

show in 1814, and further aggravated when he broke his arm and nearly became 

bankrupt. 464  This was, however, primarily in Britain as his international 

reputation survived through the circulation of prints after his paintings, 

particularly in France.465  Given these circumstances, it seems likely that the 

commission was of some importance to Westall providing him with an income, 

particularly as the corresponding painting was also purchased by John North 

[Fig.49].466 It caused Heath some deliberation however; ÈÅ ÓÏÕÇÈÔ 0ÈÉÌÉÐÓȭ ÁÄÖÉÃÅ 

regarding an alternative to Wright and, prior to Westall, asked Thomas Stothard 

for some sketches of a shipwrecked sailor although he did not pursue this, noting 

that ȬÎÏÎÅ ÏÆ ÔÈÅÍ ÁÒÅ ÃÏÍÐÌÅÔÅÌÙ ÔÏ ÍÙ ÍÉÎÄȢȭ467 Its publication was then further 

delayed as although Heath had intended to begin the print in 1811 it was not 

completed until 9 years later.468 

Once published, both prints were sold for two guineas and two shillings 

each, an increase from the original guinea charged for The Dead Soldier in 1797 

ÁÎÄ Á ÔÅÓÔÁÍÅÎÔ ÔÏ ÔÈÅ ÓÕÂÊÅÃÔȭÓ ÅÓÔÁÂÌÉÓÈÅÄ ÐÏÐÕÌÁÒÉÔÙ ÁÎÄ ÔÈÅ ÁÎÔÉÃÉÐÁÔÅÄ 

demand for The Drowned Fisherman.469 Again using the same marketing strategy, 

proofs were available of the Fisherman for four guineas and four shillings, 

demonstrating that it  was expected to sell well.470 That there were no proofs of 

The Dead Soldier in 1820 again shows its initial popularity as the most expensive 

impressions had all been bought. Described in advertisements for the companion 

ÐÉÅÃÅ ÁÓ ÁÍÏÎÇ (ÅÁÔÈȭÓ ÍÏÓÔ ȬÓÐÌÅÎÄÉÄ ÅÎÇÒÁÖÉÎÇÓȭȟ the juxtaposition of The Dead 

Soldier with the second image demonstrates how the subject became re-

appropriated within a post-×ÁÒ ÃÏÎÔÅØÔ ÁÎÄ ÃÌÏÓÅÌÙ ÒÅÌÁÔÅÄ ×ÉÔÈ 7ÒÉÇÈÔȭÓ 

posthumous commemoration.471 

                                                        
464 2ÉÃÈÁÒÄ *Ȣ 7ÅÓÔÁÌÌȟ Ȱ7ÅÓÔÁÌÌȟ 2ÉÃÈÁÒÄ ɉρχφυ-ρψσφɊȟȱ Oxford Dictionary of National Biography, 
accessed 22 July 2016, http://www.oxforddnb.com/view/article/29106?docPos=1 .  
465 Westall. 
466 Ȱ)ÎÔÅÌÌÉÇÅÎÃÅ ÒÅÇÁÒÄÉÎÇ ×ÏÒËÓ ÏÆ ÁÒÔ ÉÎ ÐÒÏÇÒÅÓÓ ÏÒ ÃÏÍÐÌÅÔÅÄȟȱ Repository of Arts, Literature, 
Fashions, Manufactures, &c. 7, no.39, 2nd ser. (1819), 175. 
467 James Heath to John Leigh Philips, 21 August 1797, Philips Correspondence. 
468 James Heath to John Leigh Philips, 22 May 1811, Philips Correspondence. 
469 Ȱ&ÉÎÅ !ÒÔÓȟȱ Morning Chronicle, 7 September 1820. 
470 Ibid. 
471 Ȱ&ÉÎÅ !ÒÔÓȟȱ The Examiner, 4 June 1820. 
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One of the main themes in the reception of the prints is their artistry. They 

×ÅÒÅ ÄÅÓÃÒÉÂÅÄ ÁÓ ÐÒÉÎÔÓ ÏÆ ÔÈÅ ȬÈÉÇÈÅÓÔ ÍÅÒÉÔȭȟ ÁÓ Ȭmaster-pieces of the graphic 

ÁÒÔȟȭ ÁÎÄ ÁÓ ȬÓÐÌÅÎÄÉÄÌÙ ÅÎÇÒÁÖÅÄȢȭ472 7ÈÉÌÓÔ ÔÈÉÓ ÉÓ ÃÌÅÁÒÌÙ ÔÅÓÔÁÍÅÎÔ ÔÏ (ÅÁÔÈȭÓ 

ÓËÉÌÌ ÁÓ ÁÎ ÅÎÇÒÁÖÅÒȟ ÉÔ ÁÌÓÏ ÒÅÓÏÎÁÔÅÓ ×ÉÔÈ 7ÒÉÇÈÔȭÓ ÅÁÒÌÉÅÒ ÃÏÍÍÅÎÔ ÁÂÏÕÔ ÂÅÉÎÇ 

Ȭ×ÅÌÌ ÐÌÅÁÓȭÄȭ ×ÉÔÈ ÔÈÅ ÅÆÆÅÃÔ ÏÆ The Dead Soldier.473 There was still an emphasis 

upon the reproductive quality of a print as they remained integral in spreading 

knowledge of a painting and a painter.474 Consequently, the republication of The 

Dead Soldier brought it back into public circulation, reinforcing its status as one 

ÏÆ 7ÒÉÇÈÔȭÓ ÍÏÓÔ ×ÅÌÌ-known and most important subjects. One commentator, for 

ÅØÁÍÐÌÅȟ ÓÔÁÔÅÄ ÔÈÁÔ Ȭ4ÈÅ $ÅÁÄ 3ÏÌÄÉÅÒ ÉÓ ÐÅÒÈÁÐÓ 7ÒÉÇÈÔȭÓ ÂÅÓÔ ×ÏÒËȟ ÁÎÄ ÉÓ 

ÃÅÒÔÁÉÎÌÙ ÏÎÅ ÏÆ ÔÈÅ ÂÅÓÔ ÅÎÇÒÁÖÉÎÇÓ ÉÎ ÅØÉÓÔÅÎÃÅȭȢ475 Underscoring the centrality 

of the print to the paintingȭs success and prominence, this also highlights the 

pictures continued reception as a pillar of the Wright canon.  

However, for the most part, in 1820 The Dead SoldierȭÓ ÒÅÃÅÐÔÉÏÎ ×ÁÓ as a 

pair with The Drowned Fisherman. Whilst some commentators again stressed the 

skill of the prints, one writer noting that ȬÔÏ ÍÁËÅ Á ÃÏÍÐÁÎÉÏÎ ÏÒ ÐÅÎÄÁÎÔ ÔÏ Á 

ÆÁÖÏÕÒÉÔÅ ×ÏÒËȟ ÉÓ ÁÎ ÅØÔÒÅÍÅÌÙ ÄÉÆÆÉÃÕÌÔ ÔÁÓËȣ ÔÈÅ ÐÒÉÎÔ ÉÓ a good companion to 

the formerȭ, the majority focus upon their sympathetic narratives and the 

synchronicity of the drama.476 Viewed together, this is immediately striking as 

both the compositions and narratives mirror one another [Fig.50]. This is 

particularly observable in the figures of the two men ɀ whilst both are sprawled 

across the ground the soldier is face-down whilst the sailor is depicted on his 

back, his face covered by a sail. As the later scene represents what one reviewer 

ÄÅÓÃÒÉÂÅÄ ÁÓ ȬÔÈÅ ÐÏÉÎÔ ÏÆ ÔÉÍÅȣ ×ÈÅÎ ÔÈÅ ×ÉÆÅ ÉÓ ÁÂÏÕÔ ÔÏ ÌÉÆÔ Á ÐÁÒÔ ÏÆ Á ÓÁÉÌ ×ÈÉÃÈ 

conceals the face of the drowned person, and before she is quite certain that it is 

ÔÈÅ ÂÏÄÙ ÏÆ ÈÅÒ ÈÕÓÂÁÎÄȟȭ ÉÔ ×ÏÒËÓ ÓÅÑÕÅÎÔÉÁÌÌÙ ÓÈÏ×ÉÎÇ ÔÈÅ ÍÏÍÅÎÔ ÏÆ ÓÕÓÐÅÎÓÅ 

alongside the certainty of despair in The Dead Soldier.477  

                                                        
472 Ȱ&ÉÎÅ !ÒÔÓȟȱ The Examiner, 4 June 1820. 
473 James Heath to John Leigh Philips, 1796, Philips Correspondence. 
474 Clayton, English Print, 285. 
475  Ȱ.Å× 0ÒÉÎÔÓȟȱ ÉÎ Annals of the Fine Arts for 1820, ed. James Elmes, vol.5 (London: Hurst, 
Robinson and Co., 1820), 217. 
476 Ibid. 
477 Ȱ)ÎÔÅÌÌÉÇÅÎÃÅ ÒÅÇÁÒÄÉÎÇ ×ÏÒËÓ ÏÆ ÁÒÔȟȱ ρχυȢ 
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This was frequently the focal point, the scene of The Drowned Fisherman 

ÄÅÓÃÒÉÂÅÄ ÁÓ ȬÔÈÅ ÍÏÍÅÎÔ ×ÈÅÎ ÔÈÅÉÒ ÐÁÉÎÆÕÌ ÓÕÓÐÅÎÓÅ ÉÓ ÁÂÏÕÔ ÔÏ ÂÅ ÃÈÁÎÇÅÄ 

ÉÎÔÏ ÍÅÌÁÎÃÈÏÌÙ ÃÅÒÔÁÉÎÔÙȭ ÁÎÄ ȬÁ ÄÒÅÁÄÆÕÌ ÏÎÅȭȟ ÈÉÇÈÌÉÇÈÔÉÎÇ ÔÈÅ ÅÖÏÃÁÔÉÖÅ ÎÁÔÕÒÅ 

of the drama depicted.478 Particular attention was given to the woman in The 

Drowned Fisherman, ×ÈÏ ×ÁÓ ÃÏÎÓÉÄÅÒÅÄ ÔÏ ÅØÐÒÅÓÓ ȬÅÁÇÅÒ ÁÎØÉÅÔÙȭ ÁÎÄ ÒÅÆÅÒÒÅÄ 

ÔÏ ÁÓ ȬÔÈÅ ÁÇÏÎÉÚÅÄ ×ÉÆÅȣ [who]  feels and expresses all the horrors of her 

ÓÉÔÕÁÔÉÏÎȭȢ479  )ÔÓ ÁÄÖÅÒÔÉÓÅÍÅÎÔ ÉÎ ÒÅÌÁÔÉÏÎ ÔÏ *ÏÈÎ 2ÁÐÈÁÅÌ 3ÍÉÔÈȭÓ ÅÎÇÒÁÖÉÎÇ 

ÁÆÔÅÒ 7ÒÉÇÈÔȭÓ Indian Widow further suggests the emphasis upon grieving women 

[Fig.51].480  

There was, then, still a market for such sentimental subjects. This is 

apparent in the interest surrounding David WilËÉÅȭÓ ÐÁÉÎÔÉÎÇȟ Chelsea Pensioners 

Reading the Gazette of the Battle of Waterloo, at this time [Fig.52]. Although this 

painting was not exhibited at the Royal Academy until 1822, it was commissioned 

by the Duke of Wellington in 1816 and rumours were rife about it in the 1820s.481 

Amidst all the interest in the picture, it was the partially obscured woman shown 

ÃÌÕÔÃÈÉÎÇ ÈÅÒ ÂÁÂÙ ÁÎÄ ÓÔÒÁÉÎÉÎÇ ÔÏ ÓÅÅ ÔÈÅ ÄÉÓÐÁÔÃÈ ÏÖÅÒ ÔÈÅ ÍÁÎȭÓ ÓÈÏÕÌÄÅÒ ÔÈÁÔ 

drew public attention. 482  Famously, upon viewing the painting in 1821, the 

&ÒÅÎÃÈ ÐÁÉÎÔÅÒ 4ÈïÏÄÏÒÅ 'ïÒÉÃÁÕÌÔ ×ÒÏÔÅ ÔÈÁÔ ȬÈÅÒ ÐÏÓÅ ÁÎÄ ÅØÐÒÅÓÓÉÏÎ ×ÒÉÎÇ 

tears frÏÍ ÔÈÅ ÅÙÅÓȟ ÈÏ×ÅÖÅÒ ÏÎÅ ÍÉÇÈÔ ÈÏÌÄ ÔÈÅÍ ÂÁÃËȭȢ483  

4ÈÅ ÓÕÂÊÅÃÔ ÏÆ 7ÉÌËÉÅȭÓ ÐÁÉÎÔÉÎÇ ÁÌÓÏ ÄÒÁ×Ó ÁÔÔÅÎÔÉÏÎ ÔÏ ÔÈÅ ÄÉÆÆÅÒÅÎÔ 

political context in which The Dead Soldier became situated in 1820, becoming a 

post-war image. This change is registered in the final companion of a fisherman 

ÒÁÔÈÅÒ ÔÈÁÎ (ÅÁÔÈȭÓ ÏÒÉÇÉÎÁÌ ÃÏÎÃÅÐÔÉÏÎ ÏÆ Á ȬÓÈÉÐ×ÒÅÃËȭÄ ÓÁÉÌÏÒȭ ÉÎ ρχωχ.484 In 

1815 the war with France had been decisively won at the Battle of Waterloo yet 

the effects of the conflict were far more long-lasting. Although this strengthened 

                                                        
478  Ȱ.Å× 0ÒÉÎÔÓȟȱ ςρχȠ 'ÅÏÒÇÅ (ÁÍÉÌÔÏÎȟ The English School, a series of the most approved 
productions in painting and sculpture; executed by British artists, from the days of Hogarth to the 
present time, vol.1 (London: Charles Tilt, 1831), 34. 
479 Ȱ.Å× 0ÒÉÎÔÓȟȱ ςρχȠ (ÁÍÉÌÔÏÎȟ στȢ 
480 Ȱ.Å× 0ÒÉÎÔÓȟȱ ςρχȢ 
481 Nicholas Tromans, $ÁÖÉÄ 7ÉÌËÉÅȡ 4ÈÅ 0ÅÏÐÌÅȭÓ 0ÁÉÎÔÅÒ (Edinburgh: Edinburgh University Press 
Ltd, 2007), 163-164. 
482 Tromans, 163. 
483  Germain Bazin, Géricault: Etude critique, documents et catalogue raisonné, vol.1, (Paris: 
Wildenstein, 1987) 64, quoted in David Wilkie, Tromans, 133. 
484 James Heath to John Leigh Philips, 21 August 1797, Philips Correspondence. 
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the national image of British might, as Philip Shaw has highlighted the end of the 

war was also accompanied by feelings of grief, disappointment and melancholy, 

ÂÏÌÓÔÅÒÅÄ ÂÙ ÔÈÅ ÃÏÕÎÔÒÙȭÓ ÄÅÃÌÉÎÅ ÉÎ ÐÒÏÓÐÅÒÉÔÙ as unemployment rose and 

unrest increased amongst the populace.485  Therefore, whilst representing 

general sentimental subjects, the grieving mothers in both prints may also have 

resonated with the suffering of many families as the death of a husband, father or 

brother equated to the loss of livelihood.486 Furthermore, the anonymity of both 

the soldier and fisherman may have become politicised given the anti-war 

discourse in the 1820s regarding the indifference of the aristocracy to the 

suffering of the poor.487  

Additionally, as well as suggesting the impact of the war upon the common 

ÍÁÎȟ ÔÈÅ ÆÉÓÈÅÒÍÁÎȭÓ ÁÎÏÎÙÍÉÔÙ ÁÎÄ ÁÍÂÉÇÕÉÔÙ ÉÓ ÈÉÇÈÌÉÇÈÔÅÄ ÉÎ ÔÈÅ ÓÌÉÐÐÁÇÅ ×ÉÔÈ 

×ÈÉÃÈ ÈÅ ×ÁÓ ÒÅÆÅÒÒÅÄ ÔÏ ÁÓ ÂÏÔÈ Á ÄÒÏ×ÎÅÄ ÆÉÓÈÅÒÍÁÎ ÁÎÄ Á Ȭ$ÅÁÄ 3ÁÉÌÏÒȭȢ488 

Whilst this suggests another affinity between the prints as representations of the 

two main military branches, it may also have invoked the discourses around the 

status of sailors in peacetime. Whilst sailors were celebrated as national heroes 

in wartime, during peacetime they were often represented as anarchic brawlers 

and perceived as licentious, irreligious, and riotous on land.489 Whilst military 

subjects always bring war home, the republication of The Dead Soldier with The 

Drowned Fisherman, which explicitly depicts loss on home shores, may have 

reinforced its afterlife as a war image. 

 

CONCLUSIONS 

4ÈÅ ÙÅÁÒÓ ÉÍÍÅÄÉÁÔÅÌÙ ÆÏÌÌÏ×ÉÎÇ 7ÒÉÇÈÔȭÓ ÄÅÁÔÈ ÁÔ ÔÈÅ ÔÕÒÎ ÏÆ ÔÈÅ ÃÅÎÔÕÒÙ ×ÅÒÅȟ 

ÔÈÅÒÅÆÏÒÅȟ ÉÍÐÏÒÔÁÎÔ ÉÎ ÓÈÁÐÉÎÇ ÁÎÄ ÃÏÎÓÏÌÉÄÁÔÉÎÇ ÔÈÅ ÁÒÔÉÓÔȭÓ ÐÏÓÔÈÕÍÏÕÓ 

                                                        
485 Philip Shaw, Waterloo and the Romantic Imagination (Basingstoke: Palgrave Macmillan, 2002), 
ix; Vaughan, British Painting, 216. 
486 Behrendt, 31. 
487 Ibid, 23. 
488 Ȱ.Å× 0ÒÉÎÔÓȟȱ ςρχȢ 
489 John Bonehill and Geoff Quilley, eds., introduction to Conflicting Visions: War and Visual Culture 
in Britain and France, c.1700-1830 ɉ!ÌÄÅÒÓÈÏÔȡ !ÓÈÇÁÔÅȟ ςππυɊȟ σȠ 'ÅÏÆÆ 1ÕÉÌÌÅÙȟ Ȱ$ÕÔÙ ÁÎÄ ÍÕÔÉÎÙȡ 
the aesthetics of loyalty and the representation of the British sailor, c.1789-ρψππȟȱ ÉÎ Romantic 
Wars: Studies in Culture and Conflice, 1793-1822, ed. Philip Shaw (Aldershot: Ashgate, 2000), 82. 
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reputation. Primarily achieved through the obituaries written about him and 

reinforced by the sale of his paintings, Wright was memorialised as a painter of 

delicate sensibilities in keeping with his persona in later life. This 

commemoration encompassed both the idea of his retirement from Derby as  a 

place of solitude where he could pursue his art, secluded from society apart from 

his close friends and family, and the subjects of his late paintings, particularly his 

sentimental, literary pictures and his landscapes. These both referred back to 

each other as his residence in Derby was understood to have facilitated the 

production of these works whilst the paintings themselves perpetuated the idea 

ÏÆ 7ÒÉÇÈÔȭÓ ÄÅÌÉÃÁÔÅ ÆÅÅÌÉÎÇÓ ÁÎÄ ÓÔÕÄÙ ÏÆ ÎÁÔÕÒÅȢ  

 WÈÉÌÓÔ 7ÒÉÇÈÔȭÓ ÌÏÃÁÌÉÓÍ ×ÁÓ ÐÁÒÔ ÏÆ the way in which he was represented, 

his provincialism is most apparent in the networks of circulation and distribution 

of his work during this period, many of which are the legacy of those he cultivated 

ÉÎ ÈÉÓ ÌÉÆÅÔÉÍÅȢ )Î ÂÏÔÈ 7ÒÉÇÈÔȭÓ ×ÒÉÔÔÅÎ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÁÎÄ ÔÈÅ ÓÁÌÅ ÏÆ ÈÉÓ ×ÏÒË 

7ÒÉÇÈÔȭÓ Ãlose circle of friends and family are highly active, the majority of whom 

ÒÅÓÉÄÅÄ ÏÒ ×ÅÒÅ ÌÉÎËÅÄ ×ÉÔÈ $ÅÒÂÙÓÈÉÒÅ ÏÒ ÔÈÅ .ÏÒÔÈ 7ÅÓÔȢ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ 

commemoration was primarily undertaken by those who had known the artist in 

later life and, consequently, it corresponded with their perception of the artist; 

the way that Wright had sought to present himself in later life; their famili arity 

with particular paintings;  and, ÔÈÅÉÒ ÐÅÒÓÏÎÁÌ ÉÎÔÅÒÅÓÔ ÉÎ ÍÁÉÎÔÁÉÎÉÎÇ ÔÈÅ ÐÁÉÎÔÅÒȭÓ 

reputation as many of those commemorating him had also been his patrons. 

Similarly, the sales of his work reflect his popularity within Derby and the North 

West as this was where most were held and where many of the buyers were from.  

 The recognition of 7ÒÉÇÈÔȭÓ localism did not exclude his championing as 

one of the foremost artists of the British school, working in the upper hierarchies 

of art, or his European association. Yet there was an emerging gap between 

7ÒÉÇÈÔȭÓ posthumous reputation shaped by those who had known him and those 

who had not, situated within the London art world. Already by the early 19th-

century Wright was given less stature within a national context and when viewed 

alongside his contemporaries, often expressed in the poor assessment of his 

history paintings.  
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 Finally, as this chapter demonstrates, The Dead Soldier was a recurring 

image during this period. Whilst it was re-appropriated within a post-war 

context in 1820, its continued reference throughout this period highlights its 

importance in framing the posthumous commemoration of the artist . Through 

the print, The Dead Soldier ÂÅÃÁÍÅ ÏÎÅ ÏÆ 7ÒÉÇÈÔȭÓ ÍÏÓÔ ÖÉÓÉÂÌÅ ÁÎÄ ÃÅÌÅÂÒÁÔÅÄ 

compositions. 
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Ȭ4HE BRILLIANT COUP DȭOEILȭȡ WRIGHT AT THE DERBY 

MECHANICSȭ INSTITUTION, 1839 

 

 

The striking effect it has produced throughout the country is the 

ÓÔÒÏÎÇÅÓÔ ÐÒÏÏÆ ÔÈÁÔ ÃÁÎ ÂÅ ÇÉÖÅÎ ÏÆ ÉÔÓ ÐÏÐÕÌÁÒÉÔÙȣ ÔÈÅÒÅ ÂÅÉÎÇ ÓÃÁÒÃÅÌÙ 

a part of the animal, vegetable, or mineral Kingdoms, a department of 

Art, or a branch of Science, on which contributions were not levied to 

constitute the ÉÎÓÔÒÕÃÔÉÖÅ ÁÎÄ ÔÈÅ ÂÒÉÌÌÉÁÎÔ ÃÏÕÐ ÄȭÏÅÉÌ ÔÈÁÔ ÆÏÒ ÓÅÖÅÒÁÌ 

months riveted the gaze of admiring multitudes in the Lecture Hall of 

ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȢ490 

$ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎ %ØÈÉÂÉÔÉÏÎ #ÏÍÍÉÔÔÅÅȟ ρψσω 

 

This quote expresses ÔÈÅ ÃÏÍÍÉÔÔÅÅȭs attempt to convey a sense of the 

ȬÍÁÇÎÉÆÉÃÅÎÔȭ ÅØÈÉÂÉÔÉÏÎ ×ÈÉÃÈ ÏÐÅÎÅÄ ÁÔ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎ on 

May 13th 1839.491 The exhibition proved so popular that it  was extended until 

September rather than the month originally planned, the committee commenting 

ÔÈÁÔ ÔÈÅ ÉÎÔÅÒÅÓÔ ÉÎ ÉÔ ×ÁÓ ÇÒÅÁÔÅÒ ÔÈÁÎ ÈÁÄ ÂÅÅÎ ÅØÐÅÃÔÅÄ ÁÎÄ ȬÄÁÉÌÙ ÏÎ ÔÈÅ 

ÉÎÃÒÅÁÓÅȭȢ492 4ÈÅ ȬÁÄÍÉÒÉÎÇ ÍÕÌÔÉÔÕÄÅÓȭ ×as not an exaggeration, the exhibition 

received over 10,000 visitors in the first month, which rose to over 96,000 by the 

                                                        
490 $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ The Following Report of the Exhibition Committee, of the Derby 
-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ ×ÁÓ ÒÅÁÄ ÔÏ ÔÈÅ ÁÄÊÏÕÒÎÅÄ ÇÅÎÅÒÁÌ ÍÅÅÔÉÎÇ ÏÎ 7ÅÄÎÅÓÄÁÙȟ /ÃÔÏÂÅÒ ϋȟ υόχύ 
(Derby: J. Chadfield, 1839), 6. 
491 Ȱ-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟȱ The Derby Mercury, 15 May 1839. 
492 Report of the Exhibition Committee, 6-7. 
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time it closed, making a profit of £1355.493  &ÒÁÍÅÄ ÁÓ ÂÏÔÈ ȬÂÒÉÌÌÉÁÎÔȭ ÁÎÄ 

ȬÉÎÓÔÒÕÃÔÉÖÅȭȟ ÁÓ Á ÓÐÅÃÔÁÃÌÅ ÁÎÄ an educational display, the exhibition was 

celebrated as a landmark event within DerbyȭÓ ÓÏÃÉÁÌ ÁÎÄ ÃÕÌÔÕÒÁÌ 

development. 494  This is apparent in its memorialisÁÔÉÏÎ ÁÓ $ÅÒÂÙȭÓ ÆÉÒÓÔ 

exhibition, despite there having been prior exhibitions and displays in the town, 

and in thÅ ÃÏÍÍÉÔÔÅÅȭÓ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ÉÔÓ ȬÁÔÔÒÁÃÔÉÏÎÓ ×ÉÌÌ ÎÅÖÅÒ ÂÅ ÆÏÒÇÏÔÔÅÎ ÂÙ 

ÔÈÏÓÅ ×ÈÏ ×ÉÔÎÅÓÓÅÄ ÉÔȢȭ495  Thus, almost immediately after its closure it was 

attributed with enduring importance in ÔÈÅ ÔÏ×ÎȭÓ ÃÉÖÉÃ ÈÉÓÔÏÒÙȢ  

 Significantly, Joseph Wright was one of the most well represented artists 

in this exhibition ɀ ÔÈÅ ×ÁÌÌÓ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÄÉÓÐÌÁÙÅÄ ÓÉØ ÐÁÉÎÔÉÎÇÓ 

by him, three copies after his paintings, and a portrait of him. 496  7ÒÉÇÈÔȭÓ 

prominent display aligned him with the concerns and themes of the exhibition, 

particularly its emphasis upon rational recreation following a period of 

considerable social and political unrest as the town emerged as an important 

ÉÎÄÕÓÔÒÉÁÌ ÃÅÎÔÒÅȢ ,ÏÃÁÔÅÄ ÉÎ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÂÕÉÌÄÉÎÇ ÏÎ ÔÈÅ 7ÁÒÄ×ÉÃËȟ 

at the heart of the town, the exhibition was ÕÎÄÅÒÓÔÏÏÄ ÁÓ Á ÓÙÍÂÏÌ ÏÆ ÔÈÅ ÔÏ×ÎȭÓ 

cultural, social and material progressionȟ ÃÏÎÆÅÒÒÉÎÇ ȬÇÒÅÁÔ ÃÒÅÄÉÔ ÏÎ ÔÈÅ ÔÏ×ÎȢȭ497 

Consequently, as this chapter will demonstrate, the exhibition was an important 

medium through which Wright became woven into the civic culture of Derby in 

the late 1830s.  

 One of the most valuable insights into this is a hand-coloured lithograph 

by Samuel Rayner produced in 1839, entitled $ÅÒÂÙȭÓ &ÉÒÓÔ %ØÈÉÂÉÔÉÏÎ, now in 

Derby Museum and Art Gallery [Fig.53]. 4ÈÅ ÃÏÍÍÉÔÔÅÅȭÓ ÄÅÓÃÒÉÐÔÉÏÎ ÏÆ ÔÈÅ 

ÅØÈÉÂÉÔÉÏÎ ÁÓ Á ȬÂÒÉÌÌÉÁÎÔ ÃÏÕÐ ÄȭÏÅÉÌȭȟ denoting a view or scene pictured at a glance, 

seems particularly applicable to this print, it depicts the main room of the 

exhibition as it would have been seen by visitors entering the space.498 

                                                        
493 *ÏÈÎ 3ÙÌÖÅÓÔÅÒȟ Ȱ-ÅÃÈÁÎÉÃÓȭ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 29 May 1839. 
494 Report of the Exhibition Committee, 6. 
495 For example, Hannah Wright notes that Wright was allowed a room at the Town Hall to show 
ÈÉÓ ÐÁÉÎÔÉÎÇÓ ÉÎ ȰSome ÁÃÃÏÕÎÔȟȱ ω-10; Report of the Exhibition Committee, 6. 
496  #ÁÔÁÌÏÇÕÅ ÏÆ ÁÒÔÉÃÌÅÓ ÃÏÎÔÁÉÎÅÄ ÉÎ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÏÆ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ υόχύ 
(Derby: W. and W. Pike, 1839). 
497 Report of the Exhibition Committee, 7. 
498 ȰÃÏÕÐȟ ÎȢσȟȱ /ØÆÏÒÄ %ÎÇÌÉÓÈ $ÉÃÔÉÏÎÁÒÙȟ ÁÃÃÅÓÓÅÄ ςφ *ÕÌÙ ςπρφȟ 
http://www.oed.com/view/Entry/43112?redirectedFrom=coup+d%27oeil#eid .  
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Consequently, ÉÔ ×ÉÌÌ ÂÅ ÕÓÅÄ ÁÓ Á ÌÅÎÓ ÔÈÒÏÕÇÈ ×ÈÉÃÈ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÓÏÃÉÁÌȟ 

cultural and historical significance will be discussed and through which the 

ÅØÈÉÂÉÔÉÏÎȭÓ importance ÉÎ ÅØÐÒÅÓÓÉÎÇ ÁÎÄ ÓÈÁÐÉÎÇ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ 

reputation will be considered. Firstly, the chapter will focus upon the 

ÃÉÒÃÕÍÓÔÁÎÃÅÓ ÏÆ ÔÈÅ ÐÒÉÎÔȭÓ ÐÒÏÄÕÃÔÉÏÎȟ ÐÁÒÔÉÃÕÌÁÒÌÙ ÉÔÓ ÐÌÁÃÅ ×ÉÔÈÉÎ 2ÁÙÎÅÒȭÓ 

practice and in respect to $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÌÉÆÅ ÉÎ ÔÈÅ ρψσπÓȢ The depiction of 

7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ will ÁÌÓÏ ÇÕÉÄÅ ÔÈÅ ÄÉÓÃÕÓÓÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÁÎÄ 

place within the larger pictorial displayȢ 4ÈÉÒÄÌÙȟ ÁÓ ÔÈÅ ÐÒÉÎÔ ÓÈÏ×Óȟ 7ÒÉÇÈÔȭÓ 

paintings were exhibited alongside a range of objects, specimens and machines. 

The chapter will, therefore, consider how Wright was represented in relation to 

ÔÈÅ ÄÉÓÐÌÁÙȭÓ exhibition of encyclopaedic knowledge and its emphasis upon 

progress and good design. This will, in turn, be contextualised in relation to the 

ÎÁÔÉÏÎÁÌ ÄÉÓÃÏÕÒÓÅÓ ÁÒÏÕÎÄ ÔÈÅ ÓÔÁÔÅ ÏÆ "ÒÉÔÉÓÈ ÍÁÎÕÆÁÃÔÕÒÅȟ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ 

Institute movement, and rational recreation. Finally, the chapter will close by 

considering the print as an expression of civic pride and as part of the 

commemorative culture surrounding the exhibition and, eventually, outlasting it. 

 Thus, bÙ ÅØÐÌÏÒÉÎÇ ÔÈÅ ÐÒÉÎÔȟ ÅØÈÉÂÉÔÉÏÎȟ ÁÎÄ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ 

them, the chapter will highlight their importance as mediums through which the 

painter was utilised in the creation and development of a Derby mythology. The 

ÃÈÁÐÔÅÒ ×ÉÌÌ ÁÒÇÕÅ ÔÈÁÔ ÉÎ ρψσω 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ ÁÓ Á famed local 

artist was a means of asserting $ÅÒÂÙȭÓ ÓÔÁÔÕÓ ÁÓ Á ÃÕÌÔÕÒÁÌ ÃÅÎÔÒÅ ÁÎÄ functioned 

as a symbol of continuity and stability. Rather than being viewed as old fashioned 

the artist was enlisted as cultural capital for the rapidly industrialising and 

expanding town, affirming and consolidating $ÅÒÂÙȭÓ ÃÉÖÉÃ ÈÅÒÉÔÁge. Through 

ÃÏÎÓÉÄÅÒÉÎÇ 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ ÉÎ ÔÈÅ exhibition in relation to national concerns of 

the time, the chapter will also suggest that the artist was used within Derby in a 

way that demonstrates its awareness of, and engagement with, these discourses. 
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Ȭ!N IMPORTANT CENTRE OF COMMUNICATIONȭȡ RAYNERȭS RESIDENCE IN 

DERBY, 1836-1841 

Very little  is known of Samuel Rayner who seems to have been neglected by 

posterity primarily due to a lack of public archival material relating to him.499 He 

was born in 1806 and encouraged to draw by his grandfather, Thomas Rayner, 

also believed to be an artist.500 His aptitude is evident in the exhibition of his first 

painting at the Royal Academy aged fifteen, depicting Malmesbury Abbey. This 

reflected his training in architectural draughtsmanship with John Britton, the 

antiquarian and topographer.501 It is likely that it was during his early career in 

London that Rayner met Ann Manser, the daughter of a London publisher and an 

artist herself. They eloped in 1823 and, after settling in London, began to exhibit 

drawings at the Academy together as is apparent in the erroneous listings of S. A. 

Rayner as an exhibitor.502 Despite a fraught relationship they had nine children, 

six of whom became professional artists.503 

 During this time Rayner also cultivated friendships with other influential 

artists, notably George Cattermole, one of his fellow students under Britton.504 

There are similarities between their work, J. L. Rogers rather unjustly 

ÃÏÍÍÅÎÔÉÎÇ ÔÈÁÔ 2ÁÙÎÅÒȭÓ ÓÔÕÄÉÅÓ ×ÅÒÅ ȬÃÌÅÖÅÒÌÙ ÈÁÎÄÌÅÄ ÁÎÄ ÁÇÒÅÅÁÂÌÅ ÉÎ 

colour, but obviously ÂÁÓÅÄ ÕÐÏÎ ÔÈÅ ÍÁÎÎÅÒ ÏÆ 'ÅÏÒÇÅ #ÁÔÔÅÒÍÏÌÅȭ [Fig. 54 and 

55].505 7ÈÉÌÓÔ ÔÈÉÓ ÄÏ×ÎÐÌÁÙÓ 2ÁÙÎÅÒȭÓ ÍÅÒÉÔÓ ÁÓ ÁÎ ÁÒÔÉÓÔ ÉÔ ÄÏÅÓ ÈÉÇÈÌÉÇÈÔ ÔÈÅ 

prestigious artistic circles Rayner moved within; Cattermole became celebrated 

as one of the foremost British historical painters in watercolour at a time when it  

was an ascending medium.506 2ÁÙÎÅÒȭÓ ÓÕÃÃÅÓÓ was, however, in his own right, 

                                                        
499 The majority of the archival material about Samuel Rayner remains in private collections; the 
Royal Watercolour Society and the Derbyshire Record Office do not hold any material. 
500  3ÉÍÏÎ &ÅÎ×ÉÃËȟ Ȱ2ÁÙÎÅÒȟ 3ÁÍÕÅÌ ɉρψπφ-ρψχωɊȟȱ /ØÆÏÒÄ $ÉÃÔÉÏÎÁÒÙ ÏÆ .ÁÔÉÏÎÁÌ "ÉÏÇÒÁÐÈÙȟ 
accessed 27 July 2016, http://www.oxforddnb.com/view/article/23 211.  
501 *Ȣ -ÏÒÄÁÕÎÔ #ÒÏÏËȟ Ȱ"ÒÉÔÔÏÎȟ *ÏÈÎ ɉρχχρ-ρψυχɊȟȱ /ØÆÏÒÄ $ÉÃÔÉÏÎÁÒÙ ÏÆ .ÁÔÉÏÎÁÌ "ÉÏÇÒÁÐÈÙȟ ÌÁÓÔ 
modified January 2008, accessed 27 July 2016, 
http://www.oxforddnb.com/view/article/3458?docPos=3 .  
502 Fenwick. 
503 The Rayners: A Family of Artists (Derby: Derby Museum and Art Gallery, 1996), 1. 
504 Fenwick. 
505 J. L. Rogers, History of the Old Watercolour Society ɉ3ÕÆÆÏÌËȡ 4ÈÅ !ÎÔÉÑÕÅ #ÏÌÌÅÃÔÏÒȭÓ #ÌÕÂȟ ρωχςɊȟ 
299. 
506 Ibid, 299-300. 
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becoming a member of the Royal Watercolour Society in 1845 and exhibiting 29 

drawings in their galleries. This was significant given the prestige of the Society 

and its advantages as an exhibition space where watercolours were displayed 

without competition from oils. 507 Even after his rejection from the Society in 

1851 due to his entanglement in a fraud case, Rayner continued to have a 

successful career exhibiting at the Royal Academy throughout his life as well as 

the British Institution and the Suffolk Street Gallery of the Society of British 

Artists between 1821 and 1872.508  Thus, by the time Rayner moved to 

Derbyshire ɀ first to Matlock Bath in 1828 and then Derby in 1836 ɀ he was an 

established and successful artist.509  

PÒÏÍÐÔÅÄ ÂÙ ÁÎ ÉÎÈÅÒÉÔÁÎÃÅ ÆÒÏÍ ÈÉÓ ÇÒÁÎÄÆÁÔÈÅÒ ÁÎÄ Á ȬÖÅÒÙ ÈÁÎÄÓÏÍÅ 

ÏÒÄÅÒȭ ÆÒÏÍ ÔÈÅ $ÕËÅ ÏÆ $ÅÖÏÎÓÈÉÒÅ Rayner set up as a lithographer, start ing a 

small business in Matlock.510 This is significant as, at this time, lithography was 

an international but still relatively new medium in Britain , only just taking off in 

the more fashionable and well-populated provincial towns in the 1830s.511 As 

Rayner had moved from London, where lithography had been introduced in the 

1810s and 20s, it seems likely his publishing company included a press with the 

view of capitalising on the tourist market in the region.512 As David Hey has 

noted, Romantic writers and the Napoleonic wars ɀ which had curtailed the 

Grand Tour ɀ gave rise to a renewed interest in the British landscape, particularly 

the Peak District.513 4ÈÕÓ %Ȣ 2ÈÏÄÅÓ ÃÏÕÌÄ ÃÌÁÉÍ ÉÎ ρψςτ ÔÈÁÔ ȬÔÈÅÒÅ ÁÒÅ ÂÕÔ ÆÅ× 

ÉÎÄÉÖÉÄÕÁÌÓ ÉÎ ÔÈÉÓ ÃÏÕÎÔÒÙȣ ×ÈÏ ÈÁÖÅ ÎÏÔȟ ÅÉÔÈÅÒ ÆÒÏÍ ÃÕÒÉÏÓÉÔÙ ÏÒ ÓÏÍÅ ÏÔÈÅÒ 

motiveȟ ÖÉÓÉÔÅÄ ÔÈÅ 0ÅÁË ÏÆ $ÅÒÂÙÓÈÉÒÅȢȭ514 Amidst this growth in tourism Matlock 

Bath became a popular spa town and stop-off point for visitors, A. Jewitt writing 

ÔÈÁÔ ÉÔ Ï×ÅÄ ÉÔÓ ÃÅÌÅÂÒÉÔÙ ȬÎÏÔ ÍÏÒÅ ÔÏ ÔÈÅ ÅÆÆÉÃÁÃÙ ÏÆ ÉÔÓ ÓÐÒÉÎÇÓ ÔÈÁÎ ÔÏ ÔÈÅ ÓÃÅÎÅÒÙ 

                                                        
507 Simon Fenwick and Greg Smith, The Business of Watercolour: A guide to the archives of the 
Royal Watercolour Society (Aldershot: Ashgate Publishing Limited, 1997), 36 & 39. 
508 Rogers, 300. 
509 The Rayners, 7 & 9. 
510 Ibid , 7. 
511 Michael Twyman, Panizzi Lectures: Breaking the Mould: The First Hundred Years of Lithography 
(London: British Library, 2001), 31. 
512 Ibid, 25. 
513 Hey, 387. 
514 E. Rhodes, Peak Scenery; or, the Derbyshire Tourist (London: Longman, Hurst, Rees, Orme, 
Brown, and Green, 1824), xii & 7. 
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amid which iÔ ÉÓ ÓÉÔÕÁÔÅÄȭȢ515 It is likely therefore that Rayner intended to take 

advantage of this, producing souvenirs for tourists  like his publication of Sketches 

of Derbyshire Scenery and History and Antiquities of Haddon Hall [Fig.56].516 The 

guidebooks of the time also note the number of museums in the spa town, all of 

×ÈÉÃÈ ÓÏÌÄ ȬÁ ÖÁÒÉÅÔÙ ÏÆ ÅÎÇÒÁÖÉÎÇÓ ÏÆ $ÅÒÂÙÓÈÉÒÅ 3ÃÅÎÅÒÙȟ ÁÎÄ ÓÕÎÄÒÙ 

ÐÕÂÌÉÃÁÔÉÏÎÓ ÃÏÎÎÅÃÔÅÄ ×ÉÔÈ ÔÈÅ ÌÏÃÁÌ ÈÉÓÔÏÒÙ ÁÎÄ ÔÏÐÏÇÒÁÐÈÙ ÏÆ ÔÈÅ ÃÏÕÎÔÙȭȟ 

demonstrating the market for such memorabilia.517 Additionally , Rayner had a 

working relationship with the proprietor of the Centre Museum, Mr Vallance, for 

whom ÈÅ ÐÒÏÄÕÃÅÄ ÅÎÇÒÁÖÉÎÇÓ ÏÎ ÂÌÁÃË ÍÁÒÂÌÅȟ ×ÈÉÃÈ ×ÅÒÅ ȬÃÏÎÓÉÄÅÒÅÄ ÔÈÅ 

ÍÏÓÔ ÉÎÔÅÒÅÓÔÉÎÇȟ ÁÓ ×ÅÌÌ ÁÓ ÔÈÅ ÍÏÓÔ ÁÔÔÒÁÃÔÉÖÅ ÏÂÊÅÃÔÓ ÉÎ ÔÈÉÓ ÃÏÌÌÅÃÔÉÏÎȭȢ518  

Derbyshire scenery attracted a number of other artists including Paul 

Sandby, Turner, Philippe-Jacques de Loutherbourg and Francis Chantrey.519 Of 

particular note is Chantrey who was, like Wright, ÂÅÉÎÇ ÃÌÁÉÍÅÄ ÁÓ Á ȬÎÁÔÉÖÅ ÏÆ ÔÈÅ 

ÃÏÕÎÔÙȭ in the 1830s, suggesting the concern in the region to consolidate its 

relationship with famous artists of local origin.520 Tourism, therefore, also led to 

ÔÈÅ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ ÁÎ ÁÒÔÉÓÔȭÓ community in the county at this time. Furthermore, 

in Derby itself the circle of artists working at various intervals during the 1830s 

and 40s included Henry Lark Pratt, James Holworthy, James Ward, Thomas 

Barber, and James Rawlinson.521  Ranging in stature from Ward, a Royal 

Academician and eminent animal painter, to Barber, primarily known as a Derby 

and Nottingham portraitist, their presence highlights the opportunities in the 

county town provided through commissions from the local middle class and 

gentry, the tourist market and the Derby Porcelain Works.522 This fertile artistic 

                                                        
515  A. Jewitt, 4ÈÅ -ÁÔÌÏÃË #ÏÍÐÁÎÉÏÎȠ ÁÎÄ 6ÉÓÉÔÏÒȭÓ 'ÕÉÄÅ ÔÏ ÔÈÅ "ÅÁÕÔÉÅÓ ÏÆ -ÁÔÌÏÃË ÁÎÄ ÉÔÓ 
immediate environs (Duffield: A. Jewitt, 1832), 5. 
516 British Drawings and Watercolours of the 18th and 19th Centuries (Derby: Derby Art Gallery, 
1975), 10. 
517 E. Rhodes, 4ÈÅ $ÅÒÂÙÓÈÉÒÅ 4ÏÕÒÉÓÔȭÓ 'ÕÉÄÅ ÁÎÄ 4ÒÁÖÅÌÌÉÎÇ #ÏÍÐÁÎÉÏÎȡ )ÎÃÌÕÄÉÎÇ ÁÎ ÁÃÃÏÕÎÔ ÏÆ 
the vÁÒÉÏÕÓ ÐÌÁÃÅÓ ÇÅÎÅÒÁÌÌÙ ÖÉÓÉÔÅÄ ÂÙ ÓÔÒÁÎÇÅÒÓ ÉÎ ÔÈÅ ÃÏÕÎÔÒÙ ÏÆ $ÅÒÂÙȣ (London: R. Groombridge; 
Sheffield: Ridge and Jackson, 1837), 29 & 36. 
518 The New Panorama of Matlock, Buxton & Castleton (London: S. Rayner; Matlock: J. Vallance; 
Buxton: Messrs Bright & Sons, 1834), 10 & 29. 
519 Hey, 387. 
520 Rhodes, $ÅÒÂÙÓÈÉÒÅ 4ÏÕÒÉÓÔȭÓ 'ÕÉÄÅȟ 10. 
521 Fineran, )ÌÌÕÓÔÒÁÔÅÄ 7ÈÏȭÓ 7ÈÏ. 
522  Fineran, )ÌÌÕÓÔÒÁÔÅÄ 7ÈÏȭÓ 7ÈÏȟ τȠ %Ä×ÁÒÄ *Ȣ .ÙÇÒÅÎȟ Ȱ7ÁÒÄȟ *ÁÍÅÓ ɉρχφω-ρψυωɊȟȱ /ØÆÏÒÄ 
Dictionary of National Biography, accessed 27 July 2016,  
http://www.oxforddnb.com/view/article/28686?docPos=1 .  
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environment may have been one of the reasons ÆÏÒ 2ÁÙÎÅÒȭÓ ÓÕÂÓÅÑÕÅÎÔ ÍÏÖÅ ÔÏ 

Derby in 1836; residing at 17 Friar Gate and continuing his printing and 

publishing business he also formed a partnership with Robert Mosely running 

the Cornmarket Gallery and providing picture framing.523 Although he only lived 

in Derby for a short time ɀ he went on a tour of the continent in 1841 and 

returned to London afterwards ɀ his residence coincided with the exhibition and 

his depiction of it suggests his involvement in the artistic culture of the town.524 

This connection with Derby continued beyond 1841 however, notably through 

his children who painted Derbyshire subjects and continued to sell paintings 

ÔÈÒÏÕÇÈ -ÏÓÅÌÅÙȭÓ ÇÁÌÌÅÒÙ [Fig.57].525 

2ÁÙÎÅÒȭÓ ÄÅÃÉÓÉÏÎ ÔÏ ÒÅÌÏÃÁÔÅ ÔÏ $ÅÒÂÙ ÉÓ ÁÌÓÏ ÔÅÓÔÁÍÅÎÔ to the changes the 

town had undergone, making it an attractive prospect to a businessman and 

artist. One of the most significant drivers of this was the arrival of the railway: 

ÔÈÅ .ÏÒÔÈ -ÉÄÌÁÎÄ 2ÁÉÌ×ÁÙ ÁÎÄ ÔÈÅ -ÉÄÌÁÎÄ #ÏÕÎÔÉÅÓȭ 2ÁÉÌ×ÁÙ ÂÏÔÈ ÏÐÅÎÅÄ ÉÎ 

1839 quickly followed by the Birmingham and Derby Junction Railway which 

opened in 1840.526 This reinvigorated local industries, bringing the town out of 

the post-.ÁÐÏÌÅÏÎÉÃ ÄÅÐÒÅÓÓÉÏÎ ÁÎÄ ÆÉØÉÎÇ ÉÔ ÁÓ ÁÎ ȬÉÍÐÏÒÔÁÎÔ ÍÁÎÕÆÁÃÔÕÒÉÎÇ 

ÔÏ×ÎȭȢ527 By the 1830s, DerbyshireȭÓ cotton, silk, iron, lead, and coal industries 

had been boosted and the railways had also led to an emerging engineering 

industry.528 It also made Derby much better connected with a wider regional and 

national world.529 Thus, Derby became an important administrative, commercial, 

professional and cultural centre within the region, the population tripling from 

13000 inhabitants in 1801 to 32,741 inhabitants by 1841.530  

                                                        
523 The Rayners, 9. 
524 Ibid, 10. 
525 Ibid. 
526 Craven, Derby, 150-151. 
527  ,ÏÒÄȟ χφȠ Ȱ%Ä×ÁÒÄ 3ÔÒÕÔÔȟ 2ÁÉÓÅÄ ÔÏ ÔÈÅ 0ÅÅÒÁÇÅȡ !Î !ÄÄÒÅÓÓ ÏÆ #ÏÎÇÒÁÔÕÌÁÔÉÏÎ ÆÒÏÍ ÔÈÅ 
#ÏÍÍÉÔÔÅÅ ÏÆ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅȱ Én Derbyshire Biography, vol.17, 16-17, Derby Local 
Studies Library. 
528 Beckett and Heath. 
529 Beckett, 191 & 298. 
530 Craven, Derby, 134; Lord, 75. 
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4ÈÅ ρψσπÓ ×ÅÒÅȟ ÔÈÅÒÅÆÏÒÅȟ ÐÉÖÏÔÁÌ ÉÎ $ÅÒÂÙȭÓ ÈÉÓÔÏÒÙ ÁÎÄ Á ÓÅÎÓÅ ÏÆ ÔÈÉÓ 

was clearly evident at the time; Joseph Strutt, a local industrialist, in his 1840 

address to the town council, stated that: 

Manufactures have been extending, new buildings have been erected on 

all sides, and a still further addition to the commercial importance of 

the town may be expected in consequence of the completion of three new 

ÒÁÉÌ×ÁÙÓȟ ×ÈÉÃÈȣ offer great facilities for our intercourse with other 

parts of the kingdom, and render Derby an important centre of 

communication.531 

This underscores the sense of progress felt and celebrated within the town, 

despite the underlying strains such rapid expansion put upon living conditions 

ÆÏÒ ÍÁÎÙ ÏÆ ÔÈÅ ÔÏ×ÎȭÓ ÒÅÓÉÄÅÎÔÓȢ532 That it was Strutt, of whom more will be said, 

ÍÁËÉÎÇ ÔÈÅÓÅ ÃÏÍÍÅÎÔÓ ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ ÒÏÌÅ $ÅÒÂÙȭÓ ÐÒÏÓÐÅÒÏÕÓ ÃÉÔÉzens took on 

as the municipal corporation struggled to cope with  the demands of 

industrialisation and urbanisation. This tension is apparent in the erection of 

new civic buildings, which included the Midland Hotel in 1840 and the new town 

hall in 1842, in contrast to the limited street improvements which, during this 

period, went no further than increasing the lighting and redeveloping Brookside, 

focussing upon the Victoria Street-Cornmarket corner [Fig. 58 and 59]. 533 

Represented in the light of civic purpose and progress, these new buildings 

materially expressed civic pride and contributed to the altering appearance of 

the town, glossing ÏÖÅÒ ÔÈÅ ÐÏÏÒ ÌÉÖÉÎÇ ÃÏÎÄÉÔÉÏÎÓ ÏÆ ÍÕÃÈ ÏÆ $ÅÒÂÙȭÓ 

population.534  

 Alongside these changes, Derby also had a vibrant and distinctive cultural 

and intellectual life. Developing out of the 18th-century and societies like the 

Derby Philosophical Society ÔÈÉÓ ÈÁÄ ÇÒÏ×Î ÔÏ ÉÎÃÌÕÄÅ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ 

                                                        
531 J. C. Loudon, The Derby Arboretum: Containing a catalogue of the trees and shrubs included in 
ÉÔȣ Á ÃÏÐÙ ÏÆ ÔÈÅ address delivered when it was presented to the town council of Derby by its founder, 
Joseph Strutt, Esq. and an account of the ceremonies which took place when it was opened to the 
public, on September 16, 1840 (London: Longman, Orme, Brown, Green, and Longmans, 1840), 83. 
532 Elliott, Derby Philosophers, 236; Christopher Harvie and H. C. G. Matthew, Nineteenth-Century 
Britain: A very short introduction (Oxford: Oxford University Press, 2000), 43. 
533 Craven, Derby, 131, 147, 149 & 176. 
534 Hey, 391. 
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itself and the Derby Literary and Philosophical Society.535 Complementing this 

there were also such events and institutions as the triennial music festival, a 

choral society, plays, balls, and dinners at the Assembly Rooms, primarily 

intended for the local gentry and upper middle class [Fig.60].536 There were also 

several display spaces in addition to ÔÈÅ #ÏÒÎÍÁÒËÅÔ 'ÁÌÌÅÒÙȟ ÎÏÔÁÂÌÙ *ÏÈÎ #ÏÏËȭÓ 

museum in the Piazzas, founded in 1822 and principally displaying natural 

ÈÉÓÔÏÒÙ ÓÐÅÃÉÍÅÎÓȟ ÁÎÄ *ÏÓÅÐÈ (ÁÌÌȭÓ ÏÎ 3Ô (ÅÌÅÎȭÓ 3ÔÒÅÅÔȟ ÄÉÓÐÌÁÙÉÎÇ ÆÏÓÓÉÌÓ ÁÎÄ 

mineral specimens.537 These were commercial, however, as they were attached 

to the proprietorȭs taxidermy and spar product businesses respectively, 

suggesting the displays also acted as a form of advertisement. Most akin to the 

exhibition in respect to civic purpose, therefore, ×ÁÓ *ÏÓÅÐÈ 3ÔÒÕÔÔȭs collection 

which was opened to the public and which, by 1835, included 625 paintings, 102 

drawings, a number of fine art objects, statues and busts, and an Egyptian 

mummy.538 This highlights that prior to the exhibition there was already a public 

for displays and suggests that Rayner may, again, have seen the commercial 

prospect of the Cornmarket Gallery as there were few places displaying fine art. 

 Derby not only provided the subject matter for $ÅÒÂÙȭÓ &ÉÒÓÔ %ØÈÉÂÉÔÉÏÎ, it 

also provided a thriving commercial and cultural environment for Rayner to 

work in. The print is, therefore, ÁÎ ÉÍÐÏÒÔÁÎÔ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ 

life and ÁÌÓÏ Á ÐÒÏÄÕÃÔ ÏÆ ÉÔȢ )Ô ÄÅÍÏÎÓÔÒÁÔÅÓ 2ÁÙÎÅÒȭÓ ÒÅÃÏÇÎÉÔÉÏÎ ÏÆ ÔÈÅ ÍÁÒËÅÔ 

for such art ɀ which he capitalised on by producing the luxury coloured version 

and the more affordable monochrome print ɀ and the stimulus the town 

provided, as is apparent in his continued interest in depicting Derby and its 

surroundings during this time [Fig.61].  

 

 

                                                        
535 Elliott, Derby Philosophers, 69. 
536 Beckett, 228-229. 
537 Craven, Derby, 182. 
538 A Catalogue of paintings and drawings, marbles, bronzes, ivories, alabaster and plaster busts and 
figures, china ornaments, &c. &c., in the collection of Joseph Strutt, Derby (Derby: W. & W. Pike, 
1835). 
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Ȭ%LEGANT AND ACCURATEȭȡ THE PRINT AS FINE ART AND MATERIAL OBJECT 

Using one-point perspective and rendering the main room of the exhibition to 

such a degree of detail that even a discarded shawl is included, the lithograph 

ÁÔÔÅÓÔÓ ÔÏ 2ÁÙÎÅÒȭÓ ÓËÉÌÌ ÁÎÄ ÁÅÓÔÈÅÔÉÃ [Fig.62]. Today, whilst there are several 

monochrome impressions, the hand-coloured lithograph at Derby ɀ which 

suggests its higher value even in 1839 and its lower production numbers ɀ is 

unique.539  

4ÈÅ ÐÒÉÎÔȭÓ ÃÒÁÆÔÓÍÁÎÓÈÉÐ ÁÎÄ ÁÒÔÉÓÔÒÙ ×ÁÓ ÉÍÍÅÄÉÁÔÅÌÙ ÒÅÃÏÇÎÉÓÅÄ, a 

notice in The Derby Mercury highlighting the technical skill needed and the near 

ÉÍÐÏÓÓÉÂÉÌÉÔÙ ÔÏ ÁÃÈÉÅÖÅ ÉÔÓ ÅÆÆÅÃÔȟ ÃÏÎÃÌÕÄÉÎÇ ÔÈÁÔ ȬÃÏÎÓÉÄÅÒÁÂÌÅ ÃÒÅdit must be 

given to the artist ÆÏÒ ÔÈÅ ÁÃÃÏÍÐÌÉÓÈÍÅÎÔ ÏÆ ÔÈÉÓ ÕÎÄÅÒÔÁËÉÎÇȢȭ540  Its 

ȬÅØÔÒÁÏÒÄÉÎÁÒÙ ÁÃÃÕÒÁÃÙȭ ÄÅÍÏÎÓÔÒÁÔÅÓ Ôhat although the print ÒÅÖÅÁÌÓ 2ÁÙÎÅÒȭÓ 

perception and mediation it was framed as a documentary record as well as an 

artwork . 541  This is underscored by its correlation with descriptions of the 

exhibition in the press and catalogue ÁÓ ȬÁ ÌÁÒÇÅ ÁÎÄ ÓÐÌÅÎÄÉÄ ÃÏllection of 

Paintings, articles of Statuary, Sculpture, Natural History and Models of various 

ËÉÎÄÓȭȢ542 TÈÁÔ ÉÔ ×ÁÓ ȬÅÌÅÇÁÎÔ ÁÎÄ ÁÃÃÕÒÁÔÅȭ ÅÌÅÖÁÔÅÄ 2ÁÙÎÅÒȭÓ ÒÅÐÕÔÁÔÉÏÎ ÁÓ ÁÎ 

ÁÒÔÉÓÔ ÁÎÄ ÁÄÄÅÄ ÔÏ ÔÈÅ ÐÒÉÎÔȭÓ value as it became an exemplar of excellent design 

and artistic achievement, in keeping with the purposes of the exhibition, as will 

be discussed further.543  

)Î ÔÈÉÓ ÒÅÓÐÅÃÔȟ 2ÁÙÎÅÒȭÓ ÕÓÅ of lithography is significant as it still enjoyed 

a high status and value for its artistic qualities even though steel engraving, which 

began to emerge in the 1820s, provided a better yield. Steel engraving was often 

criticised for its mechanical appearance and lower quality.544  Whilst Rayner 

himself can only be firmly credited with drawing the print , this does not detract 

from the prestige of lithography as its medium [Fig.63]. 545  Commercially, 

                                                        
539 The coloured lithograph has been cut-down so it no longer has an inscription. 
540 Ȱ-Ò 2ÁÙÎÅÒȭÓ ÓÐÌÅÎÄÉÄ ÅÎÇÒÁÖÉÎÇȣȱ The Derby Mercury, 11 March 1840. 
541 Ibid. 
542 Catalogue (1839), 3 & 32. 
543 Report of the Exhibition Committee, 6. 
544 Clayton, English Print, 284. 
545 For example, he credits Harding as the lithographer in 2ÁÙÎÅÒȭÓ 3ËÅÔÃÈÅÓ ÏÆ $ÅÒÂÙÓÈÉÒÅ 3ÃÅÎÅÒÙȟ 
Samuel Rayner, part.1 (Matlock Bath: S. Rayner, 1830). 
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lithography had the advantage of allowing for greater print runs and being less 

labour-intensive and more economical than other engraving processes.546 

However, its value came from the freedom of artistic expression it gave and the 

means it provided for copying drawings, making it popular with artists.547 This is 

ÒÅÆÌÅÃÔÅÄ ÉÎ ÃÏÎÔÅÍÐÏÒÁÒÙ ÒÅÆÅÒÅÎÃÅÓ ÔÏ ÉÔ ÁÓ ȬÌÉÔÈÏÇÒÁÐÈÉÃ ÄÒÁ×ÉÎÇȭ ÁÎÄ Á ȬÓÉÍÐÌÅ 

ÁÎÄ ÅÌÅÇÁÎÔ ÁÒÔȭȟ emphasising it  as a creative rather than a mechanical process.548 

Additionally, as was recognised at the time, lithography gave greater nuance in 

light and tone than other mediums, one commentator noting its ȬÂÅÁÕÔÉÆÕÌ ÎÅÕÔÒÁÌ 

tints of various hues, showing lights graduated almost imperceptibly to pure 

×ÈÉÔÅȭȢ549 Their value was in ÔÈÅÉÒ ÁÐÐÅÁÒÁÎÃÅ ÁÓ ÁÒÔȢ 2ÁÙÎÅÒȭÓ ÕÓÅ ÏÆ ÌÉÔÈÏÇÒÁÐÈÙ 

nÏÔ ÏÎÌÙ ÓÈÏ×Ó ÁÎ ÉÎÔÅÒÅÓÔȟ ÆÒÏÍ ÈÉÍ ÁÎÄ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅȟ ÉÎ 

progressive print technology but also a concern to lavishly commemorate the 

exhibition. 

In its concern with representing the exhibition well and accurately, the 

ÐÒÉÎÔ ÁÌÓÏ ÃÏÒÒÅÓÐÏÎÄÓ ×ÉÔÈ 2ÁÙÎÅÒȭÓ ×ÉÄÅÒ ÏÅÕÖÒÅȢ &ÏÒ ÅØÁÍÐÌÅȟ ÉÎ ÈÉÓ Sketches 

of Derbyshire Scenery, ÈÅ ÓÅÔ ÏÕÔ ÈÉÓ ÐÕÒÐÏÓÅ ÓÔÁÔÉÎÇ ȬÔÈÅ ÆÉÒÓÔ ÁÉÍ ÈÁÓ ÂÅÅÎ ÔÏ 

preserve every characteristic with fidelity, at the same time that pictorial effect 

ÈÁÓ ÎÏÔ ÂÅÅÎ ÆÏÒÇÏÔÔÅÎ ÏÒ ÄÉÓÒÅÇÁÒÄÅÄȢȭ550 As is apparent in his watercolour and 

gouache drawings and the lithographs after them, a high degree of detail is offset 

by a coherent aesthetic overall, also reflecting his training as an architectural 

draughtsman and the topographical nature of much of his work. Whilst a 

departure in terms of subject matter, $ÅÒÂÙȭÓ &ÉÒÓÔ %ØÈÉÂÉÔÉÏÎ is consistent with 

2ÁÙÎÅÒȭÓ ÓÔÙÌÉÓÔÉÃ ÐÒÅÃÉÓÉÏÎ ÁÎÄ ÃÌÁÒÉÔÙȢ 

The prÉÎÔ ÍÏÓÔ ÃÌÏÓÅÌÙ ÒÅÌÁÔÅÓ ÔÏ 2ÁÙÎÅÒȭÓ ÄÒÁ×ÉÎÇÓ ÁÎÄ ×ÁÔÅÒÃÏÌÏÕÒÓ ÏÆ 

interiors, often of stately homes. These represent the display of private homes 

                                                        
546 Twyman, 45. 
547 #ÏÌÔÁ )ÖÅÓȟ Ȱ,ÉÔÈÏÇÒÁÐÈÙ ÉÎ ÔÈÅ .ÉÎÅÔÅÅÎÔÈ #ÅÎÔÕÒÙȟȱ (ÅÉÌÂÒÕÎÎ 4ÉÍÅÌÉne of Art History, The 
Metropolitan Museum of Art, last modified October 2004, accessed 28 July 2016, 
http://metmuseum.org/toah/hd/lith/hd_lith.htm .  
548 J. D. Harding, Elementary Art; or, the use of the lead pencil advocated and explained (London: 
Charles Tilt, 1834), 80; A Concise Account of Lithography; or the Art of Printing from Stone, with 
suitable directions (London: J. Stokes, 1821), 3. 
549 )ÖÅÓȠ Ȱ4ÈÅ 0ÁÉÎÔÅÒȭÓ %ÎÇÒÁÖÉÎÇȟȱ The Monthly Chronicle; a National Journal of Politics, Literature, 
Science, and Art 2 (1838), 364. 
550 Rayner, i. 
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and collections made public, reflecting the wider contemporary practice of 

opening up houses to the public.551 As Watercolour, c.1855, depicting a high-

ÆÁÓÈÉÏÎ ÄÒÅÓÓÉÎÇ ÒÏÏÍ ÉÎ ÔÈÅ ÓÔÙÌÅ ÏÆ Á &ÒÅÎÃÈ ÂÏÕÄÏÉÒȟ ÓÈÏ×Óȟ 2ÁÙÎÅÒȭÓ ÉÎÔÅÒÉÏÒ 

ÓÕÂÊÅÃÔÓ ÅÑÕÉÐÐÅÄ ÈÉÍ ÔÏ ÄÅÓÃÒÉÂÅ ÃÏÍÐÌÅØ ÓÐÁÃÅÓ ÁÓ ÉÆ ÆÒÏÍ ÔÈÅ ÖÉÓÉÔÏÒȭÓ 

viewpoint and record the objects put on display in them [Fig.64].552 This also 

ÄÅÍÏÎÓÔÒÁÔÅÓ 2ÁÙÎÅÒȭÓ ÆÁÍÉÌÉÁÒÉÔÙ ×ÉÔÈ ÔÈÅ ÇÅÎÒÅ ÏÆ ÉÎÔÅÒÉÏÒ ÉÌÌÕÓÔÒÁÔÉÏÎÓ. The 

addition of objects or alteration of the space, often the choice of the artist or 

collector, reveals the intention to project certain identities or narratives ɀ as in 

:ÏÆÆÁÎÙȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÏÆ #ÈÁÒÌÅÓ 4Ï×ÎÌÅÙȭÓ ÃÏÌÌÅÃÔÉÏÎ ×ÈÉÃÈ ÂÒÉÎÇÓ ÔÏÇÅÔÈÅÒ 

objects that were never actually displayed alongside one another [Fig.65].553  

Such illustrations were part of a European tradition and an important means of 

recording collections and interiors, supplementing written descriptions; 

consequently, ÓÈÁÒÉÎÇ ÓÉÍÉÌÁÒ ÐÕÒÐÏÓÅÓȟ 2ÁÙÎÅÒȭÓ ÄÅÐÉÃÔÉÏÎ ÏÆ the exhibition can 

be viewed as an extension of his practice and within this continental genre.554 

 2ÁÙÎÅÒȭÓ ÐÒÏØÉÍÉÔÙ ÔÏ *ÏÈÎ "ÒÉÔÔÏÎ ÁÌso suggests his familiarity with 

interior illustration as Britton was one of its pioneers in Britain; for example, in 

The Union of Architecture, Sculpture, and Painting, the guidebook he produced for 

3ÉÒ *ÏÈÎ 3ÏÁÎÅȭÓ ÈÏÕÓÅ ÉÎ ρψςφȟ ÔÈÅ ÉÌÌÕÓÔÒÁÔÉÏÎÓ ÄÅÐÉÃÔ the house room by room 

so that the reader sees the collection unfold as they experience walking through 

the house [Fig.66].555 Such illustration is also found in Illustrations of the Public 

Buildings of London, 1825, which provides a view of London through its buildings, 

giving the impression of the city unfolding before the viewer.556 These images are 

the intermediaries between display and text which, as Richard Altick has 

highlighted, were interrelated at this time as shows met the same interests and 

materialised the ideas found in literature, providing an alternative or supplement 

                                                        
551 Clive Wainwright, The Romantic Interior: The British Collector at Home 1750-1850 (New Haven 
& London: Yale University Press, 1989), 13. 
552 Ȱ7ÁÔÅÒÃÏÌÏÕÒȟȱ 6ÉÃÔÏÒÉÁ ÁÎÄ !ÌÂÅÒÔ -ÕÓÅÕÍȟ ÁÃÃÅÓÓÅÄ ςψ *ÕÌÙ ςπρφȟ 
http://collections.v am.ac.uk/item/O600790/watercolour -print -rayner-samuel.   
553 Wainwright, 8. 
554 Ibid, 9-10. 
555 John Britton, The Union of Architecture, Sculpture, and Painting; exemplified by a series of 
illustrations, with descriptive accounts of the house and galleries of John Soane (London: John 
Britton, 1827). 
556 John Britton, Illustrations of the Public Buildings of London: With historical and descriptive 
accounts of each edifice, vol.1 (London: J. Taylor, J. Britton & A. Pugin, 1825). 
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to the written word. 557  They also highlight the close relationship between 

popular and fine art; not only were exhibitions a space in which the conventional 

barriers between classes ×ÅÒÅ ÌÏ×ÅÒÅÄȟ ÓÕÃÈ ÉÌÌÕÓÔÒÁÔÉÏÎÓȟ ÌÉËÅ 2ÁÙÎÅÒȭÓ ÐÒÉÎÔȟ 

whilst adopting a high art status also adopted traits of popular entertainment, 

notably the peep-show.558  Highlighting the tension between amusement and 

instruction evident in a time when shows could range from the Royal Academy 

exhibitions to freak-shows, the illustrations of interiors  replicate the 

dimensionality of peep-shows by presenting the viewer with a space as if they 

were part of it.559  

 Further representing this overlap, interior views are also closely related 

to representations of exhibitions and of shop views, again suggesting the blurred 

division between the spheres of art and commerce. As many of the objects 

depicted in $ÅÒÂÙȭÓ &ÉÒÓÔ %ØÈÉÂÉÔÉÏÎ were for sale this overlap is underscored, 

drawing parallels with views produced of shop fronts at this time [Fig.67]. 

Similarly, the print can be associated with the many illustrations of the Royal 

Academy exhibitions produced at this time, particularly as the coffered ceiling of 

ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÒÅÐÌÉÃÁÔÅÄ ÔÈÅ ÃÅÉÌÉÎÇ ÉÎ ÔÈÅ !ÃÁÄÅÍÙȭÓ ÅØÈÉÂÉÔÉÏÎ ÒÏÏÍÓ 

[Fig.68]. By commemorating the exhibition therefore Rayner was deliberately 

working within this genre, associating the Derby exhibition with the most famous 

exhibitions in the country and invoking its cultural prestige.560 2ÁÙÎÅÒȭÓ ÁÄÏÐÔÉÏÎ 

of established modes and conventions of representing displays, underscores the 

wider visual culture and practices that Derby was associating itself with in 1839. 

 

Ȭ4HE CHOICE COLLECTION OF PAINTINGSȭȡ WRIGHTȭS REPRESENTATION ON 

THE WALLS OF THE EXHIBITION 

By choosing to depict the lecture halÌ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃȭÓ )ÎÓÔÉÔÕÔÉÏÎ ×ÈÉÃÈ ×ÁÓ the 

principal  display space containing over 1000 objects, Rayner also documented 

                                                        
557 Altick, 1. 
558 Ibid, 4. 
559 Ibid, 56. 
560 The role of the Royal Academy as a lived reference point throughout the country in the 18th 
and early 19th-century ÉÓ ÄÉÓÃÕÓÓÅÄ ÉÎ -ÏÎËÓȟ Ȱ,ÉÆÅ 3ÔÕÄÙȢȱ 
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the room in which the majority of the paintings were displayed. Of these 

paintings, the catalogue records that there were six paintings by Wright and 

three copies after his paintings on display.561 These were: Mutiny on Board lent 

by T. Bailey; Portrait of Mrs Bateman lent by Mrs Bateman; Portrait of the late J. 

Whitehurst, Esq. F.R.S. lent by John Whitehurst; Eruption of Vesuvius lent by J. 

Cade; Romeo and Juliet and Boys blowing a bladder by Candlelight, both lent by 

2ÏÂÅÒÔ -ÏÓÅÌÅÙȠ Ô×Ï ÃÏÐÉÅÓ ÏÆ 7ÒÉÇÈÔȭÓ ÐÏÒÔÒÁÉÔÓ ÂÙ 2Á×ÌÉÎÓÏÎ ɀ one of  Jedediah 

Strutt  lent by Joseph Strutt and the other of Erasmus Darwin lent by Dr Forester; 

and a copy of 3ÔÅÒÎÅȭÓ -ÁÒÉÁȟ by Oakley, also lent by Moseley.562 As there were 

over 250 paintings on display in the main hall alone, this does not seem very 

many. YÅÔ 7ÒÉÇÈÔȭÓ ×ÏÒË is highly visible in the print. 

 Amidst a room depicted as ÆÕÌÌ ÏÆ ÏÂÊÅÃÔÓ ȬÉÌÌÕÓÔÒÁÔÉÖÅ ÏÆ ÔÈÅ ÆÉÎÅ ÁÒÔÓȟ 

experimental philosophy, practical science, manufactures, natural history, and 

ÁÎÔÉÑÕÉÔÙȟ ÁÎÄȣ ÏÔÈÅÒ ÃÕÒÉÏÓÉÔÉÅÓȭȟ 7ÒÉÇÈÔ ÈÁÓ Á ÐÒÏÍÉÎÅÎÔ ÐÏÓÉÔÉÏÎȢ563 Whereas 

many of the paintings represented are indistinguishable as anything more than 

generic portraits or landscapes the 6ÅÓÕÖÉÕÓȟ 2ÏÍÅÏ ÁÎÄ *ÕÌÉÅÔȟ 3ÔÅÒÎÅȭÓ -ÁÒÉÁ and 

Boys blowing a bladder are all recognisable [Fig.69]. Rayner has deliberately 

drawn attention to Wright, emphasising his presence in a way that would not 

have been as apparent in a room that included nearly 1300 exhibits.564 

Consequently, although some paintings like the large Fuseli on the left can be 

identified no other artist is as well represented in the print as Wright [Fig.70]. 

Comparing Wright with James Eyre, an artist who, like Wright, was from Derby 

and represented by 9 paintings on display, underscores this. Eyre had died the 

year prior to the exhibition, therefore the display of his paintings was part of his 

commemoration in the town and an expression of appreciation for his teaching 

ÒÏÌÅ ÉÎ ÔÈÅ )ÎÓÔÉÔÕÔÉÏÎȢ 5ÎÌÉËÅ 7ÒÉÇÈÔ ÔÈÏÕÇÈȟ ×ÈÉÌÓÔ ÔÈÅ ÐÒÅÓÓ ÎÏÔÅÄ ÔÈÅ ȬÃÈÁÒÍÉÎÇ 

ÐÉÃÔÕÒÅÓ ÂÙ ÏÕÒ ÌÁÔÅ ÌÁÍÅÎÔÅÄ ÔÏ×ÎÓÍÁÎ -ÒȢ %ÙÒÅȭȟ 2ÁÙÎÅÒ ÏÎÌÙ ÓÈÏ×Ó ÏÎÅ ÏÆ his 

                                                        
561 Catalogue (1839). 
562Ibid.  
563 $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ ! 0ÕÂÌÉÃ %ØÈÉÂÉÔÉÏÎȣ ×ÉÌÌ ÂÅ ÏÐÅÎÅÄ ÏÎ ÔÈÅ όthof May,1839, at the 
-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ 7ÁÒÄ×ÉÃËȟ $ÅÒÂÙ (Derby: W. and W. Pike, 1839), in Report of the Exhibition 
Committee, $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎ (Derby: J. Chadfield, 1839), 56. 
564 Catalogue (1839), 32. 
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paintings in the print, 6ÉÅ× ÏÆ !ÌÌ 3ÁÉÎÔÓȭ #ÈÕÒÃÈȟ $ÅÒÂÙ [Fig.71].565 Whilst Wright 

ÉÓ ÃÏÎÓÐÉÃÕÏÕÓ ÉÎ ÔÈÅ ÐÒÉÎÔȟ %ÙÒÅȭÓ ÏÎÅ ÐÁÉÎÔÉÎÇ ÉÓ ÂÁÒÅÌÙ ÄÉÓÃÅÒÎÉÂÌÅȢ 

 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ ÉÎ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÉÓ ÆÕÒÔÈÅÒ ÓÔÒÅÓÓÅÄ ÔÈÒÏÕÇÈ the altered 

scale of his paintings, notably the Vesuvius. It is depicted as the same size as 

Romeo and Juliet, a much larger painting measuring around 2 by 2.5 meters. 

Whilst some distortion of scale is to be expected as Rayner worked to fit the 

paintings within the parameters of the representational space, the effect is to 

emphasise 7ÒÉÇÈÔȭÓ ÐÒÅÓÅÎÃÅ further .  

 Even without ÔÈÅ ÅØÁÇÇÅÒÁÔÉÏÎ ÏÆ ÔÈÅ ÐÒÉÎÔȟ ÔÈÅ ÐÏÓÉÔÉÏÎÉÎÇ ÏÆ 7ÒÉÇÈÔȭÓ 

paintings would still suggest he was an important figure in the exhibition. In the 

catalogue the majority of his paintings are numbered fairly early on, so they were 

some of the first seen as the visitor was guided round the room clockwise.566 

Without an obvious theme or narrative in the hang this suggests they were 

considered to be works that could set the tone and capture the interest of the 

ÖÉÅ×ÅÒȢ !ÄÄÉÔÉÏÎÁÌÌÙȟ ÁÓ ÔÈÅ ÐÒÉÎÔ ÓÈÏ×Óȟ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ×ÅÒÅ ÈÕÎÇ ÉÎ 

positions of importance ɀ the Vesuvius was in the centre of the left-hand wall and 

Romeo and Juliet was placed at a prominent height on the far wall. Furthermore, 

ÔÈÅ ÃÏÐÉÅÓ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÁÒÅ ÅÑÕÁÌÌÙ ×ÅÌÌ ÐÏÓÉÔÉÏÎÅÄȠ 2ÁÙÎÅÒ ÓÈÏ×Ó ÔÈÁÔ 

/ÁËÌÅÙȭÓ ÐÁÉÎÔÉÎÇ ÏÆ Maria was hung near the centre of the back wall. Openly 

acknowledged in the catalogue, the copies were hung ÁÌÏÎÇÓÉÄÅ 7ÒÉÇÈÔȭÓ ÏÒÉÇinal 

paintings indicating the desire to represent Wright well, showing the range of his 

oeuvre, above concerns regarding originality or authenticity.  

 TÈÅ ÓÕÂÊÅÃÔ ÍÁÔÔÅÒ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ was also an important part of his 

representation in 1839, shaping the perception of his oeuvre and his identity as 

an artist. Significantly, 4 of the 9 paintings on display were portraits; these 

depicted Mrs Bateman, John Whitehurst, Jedediah Strutt, and Erasmus Darwin 

[Fig.72]. 4ÈÉÓ ÉÓ ÔÅÓÔÁÍÅÎÔ ÔÏ ÔÈÅ ÌÉÍÉÔÅÄ ÃÉÒÃÕÌÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ portrait paintings 

beyond Derby by the 1830s showing the continuation of private collections 

including his work in the area, the legacy of his portrait practice in the region, 

                                                        
565 Ȱ4ÈÅ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟȱ The Derby Mercury, 22 May 1839. 
566 Catalogue (1839). 
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and the limited market for such specific subjects. Additionally, this implies that 

7ÒÉÇÈÔȭÓ ÐÏÒÔÒÁÉÔÓ ×ÏÕÌÄ ÈÁÖÅ ÂÅÅÎ ÌÅÓÓ ×ÅÌÌ-known because they had remained 

in private collections, making the exhibition one of the first opportunities for the 

public to see them. Furthermore, the sitters themselves were notable local 

figures: Mrs Bateman was the wife of Hugh Bateman, of Hartington Hall, who had 

been JP for Derbyshire in 1777 and High Sheriff in 1792; Strutt was a celebrated 

industrialist whose inventions had stimulated the hosiery industry; Whitehurst 

was a local clockmaker, geologist and member of the Lunar Society; and Darwin, 

another member of the Lunar Society, was a trained physician and polymath.567 

#ÏÌÌÅÃÔÉÖÅÌÙ ÔÈÅÎȟ ÔÈÅÙ ÒÅÐÒÅÓÅÎÔÅÄ $ÅÒÂÙȭÓ ×ÏÒÔÈÉÅÓȟ ÃÏÎÄÅÎÓÉÎÇ ÔÈÅ ÔÏ×ÎȭÓ 

history into its eminent figures. These therefore raised WÒÉÇÈÔȭÓ ÐÒÅÓÔÉÇÅ ÂÙ 

showing that he was commissioned by some of $ÅÒÂÙȭÓ ÍÏÓÔ ÃÅÌÅÂÒÁÔÅÄ ÆÉÇÕÒÅÓȟ 

the eminent circles in which he moved and the notable friendships he had.568 The 

portraits  associated him with the foremost figures of 18th-century Derby and the 

innovations and achievements that they represented.  

 The remaining paintings included examples of his fire effects and 

landscape painting in Vesuvius; his sentimental literary subjects in Romeo and 

Juliet and 3ÔÅÒÎÅȭÓ -ÁÒÉÁȠ and, his ability to paint artificial light in Boys blowing a 

bladder. Displaying the breadth of his oeuvre, these too highlight the limited 

circulation of many of his paintings as the sentimental and landscape subjects 

ÈÁÄ ÂÅÅÎ ÔÈÏÓÅ ÂÏÕÇÈÔ ÂÙ 7ÒÉÇÈÔȭÓ ÃÉÒÃÌÅ ÄÕÒÉÎÇ ÈÉÓ ÌÉÆÅÔÉÍÅ so their display in 

1839 again suggests they had remained in private collections within the 

region. 569  Furthermore, their inclusion suggests the legacy of the early 

commemoration of Wright in which the landscape and literary subjects were 

celebrated and understood in relation to his residence in Derby.570  The 

prominence of the Vesuvius, Romeo and Juliet and Maria in the print suggests 

these genres of his paintings continued to be highly valued and those most 

ÁÓÓÏÃÉÁÔÅÄ ×ÉÔÈ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ $ÅÒÂÙȟ ÆÁÃÔÏÒÓ which perhaps 

                                                        
567 Nicolson, Joseph Wright,ρςψȠ "ÅÃËÅÔÔ ÁÎÄ (ÅÁÔÈȟ ψυȠ &ÒÁÓÅÒȟ Ȱ*ÏÓÅÐÈ 7ÒÉÇÈÔȢȱ 
568 &ÒÁÓÅÒȟ Ȱ*ÏÓÅÐÈ 7ÒÉÇÈÔȟȱ ρυȢ 
569 !Ó ÈÁÓ ÂÅÅÎ ÄÉÓÃÕÓÓÅÄ ÉÎ #ÈÁÐÔÅÒ 4ÈÒÅÅȟ ÉÔ ×ÁÓ ÃÏÍÍÏÎ ÆÏÒ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÔÏ be bought 
straight from the easel and enter private collections without public sales. 
570 3ÅÅ #ÈÁÐÔÅÒ 4ÈÒÅÅȡ 0ÈÉÌÉÐÓȟ Ȱ,ÁÔÅ -Ò 7ÒÉÇÈÔȢȱ 
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influenced the decision to include them in the exhibition. Whilst not representing 

Derbyshire they still referenced his locality and identity as a Derbian.  

 -ÁÎÙ ÏÆ ÔÈÅ ÐÁÉÎÔÉÎÇÓ ÁÒÅ ÁÌÓÏ ÒÅÐÒÅÓÅÎÔÁÔÉÖÅ ÏÆ 7ÒÉÇÈÔȭÓ ÁÂÉÌÉÔÙ ÁÎÄ 

preference for painting dramatic light effects, as in the Vesuvius painting or the 

chiaroscuro of Romeo and Juliet and Boys blowing a bladder [Fig.73]. Their 

theatricality suggests that they would have been prominent within the exhibition 

and that there was a taste for ÔÈÉÓ ÁÓÐÅÃÔ ÏÆ 7ÒÉÇÈÔȭÓ ÁÒÔ ÉÎ ρψσωȢ 4ÈÅ ÉÎÃÌÕÓÉÏÎ ÏÆ 

Romeo and Juliet underscores this taste as both its subject and treatment are 

theatrical. The play was a popular one, with performances in provincial cities, 

including Birmingham in 1810 and Bath in 1814, as well as London, one of the 

most notable productions ÂÅÉÎÇ (ÅÃÔÏÒ "ÅÒÌÉÏÚȭÓ ȬÄÒÁÍÁÔÉÃ ÓÙÍÐÈÏÎÙȭ ×ÒÉÔÔÅÎ ÉÎ 

1827 in response to experiencing the play.571 Often based upon the highly edited 

version of the play first staged by David Garrick at Drury Lane in 1748, these 

codified expectations regarding its performance with differences in the staging 

and acting often receiving considerable criticism.572  Consequently, the scene 

portrayed would have been highly familiar, the painting contribut ing to the 

emphasis upon display in 1839 ɀ upon entering the exhibition the visitor entered 

a theatre of knowledge, intended to display a breadth and range of information 

that would inspire, instruct and entertain. 

 2ÏÍÅÏ ÁÎÄ *ÕÌÉÅÔȭs inclusion is particularly noteworthy as it highlights the 

ÓÈÉÆÔÓ ÉÎ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ [Fig.74]. It was exhibited by Robert 

Moseley and up for sale, reflecting its lack of popularity in the first half of the 

century as it had failed to sell in the two auctions ÏÆ 7ÒÉÇÈÔȭÓ ÓÔÕÄÉÏ ÃÏÎÔÅÎts in 

1801 and 1810.573 Although it  remained unsold in 1839 ɀ it was put up for raffle 

ÁÔ ÔÈÅ .ÏÔÔÉÎÇÈÁÍ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÅØÈÉÂÉÔÉÏÎ the following year ɀ its 

prominent position suggests the higher value attributed to it as it was given pride 

                                                        
571 2ÉÃÈÁÒÄ &ÏÕÌËÅÓȟ Ȱ3ÈÁËÅÓÐÅÁÒÅ ÉÎ ÔÈÅ ÐÒÏÖÉÎÃÅÓȟȱ ÉÎ Shakespeare in the Nineteenth Century, ed. 
Gail Marshall (Cambridge: #ÁÍÂÒÉÄÇÅ 5ÎÉÖÅÒÓÉÔÙ 0ÒÅÓÓȟ ςπρςɊȟ ρχςȠ *ÕÌÉÅ 3ÁÎÄÅÒÓȟ Ȱ3ÈÁËÅÓÐÅÁÒÅ 
ÁÎÄ ÍÕÓÉÃȟȱ ÉÎ Shakespeare in the Nineteenth Century, ed. Gail Marshall (Cambridge: Cambridge 
University Press, 2012), 187. 
572 3ÁÎÄÅÒÓȟ Ȱ3ÈÁËÅÓÐÅÁÒÅ ÁÎÄ ÍÕÓÉÃȟȱ ρωτ-195. 
573 Catalogue (1801), 3; Catalogue (1810), 3; Catalogue (1839), 5. 
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of place.574 AÇÁÉÎȟ ÔÈÉÓ ÁÌÓÏ ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ ÌÉÍÉÔÅÄ ÃÉÒÃÕÌÁÔÉÏÎ ÏÆ ÓÏÍÅ ÏÆ 7ÒÉÇÈÔȭÓ 

paintings as they remained in the Midlands.  

Additionally, it had originally been created for exhibition ÁÔ *ÏÈÎ "ÏÙÄÅÌÌȭÓ 

Shakespeare Gallery, which opened in Pall Mall in 1789 with the ambition of 

encouraging and establishing a British school of history painting using 

3ÈÁËÅÓÐÅÁÒÅȭÓ ×ÒÉÔÉÎÇȟ ÔÈÅ ÎÁÔÉÏÎÁÌ ÐÏÅÔȟ ÁÓ ÔÈÅ ÉÄÅÁÌ ÓÕÂÊÅÃÔ.575 As display was 

central to its conception it is unsurprising that it is one of the most conspicuous 

paintiÎÇÓ ÄÅÐÉÃÔÅÄ ÉÎ 2ÁÙÎÅÒȭÓ ÐÒÉÎÔ ÁÓ ÉÔ ×ÁÓ ÄÅÓÉÇÎÅÄ ÔÏ ÄÒÁ× ÁÔÔÅÎÔÉÏÎ ÉÎ Á 

competitive exhibition room. Furthermore, the Shakespeare Gallery was 

representative of the late 18th-century concern to improve national art, 

particularly Bri tish history painting which was thought to be lagging behind 

continental art, particularly  French art.576 The importance of history painting, 

believed to express morally edifying general truths that could improve the 

viewer and which demonstrated the health of the nation, was also stressed by the 

Royal Academy as it sought to raise the status of the artist.577 By 1839 therefore, 

ÔÈÅ ÉÎÃÌÕÓÉÏÎ ÏÆ Á ÐÁÉÎÔÉÎÇ ÂÙ 7ÒÉÇÈÔ ÉÎ ÔÈÅ Ȭ'ÒÁÎÄ 3ÔÙÌÅȭ was indicative of his 

stature as an artist, associating him with other artists adopting this manner. This 

also relates to the ongoing concern with maintaining the stature of British art; by 

1839 the national school was widely recognised but its importance was 

understood in terms of its ability to inspire and improve design by example, 

encouraging better designers and improving British manufacture so it could 

compete in the international market.578  7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ×ÅÒÅȟ ÔÈÅÒÅÆÏÒÅȟ 

enlisted into the patriotic role of art to raise the standard of British design and 

manufacture. 

The Shakesperian subject is also pertinent as it resonated with the 

ÉÎÔÅÎÔÉÏÎ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÔÏ ÍÅÅÔ ÔÈÅ ÎÅÅÄÓ ÏÆ ÔÈÅ ×ÏÒËÉÎÇ ÃÌÁÓÓȢ In 

ρψσω 2ÏÂÅÒÔ 4ÙÁÓ ÌÁÕÎÃÈÅÄ Á ÓÅÒÉÁÌÉÓÅÄ ÅÄÉÔÉÏÎ ÏÆ 3ÈÁËÅÓÐÅÁÒÅȭÓ ÐÌÁÙÓ, issued 

                                                        
574 Catalogue of the Exhibition of Arts, Manufactures and Practical Science, at Nottingham, for the 
ÂÅÎÅÆÉÔ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎ (Nottingham: J. Howitt, 1840), 54. 
575  *ÁÍÅÓ &Ï×ÌÅÒȟ Ȱ0ÉÃÔÕÒÉÎÇ Romeo and Juliet,ȱ ÉÎ Shakespeare Survey: An Annual Survey of 
Shakespeare Studies and Production, ed. Stanley Wells, vol.49 (Cambridge: Cambridge University 
Press, 1996), 119. 
576 Brewer, Pleasures of the Imagination, 170-171. 
577 Ibid , 223 & 235-236. 
578 Waterfield, PeoplÅȭÓ 'ÁÌÌÅÒÉÅÓ, see esp. chap. 1 & 2. 
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weekly for two pence ÁÎÄ ÃÁÌÌÅÄ Ȭ3ÈÁËÅÓÐÅÁÒÅ ÆÏÒ ÔÈÅ 0ÅÏÐÌÅȭ.579  These are 

representative of the popular readership of Shakespeare at the time and the 

ÐÏÅÔȭÓ ÁÐÐÒÏÐÒÉÁÔÉÏÎ ÉÎÔÏ ÄÉÓÃÏÕÒÓÅÓ ÁÒÏÕÎÄ ÃÌÁÓÓ ÁÓ ÈÅ ×ÁÓ ÃÌÁÉÍÅÄ ÁÓ ÔÈÅ ÐÏÅÔ 

of the working man.580  As Andrew Murphy has discussed, Shakespeare was 

mobilised politically during the 19th-century most notably by the Chartist 

movement which had working class roots.581 At a time when Chartism was at its 

height, it seems likely that the painting would have had political connotations for 

many of its viewers in 1839. That the painting depicted the death of Romeo and 

Juliet, as well as being highly readable, may, therefore, have resonated as a play 

about conflict between two communities. Moreover, its inclusion in the 

exhibition demonstrates that Shakespeare had become common cultural 

property and a highly popular subject, as the number of paintings of 

Shakespearean subjects produced during the 19th-century demonstrates.582   

Similarly, John Milton, like Shakespeare, was also co-opted as national 

property during the 19th-century making the inclusion of a painting by Henry 

&ÕÓÅÌÉ ÏÆ Á ÓÃÅÎÅ ÆÒÏÍ -ÉÌÔÏÎȭÓ Comus in the exhibition significant. Described in 

ÔÈÅ ÃÁÔÁÌÏÇÕÅ ÁÓ ÔÈÅ ÓÃÅÎÅ ×ÈÅÒÅ #ÏÍÕÓȭÓ ÇÌÁÓÓ ÉÓ ÂÒÏËÅÎ ÂÙ ÔÈÅ ÂÒÏÔÈÅÒÓȟ ÔÈÅ 

painting is probably the picture exhibited as number συ ÉÎ &ÕÓÅÌÉȭÓ -ÉÌÔÏÎ 'ÁÌÌÅÒÙ 

in 1799.583 Therefore, like Romeo and Juliet this painting shared a similar history 

of display, the Milton Gallery echoing the intention behind the Shakespeare 

Gallery to cultivate British history painting. 584  As Luisa Cale has argued, 

reconstituting great British literature had a double function in claiming to be a 

new, narrative form of high art and in circulating celebrated examples of national 

literature.585 4ÈÕÓȟ ÂÏÔÈ 7ÒÉÇÈÔ ÁÎÄ &ÕÓÅÌÉȭÓ ÐÁÉÎÔÉÎÇÓ ÈÁÄ ÐÁÔÒÉÏÔÉÃ ÏÖÅÒÔÏÎÅÓ ÁÓ 

the ÁÕÔÈÏÒȭÓ ÒÅÐÒÅÓÅÎÔÅÄ ×ÅÒÅ ÃÅÌÅÂÒÁÔÅÄ ÁÓ ÃÈÁÒÁÃÔÅÒÉÓÔÉÃÁÌÌÙ "ÒÉÔÉÓÈȟ 

                                                        
579 Andrew Murphy, Shakespeare for the People: Working-class Readers, 1800-1900 (Cambridge: 
Cambridge University Press, 2008), 78. 
580 Ibid, 1-2. 
581 Ibid, 138-139. 
582 Fowler. 
583  Catalogue (1839), 4; although the actual painting has not been traced number 35 in the 
catalogue for the Milton Gallery is described as representing the palace and the rout of Comus, 
see John Knowles, The Life and Writings of Henry Fuseli, Esq. M.A.R.A., vol.1 (London: Henry 
Colburn & Richard Bentley, 1831), 205-221. 
584 Luisa Cale, &ÕÓÅÌÉȭÓ -ÉÌÔÏÎ 'ÁÌÌÅÒÙȡ Ȭ4ÕÒÎÉÎÇ 2ÅÁÄÅÒÓ ÉÎÔÏ 3ÐÅÃÔÁÔÏÒÓȭ (Oxford: Clarendon Press, 
2006), 13. 
585 Ibid, 8. 
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representative of the individuality and genius of the nation; the paintings 

themselves represented the highest branch of painting upon which the British 

school was founded; and, both demonstrated the taste of the British people as 

viewers and collectors of art. As Wright was a local artist Romeo and Juliet also 

ÄÅÍÏÎÓÔÒÁÔÅÄ $ÅÒÂÙȭÓ ÒÏÌÅ ÉÎ ÓÕÐÐÏÒÔÉÎÇ ÁÎÄ ÅÎÃÏÕÒÁÇÉÎÇ ÔÈÅ ÎÁÔÉÏÎȭÓ ÃÕÌÔÕÒÁÌ 

capital. 

!Ó ÔÈÉÓ ÅØÁÍÐÌÅ ÓÈÏ×Óȟ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ Ãannot be understood in 

isolation as they were situated within a much larger pictorial field with 

overarching themes and narratives. The walls, as $ÅÒÂÙȭÓ &ÉÒÓÔ %ØÈÉÂÉÔÉÏÎ shows, 

were hung in the prevalent mode of the time following the example of the Royal 

Academy which had two main principles: that the walls should be symmetrically 

arranged and ordered around the line which denoted the best position within the 

hang.586 Whilst the practicalities of space clearly influenced the hang, the walls of 

the Mechanicsȭ )ÎÓÔÉÔÕÔÉÏÎ are generally symmetrical with the largest paintings 

in the best positions and smaller ones hung closer to eye level. Mounted in ornate, 

gilt frames and hung edge to edge, the paintings are displayed in what David 

Solkin has aptly described aÓ Á ȬÍÏÓÁÉÃ ÌÉËÅ ÐÁÔÔÅÒÎȭȢ587 This demonstrates that in 

1839 Derby was replicating and associating itself with national exhibition 

practices and the most notable art institution of the time. This also underscores 

7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÁÓ ÓÏÍÅ ÁÍÏÎÇ ÍÁÎÙ, part oÆ ÔÈÅ ȬÃÈÏÉÃÅ ÃÏÌÌÅÃÔÉÏÎ ÏÆ 

ÐÁÉÎÔÉÎÇÓȭ.588  

-ÏÒÅ ÐÒÅÃÉÓÅÌÙȟ 7ÒÉÇÈÔȭÓ Mutiny was hung between a copy after a 

Rembrandt self-portrait and an unknown portrait; Whitehurst was positioned 

between a portrait of Dr Forester by T. Philips and a View in Borrowdale by James 

Eyre; the copy of Jedediah Strutt and the Vesuvius were hung together alongside 

a genre scene by Hilton and Dover Castle by Moonlight by Williamson; the Darwin 

copy was hung next to a portrait of General Washington and a painting of a French 

                                                        
586 *ÏÈÎ 3ÕÎÄÅÒÌÁÎÄ ÁÎÄ $ÁÖÉÄ (Ȣ 3ÏÌËÉÎȟ Ȱ3ÔÁÇÉÎÇ ÔÈÅ 3ÐÅÃÔÁÃÌÅȟȱ ÉÎ Art on the Line: The Royal 
Academy Exhibitions at Somerset House 1780-1836, ed. David H. Solkin (New Haven & London: 
Yale University Press, 2001), 24. 
587 $ÁÖÉÄ 3ÏÌËÉÎȟ ȰȬ4ÈÉÓ ÇÒÅÁÔ -ÁÒÔ ÏÆ 'ÅÎÉÕÓȭȡ 4ÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙ %ØÈÉÂÉÔÉÏÎÓ ÁÔ 3ÏÍÅÒÓÅÔ (ÏÕÓÅȟ 
1780-ρψσφȟȱ ÉÎ Art on the Line: The Royal Academy Exhibitions at Somerset House 1780-1836, ed. 
David H. Solkin (New Haven & London: Yale University Press, 2001), 2. 
588 The importance of the Royal Academy exhibitions as a model for provincial towns and cities 
ÉÓ ÄÉÓÃÕÓÓÅÄ ÉÎ -ÏÎËÓȟ Ȱ,ÉÆÅ 3ÔÕÄÙȱȠ Report of the Exhibition Committee, 6. 
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Kitchen; Romeo and Juliet was framed by two landscapes by unknown artists; the 

Maria was between a painting of Cupid and Psyche and Bagpiper and his Wife by 

Quentin Matys; and, Boys blowing a bladder was between a portrait of the 

Duchess of Cleveland by Rowse and a landscape by Teniers.589 7ÒÉÇÈÔȭÓ ÐÏÒÔÒÁÉÔ 

of Mrs Bateman was displayed alongside the portrait of the artist by Mrs Hurt 

and a painting of a foreign queen by Domenichino.590 Although not apparent from 

ÔÈÅ ÐÒÉÎÔȟ ÔÈÉÓ ÈÉÇÈÌÉÇÈÔÓ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ×ÅÒÅ not hung as a collection or 

in relation to the paintings around them in regards to artists, schools or subject 

matter.  

.ÅÖÅÒÔÈÅÌÅÓÓȟ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ×ÅÒÅ situated within the broader themes 

of the hang like the preference for Old Masters highlighted in thÅ ÒÅÐÏÒÔ ÔÈÁÔ ȬÔÈÅ 

pictures comprise some of the most masterly productions of Titian, Teniers, 

Nicholas Poussin, #ÕÙÐȟ (ÏÂÂÉÍÁȟ 3ÉÒ 4Ȣ ,Á×ÒÅÎÃÅȟ &ÕÓÅÌÉȟ 7ÒÉÇÈÔȟ %ÙÒÅȟ ǪÃȢȭ591 

Whilst the authenticity of some of these paintings is questionable, the comment 

highlights a hierarchy in which Old Masters were foremost, running 

chronologically from the Italian renaissance to French Classicism and the Dutch 

golden age, before reaching British art in the present day as the inheritors of this 

history. That Wright and Eyre, two local artists, are included suggests that Derby 

was being understood and claimed as an important contributor to the British 

school which, in turn, was positioned as the most prestigious art of the time.  As 

Lawrence had recently died as well, the association with Wright and Eyre implies 

that the three were ÐÏÓÉÔÉÏÎÅÄ ÅÑÕÁÌÌÙȟ ÉÎÃÒÅÁÓÉÎÇ 7ÒÉÇÈÔ ÁÎÄ %ÙÒÅȭÓ ÐÒÅÓÔÉÇÅ ÁÓ 

Lawrence was a celebrated artist at this time, and incorporating them into the 

growing canon of British artists.  Furthermore, as Wright was an 18th-century 

artist he could be historicised as an Old Master, an elevation which was also 

visually made through the juxtaposition of his paintings alongside works by 

artists of international reputation . That many of these were Dutch Old Masters, 

the catalogue listing Honthorst, Rembrandt and Metzu among others, suggests 

7ÒÉÇÈÔȭÓ ÓÔÁÔÕÓ ÁÓ ÁÎ /ÌÄ -ÁÓÔÅÒ ÍÁÙ ÈÁÖÅ ÂÅÅÎ ÆÕÒÔÈÅÒ ÃÏÎÆÉÒÍÅÄ ÂÙ ÔÈÅÉÒ ÖÉÓÕÁÌ 

                                                        
589 Catalogue (1839), 3-6. 
590 Ibid, 4. 
591 Ȱ4ÈÅ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟȱ The Derby Mercury, 22 May 1839. 
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affinities in respect to light effects and attention to detail.592 It also suggests a 

taste for this style amongst the Derbyshire gentry explaining their preference for 

7ÒÉÇÈÔȭÓ ×ÏÒËȢ #ÕÍÕÌÁÔÉÖÅÌÙȟ therefore, this wall-scape projected a message of 

$ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÐÒÅ-eminence by raising the prestige of the exhibition itself; 

demonstrating the taste and generosity of local collectors and the richness of 

ÌÏÃÁÌ ÃÏÌÌÅÃÔÉÏÎÓȠ ÁÎÄ ÈÉÇÈÌÉÇÈÔÉÎÇ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÃÁÐÉÔÁÌ ÁÓ ÉÔ ÈÁÄ ÎÕÒÔÕÒÅÄ 

notable painters like Wright. 

Derby and Derbyshire were also referenced through the subject matter 

and production of many of the paintings on display; various paintings depicted 

local places, people or events whilst others were by artists who had been born or 

had lived in the county.593 Whilst 1839 was an opportunity for living local artists 

to display their work, the exhibition was also a medium through which Derby and 

Derbyshire could be celebrated. Paintings by living local artists demonstrated 

$ÅÒÂÙȭÓ ÃÕÒÒÅÎÔ ÁÒÔÉÓÔÉÃ ÁÃÔÉÖÉÔÙ ÁÎÄ ÖÉÂÒÁÎÃÙ ×ÈÉÌÓÔ ÔÈÏÓÅ ÂÙ ÄÅÃÅÁÓÅÄ ÌÏÃÁÌ 

ÁÒÔÉÓÔÓ ÁÆÆÉÒÍÅÄ $ÅÒÂÙȭÓ ÈÉÓÔÏÒÙ ÏÆ ÅÎÃÏÕÒÁÇÉÎÇ ÔÈÅ ÁÒÔÓȢ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÔÈÕÓ 

had an important part in bolstering this heritage as his inclusion highlighted 

$ÅÒÂÙȭÓ ÁÂÉÌÉÔÙ ÔÏ ÐÒÏÄÕÃÅ ÁÒÔÉÓÔÓ ÏÆ ÎÁÔÉÏÎÁÌ ÃÁÌÉÂÒÅ ÁÎÄ ÒÅÐÕÔÁÔÉÏÎȢ !ÄÄÉÔÉÏÎÁÌÌÙȟ 

by covering the walls with representations of picturesque local places, important 

local events and figures, the town and surrounding county were promoted by 

displaying its rich history and physical beauty. Within this, Wright again had a 

place as a notable native tÈÒÏÕÇÈ -ÒÓ (ÕÒÔȭÓ portrait of him , positioning him as 

anotÈÅÒ ÅØÁÍÐÌÅ ÏÆ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÒÉÃÈÎÅÓÓȢ 

One of the reasons for this interest in promoting the region is apparent in 

the geography of the lenders to the exhibition, the majority of whom were local 

to Derbyshire or the Midlands. Dr Forester and Joseph Strutt, for example, were 

both actÉÖÅ ÉÎ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÁÎÄ members of the exhibition committee, 

making it likely that they were invested in ensuring the high quality of the 

paintings and that the town, was well perceived.594 Additionally, Strutt was a 

prolific and important lender to the exhibition, lending both paintings and 

                                                        
592 Catalogue (1839), 3-10. 
593 Ibid. 
594 Report of the Exhibition Committee, 5. 
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ÏÂÊÅÃÔÓ ÄȭÁÒÔ ÉÎÃÌÕÄÉÎÇ ÔÈÅ 2Á×ÌÉÎÓÏÎ ÃÏÐÙ ÏÆ 7ÒÉÇÈÔȭÓ ÐÏÒÔÒÁÉÔ ÏÆ ÈÉÓ ÆÁÔÈÅÒȢ595 

His collection was already known locally as he opened it to the public, thus in 

1839 his loans were moving between exhibitionary spaces. Significantly, his 

collection included five paintings by or after Wright, including a version of 6ÉÒÇÉÌȭÓ 

Tomb, ÄÅÍÏÎÓÔÒÁÔÉÎÇ 7ÒÉÇÈÔȭÓ ×ÉÄÅÒ ÄÉÓÐÌÁÙ ÉÎ ÔÈÅ ρψσπÓȢ596  As well as 

ÕÎÄÅÒÓÃÏÒÉÎÇ ÈÉÓ ÆÁÍÉÌÙȭÓ ÈÉÓÔÏÒÙ ÏÆ ÐÁÔÒÏÎising the artist and the retention of 

ÍÁÎÙ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÉÎ ÐÒÉÖÁÔÅ ÃÏÌÌÅÃÔÉÏÎÓ ÉÎ $ÅÒÂÙÓÈÉÒÅȟ ÔÈÅ 1839 loan of 

2Á×ÌÉÎÓÏÎȭÓ ÃÏÐÙ ÏÆ 7ÒÉÇÈÔȭÓ ÐÏÒÔÒÁÉÔ ÏÆ ÈÉÓ ÆÁÔÈÅÒ suggests the high value placed 

ÕÐÏÎ 7ÒÉÇÈÔȭÓ ÁÒÔ ÁÎÄ 3ÔÒÕÔÔȭÓ ÄÅÓÉÒÅ ÔÈÁÔ ÔÈÅ ÐÁÉÎÔÅr and his family be well 

represented in the exhibition.  

)Î ÔÈÉÓ ÒÅÓÐÅÃÔȟ 3ÔÒÕÔÔȭÓ ÍÏÔÉÖÁÔÉÏÎÓ ÆÏÒ ÌÅÎÄÉÎÇ ÔÏ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÁÒÅ 

closely related to those of the other Wright lenders, many of whom were 

connected to the town or artist through their residence or family history [see 

Appendix Two].597 James Cade, for example, who lent the Vesuvius, was married 

ÔÏ 7ÒÉÇÈÔȭÓ ÄÁÕÇÈÔÅÒ ÁÎÄ ÈÁÄ ÇÁÉÎÅÄ Á ÃÏÎÓÉÄÅÒÁÂÌe collection of his work 

through this. Therefore, in ensuring Wright was displayed as a local artist and 

British master the lenders were able to raise the status of the artist and town in 

which they were personally concerned. The exception to this was Robert 

-ÏÓÅÌÅÙȟ ×ÈÏ ÈÁÄ ÎÏ ÆÁÍÉÌÉÁÌ ÃÏÎÎÅÃÔÉÏÎÓ ÔÏ 7ÒÉÇÈÔȭÓ ×ÏÒË ÙÅÔ ÌÅÎÔ Ô×Ï ÐÁÉÎÔÉÎÇÓ 

by Wright and one copy after him.598 4ÈÅÓÅ ×ÅÒÅ ÁÌÌ ÆÏÒ ÓÁÌÅȟ ÒÅÆÌÅÃÔÉÎÇ -ÏÓÅÌÅÙȭÓ 

business as a picture dealer; the picture gallery he ran in partnership with Rayner 

enjoyed a high repute during this time as is evident in 4ÈÅ $ÅÒÂÙ -ÅÒÃÕÒÙȭÓ praise 

ÔÈÁÔ ȬÔÈÅÒÅ ÉÓ ÓÃÁÒÃÅÌÙ Á ÐÉÃÔÕre in this exquisite little Gallery but is worthy of deep 

ÁÔÔÅÎÔÉÏÎȭȢ599 The exhibition walls were, therefore, a means through which local 

businesses could promote themselves, the exhibition functioning as an 

advertising space. For Moseley, this meant displaying his wares, demonstrating 

the calibre of the pictures he dealt in. 

                                                        
595 Catalogue (1839). 
596 Catalogue (1835), 6. 
597 Catalogue (1839), 3-10. 
598 Ibid, 5-6. 
599 That these paintings were for sale is denoted by the asterisk next to them in the catalogue; 
Ȱ-ÒȢ -ÏÓÅÌÅÙȭÓ 0ÉÃÔÕÒÅ 'ÁÌÌÅÒÙȟȱ The Derby Mercury, 4 August 1830. 
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Ȭ%NLARGING AND EXALTING THE MINDȭȡ ENCYCLOPAEDIC KNOWLEDGE AND 

EDUCATION AT THE EXHIBITION 

As the print makes apparent, the exhibition in 1839 was not limited to fine art 

alone; it inclÕÄÅÄ ÁÎ ÁÒÒÁÙ ÏÆ ÄÉÖÅÒÓÅ ÏÂÊÅÃÔÓ ȬÉÌÌÕÓÔÒÁÔÉÖÅ ÏÆȣ experimental 

philosophy, practical science, manufactures, natural history, and antiquity, and 

ÏÆ ÏÔÈÅÒ ÃÕÒÉÏÓÉÔÉÅÓȭȢ600  Including just under 2000 exhibits, the exhibition 

spanned nine rooms which were organised so the lecture hall was the first room 

entered.601  Following this, the second room contained two working printing 

presses and led into a corridor displaying flags, banners, models, machinery and 

an array of curiosities; the hall and staircase, the third space, displayed further 

pictures and busts, leading to the fourth room which contained prints, drawings, 

a collection of minerals, coins, and stuffed birds, and in which a Mrs Frost 

demonstrated lace-making; next the visitor entered the fifth room containing a 

working jacquard loom, the sixth displaying a collection of prints, minerals, 

fossils and with a man modelling clay figures, and the seventh room containing 

philosophical apparatus and where natural philosophy experiments were 

performed; lastly, the visitor ended by walking through room eight, with a silk 

velvet loom, engravings and curiosities on display, and entering the ninth room 

displaying specimens of natural history, human and other skeletons.602 Wright 

was, therefore, framed within an encyclopaedic range of exhibits that presented 

the visitor with a theatre of knowledge through which they were intended to be 

educated and entertained. 

 )Î ÁÍÁÓÓÉÎÇ ÓÕÃÈ Á ÃÏÌÌÅÃÔÉÏÎ ÔÈÁÔ ȬÅÖÅÒÙ ÒÏÏÍ ÉÎ ÔÈÅ ÂÕÉÌÄÉÎÇ ×ÁÓ 

crowded with objects that excited the liveliesÔ ÉÎÔÅÒÅÓÔȭȟ ÔÈÅ ÆÉÒÓÔ ÓÔÅÐ ÔÈÅ 

exhibition committee took was sending three thousand prospectuses announcing 

the exhibition and requesting loans [Fig.75]. 603  This highlights that from its 

inception there was a clear idea of what exhibits were to be included as requests 

were made for specific categories and types of object.604 The consensus was that 

                                                        
600 $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ ! 0ÕÂÌÉÃ %ØÈÉÂÉÔÉÏÎȣ ×ÉÌÌ ÂÅ opened on the 8thof May,1839, 56. 
601 Catalogue (1839). 
602 Ibid. 
603 $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ ! 0ÕÂÌÉÃ %ØÈÉÂÉÔÉÏÎȣȟ 56. 
604 Ibid. 
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ÔÈÅ ȬÅØÈÉÂÉÔÉÏÎ ÃÁÎÎÏÔ ÂÅ ÔÏÏ ÅØÔÅÎÓÉÖÅ ÁÎÄ ÖÁÒÉÅÄȭȢ605  That the committee 

succeeded in achieving this is apparent in the print  which corresponds with the 

description of the lecture hall in The Derby Mercury which noted that: 

The walls are completely covered with choice paintings, drawings, and 

cases of birds and animals from every quarter of the globe: - numerous 

tables are disposed in the floor of the hall in a manner which insures to 

the visitor an opportunity of inspecting separately and closely whatever 

ÉÓ ÍÏÓÔ ÁÔÔÒÁÃÔÉÖÅȣ /ÎÅ ÌÏÎÇ ÒÁÎÇÅ ÏÆ ÔÁÂÌÅÓ ÉÓ ÃÏÍÐÌÅÔÅÌÙ ÃÏÖÅÒÅÄ ×ÉÔÈ 

various philosophical apparatus, models of steam engines, telescopes, 

ÔÉÍÅ ÐÉÅÃÅÓ ǪÃȣ 4ÈÅÒÅ És a multitude of specimens of sculpture in 

marble, alabaster, wood and ivory, and castings in bronze, various 

metals, and some in a large scale in plaster from the antique; several 

sets of armour, an Egyptian mummy.606 

The paintings were, therefore, just part of the display which encompassed such 

curiosit ies as relics from Waterloo and an eight-foot-long )ÃÈÔÈÙÏÓÁÕÒÕÓ ÏÒ Ȭ&ÉÓÈ 

,ÉÚÁÒÄȭ ÓËÅÌÅÔÏÎȟ ÁÌÌ ÃÏÎÔÒÉÂÕÔÅÄ ÂÙ ÏÖÅÒ τππ ÄÉÆÆÅÒÅÎÔ ÌÅÎÄÅÒÓȢ607 Many of these 

can be identified in the print, such as the two groups of artificial flowers in wax 

lent by Miss Chambers, visible in glass jars on the left-hand side [Fig.76]. 

 These exhibits were arranged to create a pathway around the exhibition 

ÕÐÏÎ ÔÈÅ ÁÄÖÉÃÅ ÏÆ -Ò 4Ȣ "ÅÌÓÈÁ×ȟ ÆÒÏÍ ÔÈÅ -ÁÎÃÈÅÓÔÅÒ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȢ 

As the print shows, this circular route in the lecture hall was created by edging 

the room with cabinets and creating a large group of exhibits in the middle. This 

created a dynamic viewing experience as the visitor moved to look at different 

types of object, pulling back to get better views or drawing closer to inspect the 

smaller exhibits. The catalogue was, therefore, vital for navigating the thousands 

of exhibits making it unsurprising that 6000 copies were sold at sixpence each.608 

 Within the lecture hall, and the exhibition as a whole, there was an 

emphasis upon science and technology. Even in the advertisements for the 

                                                        
605 $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ ! 0ÕÂÌÉÃ %ØÈÉÂÉÔÉÏÎȣȟ 56 
606 Ȱ4ÈÅ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟȱ The Derby Mercury, 22 May 1839. 
607 Catalogue (1839), 11 & 21; Report of the Exhibition Committee, 8. 
608 Report of the Exhibition Committee, 6. 
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exhibition this was stressed typographically and in the calls for objects 

ÒÅÐÒÅÓÅÎÔÉÎÇ ȬÅØÐÅÒÉÍÅÎÔÁÌ ÐÈÉÌÏÓÏÐÈÙȟ ÐÒÁÃÔÉÃÁÌ ÓÃÉÅÎÃÅȟ ÍÁÎÕÆÁÃÔÕÒÅÓȭ 

[Fig.77].609 As The Derby Mercury ÒÅÐÏÒÔÅÄȟ ÉÔ ÂÒÏÕÇÈÔ ÔÏÇÅÔÈÅÒ ȬÓÐÅÃÉÍÅÎÓ ÏÆ 

mechanical skill, as connected with our manufactures, and make the uninitiated 

acquainted with those ingenious contrivances, that intricate machinery to which 

we are inÄÅÂÔÅÄ ÆÏÒ ÓÏ ÍÁÎÙ ÏÆ ÏÕÒ ÃÏÍÆÏÒÔÓ ÁÎÄ ÌÕØÕÒÉÅÓȢȭ610 This was most 

apparent in the rooms following the lecture hall where there were working 

ÍÁÃÈÉÎÅÓ ÁÎÄ ÌÉÖÅ ÅØÐÅÒÉÍÅÎÔÓȢ &ÏÒ ÅØÁÍÐÌÅȟ ÉÎ ÒÏÏÍ Ô×Ï ÔÈÅ #ÏÌÕÍÂÉÁÎ Ȭ%ÁÇÌÅȭ 

Press was run throughout the exhibition by J. Chadfield, producing a 

commemorative broadside that was for sale, enabling visitors to participate in 

the performance of the exhibition [Fig.78]. 611  The prints were not just for 

spectacle however; they demonstrated ÔÅÃÈÎÏÌÏÇÙ ÁÎÄ ÍÁÃÈÉÎÅÒÙȭÓ usefulness, 

in this case through making printed material cheaper and more accessible so that 

the diffusion of information, and thus education, became increasingly 

democratic. Similarly, the experiments performed in room seven demonstrate 

the importance placed upon scientific education through experiential learning 

which, no doubt, was built upon the scientific culture which had already been 

established in Derby during the 18th-century. 612  !Ó 2ÁÙÎÅÒȭÓ ÐÒÉÎÔ ÓÈÏ×Ó 

scientific instruments were some of the first objects met by the visitor reflecting 

ÓÃÉÅÎÃÅȭÓ ÐÌÁÃÅ ÁÔ ÔÈÅ ÈÅÁÒÔ ÏÆ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȢ 

 The prominence of science within the exhibition also corresponded with 

ÔÈÅ ÅÔÈÏÓ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎ ÔÏ ÐÒÏÖÉÄÅ ÎÏÎ-political scientific and 

technical education to working men with the aim of improvÉÎÇ ÔÈÅ ÔÏ×ÎȭÓ 

manufactures.613  7ÈÉÌÓÔ ÉÔ ÈÁÓ ÇÅÎÅÒÁÌÌÙ ÂÅÅÎ ÁÒÇÕÅÄ ÔÈÁÔ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ 

Institute movement failed to provide scientific education, such exhibitions are 

still representative of the pervasive scientific culture in the first half of the 19th-

century.614 The exhibitions can be viewed alongside the lecture courses run in 

                                                        
609 $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ ! 0ÕÂÌÉÃ %ØÈÉÂÉÔÉÏÎȣȟ 56. 
610 Ȱ-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟȱ The Derby Mercury, 15 May 1839. 
611 Catalogue (1839), 33. 
612 %ÌÌÉÏÔÔȟ Ȱ%ÒÁÓÍÕÓ $ÁÒ×ÉÎȟȱ ρ-29. 
613  $ÁÖÉÄ 'ÒÉÆÆÉÔÈÓȟ ȰȬ"ÌÅÎÄÉÎÇ )ÎÓÔÒÕÃÔÉÏÎ ×ÉÔÈ !ÍÕÓÅÍÅÎÔȭȡ 4ÈÅ (ÕÄÄÅÒÓÆÉÅÌÄ 0ÈÉÌÏÓÏÐÈÉÃÁÌ 
3ÏÃÉÅÔÙ %ØÈÉÂÉÔÉÏÎ ÏÆ ρψτπȟȱ Yorkshire Archaeological Journal 83, (2011), 179. 
614 )ÁÎ )ÎËÓÔÅÒȟ Ȱ3ÃÉÅÎÃÅ ÁÎÄ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )Îstitutes, 1820-ρψυπȡ 4ÈÅ ÃÁÓÅ ÏÆ 3ÈÅÆÆÉÅÌÄȟȱ Annals 
of Science 32, no.5 (1975), 451. 
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the provinces in aid of scientific education, like the lectures on chemistry and 

electricity , among other topics, ÈÅÌÄ ÁÔ $ÅÒÂÙȭÓ )ÎÓÔÉÔÕÔÅȢ615  These were in 

addition to the classes provided for members offering more direct instruction on 

such subjects as phrenology and chemistry.616 Thus, the experiments run at the 

exhibition were another extension of this educational programme. This has since 

been perceived as the popularisation of science as spectacle rather than 

instruction, representative of a wider shift from serious scientific education 

ÔÏ×ÁÒÄÓ ÓÏÃÉÁÌ ÁÎÄ ÃÕÌÔÕÒÁÌ ÁÃÔÉÖÉÔÉÅÓ ÉÎ ÔÈÅ ÒÏÌÅ ÏÆ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅÓȢ617 

Nevertheless, as Ian Inkster has argued, this does not preclude Institutes from 

having a role in the cultural and scientific activities of the provinces or from 

representing local scientific culture during the first half of the 19th-century.618 

 !ÇÁÉÎÓÔ ÔÈÉÓ ÂÁÃËÄÒÏÐȟ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÓÅÅÍ ÉÎÃÏÎÇruous. Their 

subject matter appears at a disjuncture with the scientific, mechanical and 

technological nature of many of the exhibits. This is made more apparent in the 

ÃÏÎÓÐÉÃÕÏÕÓ ÁÂÓÅÎÃÅ ÏÆ 7ÒÉÇÈÔȭÓ ÅÁÒÌÙ ÅØÈÉÂÉÔÉÏÎ ÐÉÅÃÅÓ ×ÈÉÃÈ ÔÁËÅ ÓÃÉÅÎÔÉÆÉÃ ÏÒ 

industrial subjects. As these paintings had typically been purchased by 

aristocrats without connections to Derby, one reason for their omission may have 

been the difficulty of accessing them. More importantly, however, it also indicates 

that in 1839 these paintings had not yet been claimed as archetypal images of 

provincial enlightenment culture or as insights into 18th-century industrial 

Derby.619 Additionally, it also suggests that they had not yet attained their status 

as pillars of the Wright canon either, the literary and landscape subjects 

continuing to be understood as his most significant output and associated with 

his relationship with Derby. 

 9ÅÔ ÔÈÉÓ ÄÏÅÓ ÎÏÔ ÍÅÁÎ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ×ÅÒÅ ÅÎÔÉÒÅÌÙ ÕÎÒÅÌÁÔÅÄ ÔÏ 

science in the exhibition; they were apprÏÐÒÉÁÔÅÄ ×ÉÔÈÉÎ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÃÏÎÃÅÒÎ 

with design and improving manufacture. The industrialisation and 

                                                        
615 )ÎËÓÔÅÒȟ Ȱ3ÃÉÅÎÃÅ ÁÎÄ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅÓȟȱ τυυȢ 
616 Ibid. 
617 -ÉÃÈÁÅÌ $Ȣ 3ÔÅÐÈÅÎÓ ÁÎÄ 'ÏÒÄÏÎ 7Ȣ 2ÏÄÅÒÉÃËȟ Ȱ3ÃÉÅÎÃÅȟ ÔÈÅ ×ÏÒËÉÎÇ ÃÌÁÓÓÅÓ ÁÎÄ -ÅÃÈÁÎÉÃÓȭ 
)ÎÓÔÉÔÕÔÅÓȟȱ Annals of Science 29, no.4 (1972), 353. 
618 )ÎËÓÔÅÒȟ Ȱ3ÃÉÅÎÃÅ ÁÎÄ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅÓȟȱ τυυȢ 
619 4ÈÉÓ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ 7ÒÉÇÈÔȭÓ ÅÁÒÌÙ ÅØÈÉÂÉÔÉÏÎ ÐÉÅÃÅÓ ×ÁÓ ÄÅÖÅÌÏÐÅÄ ÉÎ &ÒÁÎÃÉÓ +ÌÉÎÇÅÎÄÅÒȭÓ 
Art and the Industrial Revolution (1947). 



Chapter Four: 1839 

137 
 

mechanisation of manufactures in the early 19th-century had raised concerns 

about the quality of design and execution in Britain, particularly as there was 

increasing market competition from abroad.620 Consequently design became a 

governmental concern leading to the establishment of the parliamentary Select 

Committee on Arts and Manufactures in 1835.621 This focussed upon the status 

of art, its relationship to manufacture, and the best means of extending the 

ÐÏÐÕÌÁÔÉÏÎȭÓ ËÎÏ×ÌÅÄÇÅ ÏÆ ÁÒÔ ÁÎÄ ÄÅÓÉÇÎȟ ÐÁÒÔÉÃÕÌÁÒÌÙ ÔÈÅ ÍÁÎÕÆÁÃÔÕÒÉÎÇ 

population. 622  Its findings focussed upon the utilitarian value of art as an 

exemplum of good design, a means of inspiring the producer, and as a way of 

cultivating good taste in consumers.623 Accordingly, the report recommended 

establishing a national program of art education, bringing art and manufacture 

closer together, and the use of museums and galleries to provide models of 

decorative arts appropriate to the industries in the locale.624 The results of this 

were most clearly manifested in the Victoria and Albert Museum, yet these 

ÄÅÂÁÔÅÓ ÁÒÅ ÁÌÓÏ ÅÖÉÄÅÎÃÅÄ ÉÎ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÍÏÖÅÍÅÎÔȭÓ ÁÉÍ ÔÏ 

ÐÒÏÖÉÄÅ ÆÏÒ ȬÔÈÅ ÉÎÓÔÒÕÃÔÉÏÎ ÏÆ ÔÈe members in the principles of the arts they 

ÐÒÁÃÔÉÃÅȭȢ625 As part of this, exhibitions became another medium through which 

examples of good design could be displayed and through which art could be made 

more accessible to the public.626 Following the agenda of the movement as a 

whole, it seems likely that, as with the scientific and technological objects on 

display, the art was also intended to inspire and inform the visitor with the aim 

of raising local manufacture through encouraging good design. Consequently, 

7ÒÉÇÈÔȭÓ ÐÒÏÍÉÎÅÎÃÅ ÉÍÐÌÉÅÓ he was also being claimed as an artist of good 

design, his meticulous and careful style lending itself to the promotion of high 

levels of skill in design and draughtsmanship. 

                                                        
620 Morris, 9. 
621 Ibid. 
622 Ibid. 
623 0ÁÕÌ !Ȣ #Ȣ 3ÐÒÏÌÌȟ Ȱ-ÁÔÔÅÒÓ ÏÆ 4ÁÓÔÅ ÁÎÄ -ÁÔÔÅÒÓ ÏÆ #ÏÍÍÅÒÃÅȡ "ÒÉÔÉÓÈ 'ÏÖÅÒÎÍÅÎÔ )ÎÔÅÒÖÅÎÔÉÏÎ 
ÉÎ !ÒÔ %ÄÕÃÁÔÉÏÎ ÉÎ ρψσυȟȱ Studies in Art Education 35, no.2 (1994), 109. 
624 Ibid, 108-110. 
625 G. W. Roderick and M. D. Stephens, Education and industry in the nineteenth century: The 
English disease? (London & New York: Longman, 1978), 60. 
626 Sproll, 107. 
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 Despite the importance placed upon design and science in 1839, it is 

noteworthy t hat these were just two aspects of the knowledge on display. For 

example, there were a number of classical sculptures and casts on display 

ÉÎÃÌÕÄÉÎÇ ÔÈÅ 6ÅÎÕÓ ÄÅȭ -ÅÄÉÃÉ ÁÎÄ ÔÈÅ 7ÁÒ×ÉÃË 6ÁÓÅ [Fig. 79 and 80]. As classical 

sculpture was viewed as the pinnacle of artistic achievement, the epitome of ideal 

beauty and unity of thought, these sculptures associated the exhibition and its 

visitors with high culture and aesthetic taste.627 The instruments, apparatus and 

models on the other hand, shown in the foreground of the print and including a 

42-ÉÎÃÈ ÒÅÆÒÁÃÔÉÎÇ ÔÅÌÅÓÃÏÐÅȟ Á ÇÌÏÂÅ ÁÎÄ Á ÍÁÒÉÎÅÒȭÓ ÃÏÍÐÁÓÓȟ ÒÅÆÅÒÒÅÄ ÔÏ ÔÈÅ 

progress made in industry and science [Fig.81]. !ÃËÅÒÍÁÎÎȭÓ ÐÈÏÔÏÇÅÎÉÃ 

drawing apparatus is a notable example of this; it was the first photographic 

manual in the world and had only recently been published in April 1839.628 An 

eight-ÐÁÇÅ ÐÁÍÐÈÌÅÔȟ ÉÔ ÐÒÏÖÉÄÅÄ ÉÎÓÔÒÕÃÔÉÏÎÓ ÆÏÒ ÕÓÉÎÇ (ÅÎÒÙ &ÏØ 4ÁÌÂÏÔȭÓ 

pioneering paper negative process and was, therefore, innovative as a document 

and in addressing a new medium of image-making.629  Its representation in 

2ÁÙÎÅÒȭÓ ÐÒÉÎÔ also highlights the blurred line between moral and commercial 

motivations in the exhibition as in its display of the pamphlet it functioned like a 

shop counter [Fig.82]. Although it is likely the apparatus was only current for a 

short time as, by the 1840s, the publication of such manuals was already slowing, 

its display ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÃÕÒÒÅÎÃÙ ÁÎÄ ÉÎÔÅÒÅÓÔ ÉÎ ÎÅ× ÔÅÃÈÎÏÌÏÇÙȢ630 

This was underscored further by the portraits of great industrialists and thinkers, 

like Strutt and Darwin. Seen together the different forms of knowledge displayed 

expressed the two principal themes of the exhibition ɀ cultural progression and 

pioneering technology and science ɀ joined under the umbrella of human 

advancement. 

 The emphasis on progress was also expressed through the process of 

making in the exhibition, like Mrs Frost in room four making Buckinghamshire 

or cushion lace.631 As a handmade lace, this seems contradictory but as it was 

                                                        
627 Martina Droth, Jason Edwards and Michael Hatt, eds., Sculpture Victorious: Art in an Age of 
Invention, 1837-1901 (New Haven & London: Yale University Press, 2014), 51. 
628  John Hannavy, ed., Encyclopeadia of Nineteenth-Century Photography, vol.1 (New York & 
London: Routledge, 2008), 177. 
629 Ibid. 
630 Ibid. 
631 Catalogue (1839), 37. 
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followed by a working jacquard loom in room five the exhibition illustrated the 

industrial progression from hand to machine made lace, one of the East Midlandsȭ 

most important manufactures.632 The loom would have underscored the recent 

advances made in industry through progressive technology. Similarly, the 

working printing press, the braiding and tagging machines and the working 

ÍÏÄÅÌ ÏÆ ÔÈÅ 3ËÅ× "ÒÉÄÇÅ ÏÖÅÒ 2ÅÇÅÎÔȭÓ 0ÁÒË ÃÁÎÁÌ ÁÌÌ ÃÏÎÖÅÙÅÄ Á ÓÅÎÓÅ ÏÆ 

industry and activity. 633  The sound and bustle of working machines in the 

exhibition would have also given a sense of movement and dynamism in keeping 

with the idea of progression. The exhibition was not recording static historical 

moments therefore, but projecting a sense of ongoing process and development. 

 4ÈÉÓ ÉÓ ÁÌÓÏ ÉÎ ËÅÅÐÉÎÇ ×ÉÔÈ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÁÌÌ-encompassing approach to 

knowledge, presenting the visitor with a world-view through its exhibits.   The 

variety and juxtapositions this created is apparent in the print and in the 

contemporary cÏÍÍÅÎÔ ÔÈÁÔ ÉÔ ×ÁÓ ȬÁÎ ÏÐÐÏÒÔÕÎÉÔÙ ÏÆ ÖÉÅ×ÉÎÇ ÁÎÄ ÅØÁÍÉÎÉÎÇȟ 

what, in the ordinary course of things, might never have fallen under their 

ÏÂÓÅÒÖÁÔÉÏÎȭȢ634 This was not uncommon of exhibitions of the time, particularly 

ÔÈÏÓÅ ÉÎ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅÓȟ 4ÏÓÈÉÏ +ÕÓÁÍÉÔÓÕ ÏÂÓÅÒÖÉÎÇ ÔÈÁÔ ȬÔÈÅ ÁÐÐÅÁÒÁÎÃÅ 

of the exhibition rooms combined that of the fine art gallery, the science museum, 

the natural history museum and perhaps the Egyptian rooms of the British 

-ÕÓÅÕÍȭȢ635 That the exhibition included an Egyptian mummy with coffins only 

confirms this.636 Its heterogeneity and lack of differentiation between exhibits 

removed hierarchical distinctions by displaying all knowledges as equally 

important in demonstrating the products, manufactures and resources of the 

world and in educating the visitor. Such exhibitions were the successor to 

cabinets of curiosities, therefore, where diverse objects were displayed for the 

instruction and refinement of the viewer. They were intentionally encyclopaedic 

in their  approach therefore, seeking to unfold the riches of the world before the 

ÖÉÓÉÔÏÒȭÓ ÅÙÅÓ, as was later adopted by the Great Exhibition in 1851. As Kusamitsu 

ÈÁÓ ÁÒÇÕÅÄȟ ÔÈÅ ÅÁÒÌÉÅÒ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÅØÈÉÂÉÔÉÏÎÓ ×ÅÒÅ Á ÆÏÒÅÒÕÎÎÅÒ ÁÎÄ 

                                                        
632 Catalogue (1839), 42. 
633 Ibid, 33-36. 
634 J. Chadfield, broadside, 1839, Derby Museum and Art Gallery. 
635 Kusamitsu, 77. 
636 Catalogue (1839), 30. 
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direct influence upon 1851 which, although larger in scale with even more 

heterogeneous and international exhibits, shared many of the same 

characteristics [Fig. 83 and 84].637 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ ÉÎ ρψσω ×ÁÓȟ ÔÈÅÒÅÆÏÒÅȟ ÁÓ ÏÎÅ 

ÁÓÐÅÃÔ ÏÆ ÔÈÅ ×ÏÒÌÄȭÓ ÒÉÃÈes; in this respect his association with science began 

early in his afterlife as art and science were united within the encyclopaedic 

display. 

 The prevalence of this approach to knowledge in Derby is also reflected in 

the opening of Derby Arboretum in 1840. This was a gift to the town from Joseph 

Strutt and cÁÎ ÂÅ ÃÌÏÓÅÌÙ ÒÅÌÁÔÅÄ ÔÏ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÅØÈÉÂÉÔÉÏÎ ÁÓ ÂÏÔÈ 

×ÅÒÅ ÄÉÓÐÌÁÙÓ ÉÎÔÅÎÄÅÄ ÆÏÒ ȬÒÁÔÉÏÎÁÌȭ ÅÎÊÏÙÍÅÎÔȢ638 The arboretum was designed 

so that no two trees or plants were the same, putting thousands of different 

specimens on display for the visitor as they walked round so that they could be 

educated and entertained [Fig.85].639  Again, like the exhibition, it also had a 

catalogue guiding the visitor around and encouraging an interest in and 

knowledge of the plants by detailing their history, different specimens, their uses 

and appearances, and the associations made with them.640 The arboretum was 

also experienced as an exhibition. As Paul Elliott, Charles Watkins and Stephen 

Daniels have highlighted, it was intended to be the material realisation of 

LoÕÄÏÎȭÓ Arboretum Brittanicum, 18σψȟ ÁÃÔÉÎÇ ÁÓ Á ȬÌÉÖÉÎÇ ÍÕÓÅÕÍȭȟ ÒÅÓÅÍÂÌÉÎÇ 

ÁÎ ÅÎÃÙÃÌÏÐÁÅÄÉÁ ÏÆ ÔÈÅ ×ÏÒÌÄȭÓ ÆÌÏÒÁ ÁÎÄ ÆÁÕÎÁȢ641 

 Significantly, the adoption of an encyclopaedic approach in both the 

exhibition and arboretum was closely connected to the currency of the idea of 

rational recreation at this time. By displaying exhibits of various kinds of 

knowledge and from across the world, they were intended to inspire, educate and 

entertain the visitor. Therefore, the arboretum as a practical solution to the 

closure of common land was firmly couched in terms of social welfare and class 

improvement; it aimed to provide $ÅÒÂÙȭÓ ÃÉÔÉÚÅÎÓ with  the health benefits of 

                                                        
637 Kusamitsu, 86. 
638 Loudon, 85. 
639 Ibid, 72. 
640 Ibid. 
641 Elliott, Watkins and Daniels, 135 & 147. 
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fresh air and exercise whilst also offering instructive recreation as opposed to the 

ȬÄÅÂÁÓÉÎÇ ÐÕÒÓÕÉÔÓ ÁÎÄ ÂÒÕÔÁÌÉÓÉÎÇ ÐÌÅÁÓÕÒÅÓȭ ÏÆ ÁÌÃÏÈÏÌ ÁÎÄ ÇÁÍÂÌÉÎÇ.642 

The exhibition as a ÆÏÒÍ ÏÆ ÒÁÔÉÏÎÁÌ ÒÅÃÒÅÁÔÉÏÎȟ Á ȬÍÅÁÎÓ ÏÆ ÅÎÌÁÒÇÉÎÇ ÁÎÄ 

ÅØÁÌÔÉÎÇ ÔÈÅ ÍÉÎÄȭȟ was a running discourse throughout its inception, 

organisation and reception.643  This is most evident in the report of the exhibition 

ÃÏÍÍÉÔÔÅÅ ×ÈÉÃÈ ÃÏÎÃÌÕÄÅÄ ÔÈÁÔ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ×ÁÓ Ȭ×ÅÌÌ ÃÁÌÃÕÌÁÔÅÄ ÔÏ ÐÒÏÍÏÔÅ 

the great objects of popular instruction and improvement, by fixing the attention, 

by giving a salutary direction to the current of the thoughts, and by elevating the 

ÍÉÎÄÓ ÏÆ ÔÈÅ ÇÒÅÁÔ ÍÁÓÓ ÏÆ ÔÈÅ ÐÅÏÐÌÅȢȭ644 The report then continues to state the 

belief that the exhibition had great potential to improve its visitors as it was 

hoped: 

that a taste for the fine arts has in many instances been excited where it 

was either wanting or dormant; that the indolent have been stimulated 

to industry, and the industrious to greater exertions; that the 

contemplation of such a combination of excellencies will lead many to 

investigate the phenomena of nature, or to examine the productions of 

human ingenuity.645 

 This was not to the exclusion of entertainment however; it was recognised 

that the spectacular nature of the exhibition was entertaining as well as 

informative. An example of this is the broadside produced at the exhibition . The 

poem included with it explicitly states ÔÈÁÔ ÔÈÅ ÐÒÉÎÔÉÎÇ ÐÒÅÓÓ ȬÂÅÁÒȭÓÔ ÁÌÏÎÇ ÔÈÅ 

ÓÔÏÒÅȟ ÏÆ +ÎÏ×ÌÅÄÇÅȟ 3ÃÉÅÎÃÅȟ &ÁÎÃÙȭÓ ÐÌÅÁÓÉÎÇ ÓÔÒÁÉÎȭȢ646 Thus, like the exhibition, 

print was a medium through which knowledge could be disseminated to a large 

audience. IÎ ÆÁÃÔȟ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ success was attributed to its combination of 

ȬÒÁÔÉÏÎÁÌ ÁÍÕÓÅÍÅÎÔ ×ÉÔÈ ÉÎÓÔÒÕÃÔÉÏÎȭȢ647  

                                                        
642 Loudon, 85. 
643 Chadfield, broadside. 
644 Report of the Exhibition Committee, 7. 
645 Ibid , 9. 
646 Chadfield, broadside. 
647 Report of the Exhibition Committee, 8. 
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 A sense of this is also apparent in a poem written to commemorate the 

exhibition: 

Scene follows scene, in this instructive Dome,  

That sweetly lures the wondering eye to roam  

7ÉÔÈ ÒÁÐÔÕÒȭÄ ÇÁÚÅȟ ÁÎÄ ÊÏÙȟ ÔÈÅ ×ÈÉÌÅȟ ÔÏ ÆÉÎÄ  

Each valued store of Art sublime, combined  

7ÉÔÈ .ÁÔÕÒÅȭÓ ÔÒÅÁÓÕÒÅÓȟ ×ÈÅÎÃÅ ÉÍÐÒÏÖÅÍÅÎÔ ÓÏÕÇÈÔ  

"Ù ÓÔÕÄÉÏÕÓ 9ÏÕÔÈȟ ×ÉÌÌ ȰÒÅÁÒ ÔÈÅ ÔÅÎÄÅÒ ÔÈÏÕÇÈÔȱ  

To Wisdom, that, with blandly-breathed control,  

Exalts the mind, and elevates the soul.648 

Through its narrative, the poem offers a model response to the exhibition by 

giving the example of an eager visitor, attending the exhibition with a desire to 

learn and reaping the rewards of this through gaining both an improved mind 

and soul. Reinforced by pÈÒÁÓÅÓ ÌÉËÅ ȬÉÎÓÔÒÕÃÔÉÖÅ $ÏÍÅȭ ÁÎÄ ȬÖÁÌÕÅÄ ÓÔÏÒÅ ÏÆ !ÒÔ 

ÓÕÂÌÉÍÅȟ ÃÏÍÂÉÎÅÄ ×ÉÔÈ .ÁÔÕÒÅȭÓ ÔÒÅÁÓÕÒÅÓȭ, the exhibition is framed as an 

ȬÉÎÔÅÌÌÅÃÔÕÁÌ ÔÒÅÁÔȭȟ Á ÐÌÁÃÅ ÏÆ ÌÅÁÒÎÉÎÇ ÁÎÄ Émprovement.649 Yet this poem also 

suggests that the exhibition, like the arboretum, was experienced like a 

panorama. These were large-scale paintings that encircled the audience to give a 

360° view, encouraging ÔÈÅ ȰÒÅÁÄÉÎÇȱ ÏÆ ÔÈÅ ÓÃÅÎÅ ÁÎÄ communicating 

geographical or historical knowledge in a readily intelligible form to visitors of 

varying education.650  

The poem also shows that the exhibition was understood in terms of 

ÒÁÔÉÏÎÁÌ ÒÅÃÒÅÁÔÉÏÎ ÂÅÙÏÎÄ ÔÈÅ ÏÆÆÉÃÉÁÌÄÏÍ ÏÆ ÉÔÓ ÏÒÇÁÎÉÓÅÒÓ ÏÒ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ 

Institut e. 4ÈÅ $ÅÒÂÙ -ÅÒÃÕÒÙȭÓ claim that the exhibition would produce in the 

ÖÉÓÉÔÏÒ ȬÁ ÌÁÕÄÁÂÌÅ ÆÅÅÌÉÎÇ ÏÆ ÅÍÕÌÁÔÉÏÎ ×ÈÉÃÈ ÉÎÃÒÅÁÓÅÓ ÔÈÅÉÒ ÁÒÄÏÕÒ ÉÎ ÔÈÅ ÐÕÒÓÕÉÔ 

of their object, and often leads them to higher attainments, and enables them to 

make nearer approachÅÓ ÔÏ ÐÅÒÆÅÃÔÉÏÎȭȟ reiterates this.651  The exhibition was 

publically recognised as a means of raising the aspirations and achievements of 

                                                        
648 Ȱ,ÉÎÅÓ ÃÈÉÅÆÌÙ ÓÕÇÇÅÓÔÅÄ ÂÙ ÉÎÔÅÒÅÓÔÉÎÇ ÏÂÊÅÃÔÓ ÉÎ ÔÈÅ ÄÅÐÁÒÔÍÅÎÔ ÏÆ ÎÁÔÕÒÁÌ ÈÉÓÔÏÒÙ ÁÔ ÔÈÅ 
-ÅÃÈÁÎÉÃÓȭ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 3 July 1839. 
649 Ȱ-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟȱ The Derby Mercury, 15 May 1839. 
650 Altick, 196. 
651 Ȱ-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟȱ The Derby Mercury, 15 May 1839. 
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the local population. 7ÒÉÇÈÔ ×ÁÓȟ ÔÈÅÒÅÆÏÒÅȟ ÉÍÐÌÉÃÁÔÅÄ ÉÎ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÁÇÅÎÄÁ 

to improve its visitors and the wider ÂÅÌÉÅÆ ÔÈÁÔ ÁÒÔ ÃÏÕÌÄ ÂÅ ÕÓÅÄ ÔÏ ȬÅØÐÁÎÄ ÔÈÅÉÒ 

ÍÉÎÄÓ ÁÎÄ ÉÍÐÒÏÖÅ ÔÈÅÉÒ ÈÅÁÒÔÓȭȢ652 

 

Ȭ4HE IMPROVEMENT OF THE TOWN HAS NOT BEEN NEGLECTEDȭȡ THE 

EXHIBITION WITHIN DERBYȭS CIVIC CULTURE AND DEVELOPMENT 

DÕÒÉÎÇ ÔÈÅ ρψσπÓ ÁÎÄ ρψτπÓ ÁÔÔÅÎÔÉÏÎ ÔÕÒÎÅÄ ÔÏ×ÁÒÄÓ $ÅÒÂÙȭÓ material and 

social development which, as with the extension of street lighting in the 1820s 

and 30s or the construction of new buildings, were frequently couched in the 

language of improvement. The vice-ÐÒÅÓÉÄÅÎÔ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅȟ $ÏÕÇÌÁÓ 

Fox, assert ed ÔÈÁÔ ȬÉÎ ÎÏ ÐÌÁÃÅ ×ÁÓ ÔÈÅÒÅ ÍÏÒÅ ÁÃÔÉÖÉÔÙ ÏÒ ÓÕÃÃÅÓÓ ÉÎ ÉÎÔÒÏÄÕÃÉÎÇ 

ÓÕÃÈ ÉÍÐÒÏÖÅÍÅÎÔÓ ÔÈÁÎ ÉÎ ÔÈÅ ÔÏ×Î ÏÆ $ÅÒÂÙȣ ÁÎÄ ÉÔ ×ÁÓ ÍÏÓÔ ÄÅÌÉÇÈÔÆÕÌ ÔÏ 

ÏÂÓÅÒÖÅ ÈÏ× ÔÈÅ ÆÅÅÌÉÎÇÓ ÏÆ ÔÈÅ ÐÏÐÕÌÁÔÉÏÎ ×ÅÒÅ ÃÈÁÎÇÉÎÇ ÆÏÒ ÔÈÅ ÂÅÔÔÅÒȭȢ653 The 

idea of rational recreation promoted in the exhibition and arboretum was 

implicated in this wider concern with improvement, as is apparent in the speech 

Joseph Strutt gave at the opening of the Arboretum in which he stated that:  

the improvement of the town has not been neglected; and I should only 

have to refer to the recent improvements in our streets and public 

buildings, to the establishment of our efficient Police, and to the almost 

ÕÎÅØÁÍÐÌÅÄ ÓÕÃÃÅÓÓ ×ÈÉÃÈ ÈÁÓ ÁÔÔÅÎÄÅÄ ÏÕÒ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ ÉÆ ) 

wished to give instances of the adoption of measures for promoting the 

convenience, the good order, and the instruction of our population.654 

Subsequently, the exhibitionȟ ÐÁÒÔÉÃÕÌÁÒÌÙ ÁÓ ÐÁÒÔ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ 

programme, can be understood as one of the improving steps taken ÂÙ ÔÈÅ ÔÏ×ÎȭÓ 

ÍÉÄÄÌÅ ÃÌÁÓÓ ÁÎÄ ÁÓ ÐÁÒÔ ÏÆ ÔÈÅ ÅÆÆÏÒÔÓ ÍÁÄÅ ÔÏ ÁÓÓÅÒÔ $ÅÒÂÙȭÓ prosperity by 

competing with other towns, engaging with the emerging exhibition culture, and 

participating in national discourses around class and social welfare. 

                                                        
652 Ȱ.ÁÔÉÏÎÁÌ -ÏÎÕÍÅÎÔÓ ÁÎÄ %ØÈÉÂÉÔÉÏÎÓ ÏÆ !ÒÔÓȟȱ The Morning Post, 31 May 1837. 
653 Ȱ/ÐÅÎÉÎÇ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ (ÁÌÌȟ $ÅÒÂÙȟȱ The Derby Mercury, 25 October 1837. 
654 Loudon, 83. 
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 This was a concÅÒÎ ÔÈÁÔ ×ÁÓ ÁÔ ÔÈÅ ÈÅÁÒÔ ÏÆ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ 

)ÎÓÔÉÔÕÔÉÏÎÓ ÅÔÈÏÓȢ %ÓÔÁÂÌÉÓÈÅÄ ÏÎ ρρ !ÐÒÉÌ ρψςυ ×ÉÔÈ ÔÈÅ ÂÁÃËÉÎÇ ÏÆ ȬÓÅÖÅÒÁÌ 

ÐÁÔÒÏÎÓ ÏÆ ÅÄÕÃÁÔÉÏÎ ÉÎ ÔÈÅ 4Ï×Î ÁÎÄ ÎÅÉÇÈÂÏÕÒÈÏÏÄȭȟ ÉÎÃÌÕÄÉÎÇ *ÏÓÅÐÈ 3ÔÒÕÔÔȟ 

ÔÈÅ ÆÉÒÓÔ ÐÒÅÓÉÄÅÎÔȟ ÔÈÅ )ÎÓÔÉÔÕÔÅȭÓ ÃÏÒÅ ÐÒÉÎÃÉÐÌÅ ÁÎÄ ÆÉÒÓÔ ÒÕÌÅ ×ÁÓ ȬÔÏ ÓÕÐÐÌÙ ÉÔÓ 

Members with the means of acquiring useful knowledgeȭȢ655 In order to achieve 

this a library was quickly begun which, by 1834, had amassed over 1000 books 

covering subjects from mathematics to travel and theology, as well as a collection 

of philosophical apparatus including an air pump and electrometer.656 As has 

already been mentioned, it also ran a comprehensive lecture programme with 

ÐÒÁÃÔÉÃÁÌ ÁÐÐÌÉÃÁÔÉÏÎ ÉÎ ÍÉÎÄȟ ÁÓ ÉÓ ÁÐÐÁÒÅÎÔ ÉÎ $Ò &ÏØȭÓ ÌÅÃÔÕÒÅÓ ÏÎ ÔÈÅ ÒÁÉÌ×ÁÙ 

which weÒÅ ȬÉÎÔÅÎÄÅÄ ÔÏ ÇÉÖÅ ÁÎ ÉÍÐÅÔÕÓ ÔÏ ÔÈÅ ÐÕÂÌÉÃ ÍÉÎÄ ÔÏ×ÁÒÄÓ ÍÅÃÈÁÎÉÃÁÌ 

ÐÕÒÓÕÉÔÓȭ [Fig.86].657 The popularity of these reflected the membership revival of 

the Institute in the 1830s and their entertainment value, as many included 

demonstrations and experiments.658 The exhibition was in keeping with this, 

therefore, aiming to provide knowledge that could inspire and be applied by the 

ÖÉÓÉÔÏÒ ÁÓ ×ÁÓ ÅØÐÒÅÓÓÅÄ ÂÙ ÔÈÅ ÃÏÍÍÉÔÔÅÅ ÉÎ ÔÈÅÉÒ ÈÏÐÅ ÔÈÁÔ ȬÔÈÅ ÇÅÎÅÒÁÌ ÒÅÓÕÌÔ 

will contribute to the moral as well as to the intellectual improvement of the 

ÍÅÍÂÅÒÓ ÏÆ ÔÈÅ ÉÎÓÔÉÔÕÔÉÏÎȢȭ659 

 Even the acquisition of the premises from Samuel Fox in 1832 and its 

extension in 1837 to include the large lecture hall and a library were framed in 

terms of improvement as they were justified as a means of extending the 

educational remit of the institution [Fig.87]. 660  7ÉÌÌÉÁÍ -ÁÎÓÆÉÅÌÄ #ÏÏÐÅÒȭÓ 

adoption of a neoclassical architectural style for the design of the extension ɀ 

ÅÖÉÄÅÎÔ ÉÎ 2ÁÙÎÅÒȭÓ ÐÒÉÎÔ in the friezes, engaged ionic columns and coffered 

ceiling reminiscent of the Pantheon ɀ reiterated this by associating the Institute 

with ancient civilisation, the founders of democracy, advanced reason and 

                                                        
655 CÈÁÄÆÉÅÌÄȟ ÂÒÏÁÄÓÉÄÅȠ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ 2ÕÌÅÓ ÏÆ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎ 
(Derby: R. Keene, 1825), 2. 
656  #ÁÔÁÌÏÇÕÅ ÏÆ ÔÈÅ ,ÉÂÒÁÒÙ ÁÎÄ !ÐÐÁÒÁÔÕÓ ÂÅÌÏÎÇÉÎÇ ÔÏ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ 
established 1825 (Derby: W. & W. Pike, 1834). 
657 Ȱ$ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟȱ The Derby Mercury, 7 November 1838. 
658  Ȱ$ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟȱ The Derby Mercury, 19 December 1838; Elliott, Derby 
Philosophers, 245. 
659 Report of the Exhibition Committee, 9. 
660 Ȱ/ÐÅÎÉÎÇ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ (ÁÌÌȟ $ÅÒÂÙȟȱ The Derby Mercury, 25 October 1837; Report of the 
Exhibition Committee, 3. 
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morality [Fig. 88 and 89].661 Held within this building, which architecturally also 

had parallels with the Royal Academy premises, these connotations dignified the 

exhibition. Furthermore, by appearing as a temple of learning and culture, the 

building reflected the security and success of the Institute in the 1830s as it was 

ÕÎÄÅÒÓÔÏÏÄ ÔÏ ÈÁÖÅ ȬÆÕÒÎÉÓÈÅd a promise and a pledge of still greater utility and 

ÐÅÒÍÁÎÅÎÃÅȢȭ662 

   This latter point is significant, as well as practically responding to the 

growth in membership and the educational demands this brought, the extension 

also demonstrates $ÅÒÂÙȭÓ ÅÎÇÁÇÅÍÅÎÔ ×ÉÔÈ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÍÏÖÅÍÅÎÔ 

as a whole. Costing £2000, the debts of which provided another impetus for the 

exhibition, the hall was imposing in size and grandeur, asserting the prosperity 

of the Institution ÁÎÄ ÔÈÅ ÔÏ×ÎȭÓ ÁÂÉÌÉÔÙ ÔÏ ÐÒÏÖÉÄÅ for its citizens.663 !Ó 2ÁÙÎÅÒȭÓ 

print shows, the hall was top-lit which was considered the best lighting for 

exhibitions, adding further prestige to the town as few had purpose-built 

exhibition spaces at this time.664  Consequently, the extension would have 

asÓÅÒÔÅÄ $ÅÒÂÙȭÓ ÐÒÅ-eminence and distinction among the other Institutions 

across the country. 

 "Ù ÔÈÅ ρψσπÓ ÁÎÄ ÅÁÒÌÙ ρψτπÓ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎ movement had 

spread to the extent that there were institutions not only in cities but also in 

many smaller towns throughout Britain.665 First established from a break-away 

group of the Andersonian Institute in Glasgow in 1823, the institute had proved 

so successful that others quickly followed, all with a core concern to improve the 

educational opportunities of the working class.666  As Michael Stephens and 

Gordon Roderick have discussed, the quick success of the movement was 

primarily due to  the belief that skilled workmen would be needed in the new 

technological society; a popular and widespread interest in science; and, the 

growing movement for the provision of popular education.667  Through 

                                                        
661 Droth, Edwards and Hatt, 176. 
662 Report of the Exhibition Committee, 3-4. 
663 Ibid, 4. 
664 Fawcett, 115. 
665 3ÔÅÐÈÅÎÓ ÁÎÄ 2ÏÄÅÒÉÃËȟ Ȱ3ÃÉÅÎÃÅȟȱ συσȢ 
666 Ibid, 350. 
667 Stephens and Roderickȟ Ȱ3ÃÉÅÎÃÅȟȱ συπȢ 
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instructing their members by providing libraries, lectures and classes it was 

ÂÅÌÉÅÖÅÄ ÔÈÅ ÉÎÓÔÉÔÕÔÅȭÓ ÈÁÄ ÁÎ ÉÍÐÏÒÔÁÎÔ ÒÏÌÅ ÔÏ ÐÌÁÙ ÉÎ ÉÍÐÒÏÖÉÎÇ ÔÈÅ ÓÏÃÉÁÌ ÁÎÄ 

moral welfare of the working class.668 Clearly sharing these common objectives, 

Derby was also actively engaged in the nationwide network of institutions; even 

prior to its establishment Joseph Strutt corresponded with the institutions in 

Manchester, Glasgow and Edinburgh to learn more about them.669 This continued 

throughout its history, as when a committee was elected to enquire about how 

other institutions were run before the Derby Institute was reorganised and, 

again, in 1880 when it published a report on how other Institutes assisted 

members in acquiring useful and technical knowledge.670 Derby was, therefore, 

situating itself in relation to the wider culture of the movement and participating 

in the national response to the perceived need for improved education, expressed 

in ÔÈÅ ÈÙÐÅÒÂÏÌÉÃ ÃÁÌÌ ÔÏ ȬÉÎÓÔÒÕÃÔ ÈÅÒ ÐÏÏÒ ÂÅÎÉÇÈÔÅÄ ÓÏÎÓȟ ÁÎÄ ÓÁÖÅ Á ÓÉÎËÉÎÇ 

ÎÁÔÉÏÎȭȢ671 

 4ÈÅ ÅØÈÉÂÉÔÉÏÎ ×ÁÓ ÁÌÓÏ ÔÅÓÔÁÍÅÎÔ ÔÏ $ÅÒÂÙȭÓ ÅÎÇÁÇÅÍÅÎÔ ×ÉÔÈ ÔÈÅ 

national movement and the growing exhibition culture of the time. During this 

period it became common pÒÁÃÔÉÃÅ ÆÏÒ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅÓ ÔÏ ÓÔÁÇÅ ÅØÈÉÂÉÔÉÏÎÓ 

which were, generally, very popular; the first was held in Manchester in 1837 

with a second in 1838 which, by 1839, had been followed by exhibitions in 

Salford, Leeds, Sheffield, the Potteries, Birmingham, Preston, Macclesfield, 

Newcastle, Sunderland, Sowerby Bridge, and Derby.672  These had shared 

characteristics with the Derby exhibition and drew close comparison, 

particularly as some of the exhibits were shared across towns and cities. For 

example, WillÉÁÍ "ÁÎÃÒÏÆÔ ×ÈÏ ÐÒÏÖÉÄÅÄ ÔÈÅ ÊÁÃÑÕÁÒÄ ÌÏÏÍ ÁÔ $ÅÒÂÙȭÓ ÅØÈÉÂÉÔÉÏÎ 

had also lent a loom to the Birmingham exhibition with the same man working it 

                                                        
668 3ÔÅÐÈÅÎÓ ÁÎÄ 2ÏÄÅÒÉÃËȟ Ȱ3ÃÉÅÎÃÅȟȱ συπȢ 
669 Elliott, Derby Philosophers, 242. 
670 $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ Ȱ4Ï ÔÈÅ ÍÅÍÂÅÒÓ ÏÆ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟȱ ÕÎÄÁÔÅÄȟ 
"! σχτȢςȟ ÂÏØ ςφȟ ÎÏȢτρȟ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÍÉÓÃÅÌÌÁÎÅÏÕÓ pamphlets, posters, invitations 
etc., Derby Local Studies Library; $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ Ȱ2ÅÐÏÒÔ ÃÏÎÃÅÒÎÉÎÇ ÔÈÅ ×ÏÒËÉÎÇ 
ÏÆ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎÓ ÉÎ ÏÔÈÅÒ ÔÏ×ÎÓȟȱ ω *ÁÎÕÁÒÙ ρψψπȟ "! σχτȢςȟ folded sheet, Derby Local 
Studies Library. 
671  Ebenezer ElliÏÔÔȟ Ȱ,ÉÎÅÓȟ ÆÏÒ ÔÈÅ 3ÈÅÆÆÉÅÌÄ -ÅÃÈÁÎÉÃÓȭ &ÉÒÓÔ %ØÈÉÂÉÔÉÏÎȟȱ The Sheffield 
Independent and Yorkshire and Derbyshire Advertiser, 16 March 1839. 
672 Kusamitsu, 70. 
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ÁÓ ÁÔ $ÅÒÂÙ ÁÎÄ ÓÕÐÐÌÙÉÎÇ ÄÅÔÁÉÌÓ ÏÆ ÂÏÔÈ ÔÏ 3ÈÅÆÆÉÅÌÄ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅȢ673 

Consequently, the localism appareÎÔ ÉÎ $ÅÒÂÙȭÓ ÄÉÓÐÌÁÙ ×ÁÓ ÎÏÔ ÊÕÓÔ Á ÐÏÉÎÔ ÏÆ 

civic pride; it also acted as a distinguishing feature of the exhibition. 

 .ÏÔ ÌÉÍÉÔÅÄ ÔÏ ÔÈÏÓÅ ÈÅÌÄ ÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎÓȟ ÅØÈÉÂÉÔÉÏÎÓ ×ÅÒÅ Á 

medium through which local identity could be projected and through which the 

cultural and civic aspirations of a place could be measured.674  This was 

particularly evident in the provinces where towns and cities sought to develop 

their own, independent profile at a time when the industrialisation and political 

reforms of the 1830s gave them greater influence than ever before.675 Primarily 

in the North and Midlands, these towns and cities sought to create their own 

distinctive cultural and social identity, celebrating local achievements; 

exhibitions, along with establishing societies, institutions and other public 

buildings, were a means of realising this.676 As the leading cultural centre of the 

country, London often provided the model for the cultural initiatives of the 

provinces, enabling them to rival the capital and garner the prestige that the arts 

and exhibitions brought.677  This is evident in the exponential growth in art 

institutions and exhibitions throughout Britain in the early 19th-century when, 

in 1800, there had been none outside London and Dublin.678 Exhibitions were, 

therefore, the sign of a flourishing city.679 

 4ÈÅ ρψσω ÅØÈÉÂÉÔÉÏÎ ÉÓ ÒÅÐÒÅÓÅÎÔÁÔÉÖÅ ÏÆ $ÅÒÂÙȭÓ ÐÁÒÔÉÃÉÐÁÔÉÏÎ ÉÎ ÔÈÉÓ 

culture, as is explicit in the prospectus for the exhibition which stated that: 

The exhibitions at the Adelaide Gallery, and the Polytechnic School, 

London, have excited so much interest in the country, and have been 

found to be so conducive to intellectual improvement and rational 

ÒÅÃÒÅÁÔÉÏÎȟ ÔÈÁÔ ÓÉÍÉÌÁÒ ÏÎÅÓ ÈÁÖÅ ÂÅÅÎ ÉÎÔÒÏÄÕÃÅÄ ÉÎÔÏȣ ÏÔÈÅÒ ÐÌÁÃÅÓȟ 

and with results highly gratifying to their very numerous visitors; it is 

therefore confidently anticipated that the inhabitants of Derby and its 

                                                        
673 Kusamitsu, 77. 
674 Fawcett, 138. 
675 Waterfield, Art Treasures, 21-22. 
676 Ibid. 
677 -ÏÎËÓȟ Ȱ,ÉÆÅ 3ÔÕÄÙȟȱ σȢ 
678 Fawcett, 1. 
679 Ibid, 113. 
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neighbourhood will fully appreciate the advantages derivable from such 

a source.680 

Inspired by the success of other exhibitions, Derby expected to achieve the same 

success and benefits for its population. Underscored by the exhibition 

ÃÏÍÍÉÔÔÅÅȭÓ ÃÏÍÍÅÎÔ ÔÈÁÔ ÅØÈÉÂÉÔÉÏÎÓ ÅÌÓÅ×ÈÅÒÅ Ȭ×ÅÒÅ ÃÏÎÓÉÄÅÒÅÄ ×ÏÒÔÈÙ ÏÆ 

ÉÍÉÔÁÔÉÏÎȭȟ $ÅÒÂÙ ×ÁÓ ÃÏÎÓÃÉÏÕÓÌÙ ÐÁÒÔÉÃÉÐÁÔÉÎÇ ÉÎ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÃÕÌÔÕÒÅ ÏÆ ÔÈÅ 

1830s in an effort to keep up with other provincial towns and cities.681 4ÈÅ ÐÒÉÎÔȭÓ 

ÔÉÔÌÅ ÁÌÓÏ ÒÅÉÔÅÒÁÔÅÓ ÔÈÉÓ ÂÙ ÃÏÍÍÅÍÏÒÁÔÉÎÇ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÁÓ $ÅÒÂÙȭÓ ÆÉÒÓÔ 

engagement with this increasingly important cultural form. Its success in this is 

evident in the Leicestershire MercuryȭÓ ÒÅÐÏÒÔ ÔÈÁÔ ȬÉÆ ÉÎ $ÅÒÂÙȣ ÔÈÅÙ ÃÏÕÌÄ ÇÅÔ ÕÐ 

an exhibition which would realise £1200 or £1,400, there was no earthly reason 

×ÈÙ ÔÈÅÙ ɍ,ÅÉÃÅÓÔÅÒɎ ÓÈÏÕÌÄ ÎÏÔ ÓÕÃÃÅÅÄ ÁÓ ×ÅÌÌȭ, which frames it as part of the 

exhibition culture of the time and as a reference point for other towns.682 

Significantly, this also confirms the cultural prestige exhibitions brought as it was 

considered a point of rivalry between the Midland county towns. 

 That it became a source of local pride, believed to show $ÅÒÂÙȭÓ ÐÒÅ-

eminence as a cultural and intellectual centre, is apparent in the later reflections 

upon its success. Its financial success, making a profit of £1355, was a clear 

ÍÁÒËÅÒ ÏÆ ÔÈÉÓ ÁÓ ÉÔ ×ÁÓ ÆÅÌÔ ÔÈÉÓ ×ÏÕÌÄ ÅÎÁÂÌÅ ÔÈÅ )ÎÓÔÉÔÕÔÉÏÎ ÔÏ ȬÒÁÎËȣ ÁÍÏÎÇ ÔÈÅ 

most flourishÉÎÇ ÏÆ ÔÈÅ ÄÁÙȢȭ683  Rather competitively, this situates Derby 

-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎ ÁÓ ÏÎÅ ÏÆ ÔÈÅ ÆÏÒÅÍÏÓÔ ÉÎÓÔÉÔÕÔÉÏÎÓ ÏÆ ÔÈÅ ÎÁÔÉÏÎÁÌ 

movement. Developing this further, the exhibition was attributed with national 

and international significance in the Derbyshire Advertiser which claimed that 

ȬÔÈÅ ÅØÈÉÂÉÔÉÏÎ ×ÁÓ Á ÄÅÃÉÄÅÄ ÓÕÃÃÅÓÓȟ ÁÎÄ ÔÈÅ ÉÄÅÁ ÈÁÓ ÂÅÅÎ ÓÕÂÓÅÑÕÅÎÔÌÙ 

ÁÄÏÐÔÅÄ ÂÙ ÔÈÅ ÎÁÔÉÏÎÓ ÏÆ ÔÈÅ ×ÏÒÌÄȢȭ684 4ÈÕÓ ÂÏÔÈ ÔÈÅ ÔÏ×Î ÁÎÄ ÅØÈÉÂÉÔÉÏÎȭÓ 

                                                        
680 $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ ! 0ÕÂÌÉÃ %ØÈÉÂÉÔÉÏÎȣȟ 56. 
681 Report of the Exhibition Committee, 5. 
682 Ȱ-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ɀ %ØÈÉÂÉÔÉÏÎȟȱ The Leicestershire Mercury and General Advertiser for the 
Midland Counties, 21 September 1839. 
683 Report of the Exhibition Committee, 8 & 10. 
684 Ȱ$ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅȢ &ÒÏÍ ÔÈÅ Derbyshire Advertiser, Sept. 30th ρψφτȟȱ ρψφτȟ "! σχτȢςȟ 
ÂÏØ ςφȟ ÎÏȢ ςσȟ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÍÉÓÃÅÌÌÁÎÅÏÕÓ ÐÁÍÐÈÌÅÔÓȟ ÐÏÓÔÅÒÓȟ ÉÎÖÉÔÁÔÉÏÎÓ ÅÔÃȢȟ 
Derby Local Studies Library. 
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status were raised as they were assigned importance on a much larger 

geographical scale than the local alone.   

 2ÅÔÕÒÎÉÎÇ ÔÏ *ÏÓÅÐÈ 3ÔÒÕÔÔȭÓ ÏÐÅÎÉÎÇ ÓÐÅÅÃÈ ÁÔ ÔÈÅ Arboretum, it is 

ÎÏÔÅ×ÏÒÔÈÙ ÔÈÁÔ ÈÅ ÌÉÓÔÓ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÁÓ ÊÕÓÔ ÏÎÅ ÏÆ ÔÈÅ ȬÉÎÓÔÁÎÃÅÓ ÏÆ 

the adoption of measures for promoting the convenience, the good order, and the 

ÉÎÓÔÒÕÃÔÉÏÎ ÏÆ ÏÕÒ ÐÏÐÕÌÁÔÉÏÎȭȢ685  As this demonstrates, the exhibition and 

Institute were also appropriated within the middle class civic discourse of Derby 

which focussed upon the improvement of the town and was often equated with 

the improvement of the working class population. Middle class supervision and 

ÉÎÆÌÕÅÎÃÅ ×ÁÓ ÄÅÅÍÅÄ ÉÎÔÅÇÒÁÌ ÔÏ Á ÔÏ×ÎȭÓ ×ÅÌÆÁÒÅ ÁÎÄ ÃÏÍÍÕÎÉÔÙȟ ÁÓ ÉÓ ÁÐÐÁÒÅÎÔ 

in the value attached to this class by The Derby Mercury ×ÈÉÃÈ ÓÔÁÔÅÄ ÔÈÁÔ ȬÒÁÉÓÉÎÇ 

up an intelligent and virtuous middle class ɀ [was] the best protection of this 

ÃÏÕÎÔÒÙ ÁÇÁÉÎÓÔ ÁÌÌ ÉÎÊÕÒÉÏÕÓ ÃÈÁÎÇÅȢȭ686 Education was considered to be integral 

ÉÎ ÔÈÉÓȟ ÔÈÅ ÒÅÐÏÒÔ ÃÏÎÔÉÎÕÉÎÇ ÂÙ ÁÓÓÅÒÔÉÎÇ ÔÈÁÔ ȬÔÈÅ ÂÅÔÔÅÒ ÔÈÅÙ ÁÒÅ ÅÄÕÃÁÔÅÄ ÔÈÅ 

better men, the better citizens thÅÙ ×ÉÌÌ ÂÅÃÏÍÅȭ ×ÈÉÌÓÔ ÒÅÁÓÓÕÒÉÎÇ ÉÔÓ ÒÅÁÄÅÒÓ 

ÔÈÁÔ ÔÈÅ ÃÌÁÓÓ ÓÔÁÔÕÓ ÑÕÏ ×ÏÕÌÄ ÂÅ ÍÁÉÎÔÁÉÎÅÄ ÁÓ ÔÈÅÙ ȬÎÅÅÄ ÎÏÔ ÆÅÁÒ ÏÎÅ ÃÌÁÓÓ 

ÏÖÅÒÔÁËÉÎÇȣ ÁÎÏÔÈÅÒȭȢ687 Thus, whilst reinforcing class barriers, the implication 

was that the middle class represented the ideal citizen and model society upon 

×ÈÉÃÈ ÔÈÅ ÎÁÔÉÏÎȭÓ ÐÒÅÓÔÉÇÅ ÒÅÌÉÅÄ ÁÎÄ ÉÔÓ ÓÕÒÖÉÖÁÌ ÄÅÐÅÎÄÅÄ ÁÓ ÉÔ ÅØÅÒÔÅÄ ÉÔÓ 

influence upon the working class.   

 In Derby this was directly connected to the political turbulence of the 

1830s which had been further aggravated by the strains put upon health and 

sanitation by the townȭÓ ÅØÐÁÎÓÉÏÎ which primarily  affected the working class, 

the death rate reaching 28 people per 1000 in 1841.688 As David Hey has shown 

Derby, like many towns of the time, had enclosed courts and slum dwellings; high 

death rates; an inadequate water supply; and, severe problems with sewerage, 

street cleaning and lighting.689 This created considerable discontent and tension, 

particularly in times of unemployment, as the riots due to the rejection of the 

                                                        
685 Loudon, 83. 
686 Ȱ/ÐÅÎÉÎÇ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ (ÁÌÌȟ $ÅÒÂÙȟȱ The Derby Mercury, 25 October 1837. 
687 Ibid. 
688 Beckett, 295. 
689 Hey, 391. 
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Reform Bill in 1831 testify too; these escalated quickly with attacks on the 

property of prominent conservatives in the town and culminating in the death of 

several rioters after the local yeomanry intervened.690  The silk mill strike of 

1833-1834, again, reflects $ÅÒÂÙȭÓ class tensions as it was a working class protest 

against the exploitation of the employees within the textile industry.691 

Connected to this, the period was also a time when the largely working class 

Chartist Movement was particularly strong amongst textile workers in the East 

Midlands.692  $ÅÒÂÙȭÓ ÕÎÒÅÓÔ ×ÁÓ ÎÏÔ ÁÔÙÐÉÃÁÌ however; rather it reflects the 

nationwide political contentions in the 1830s and 40s prompted by the 

upheavals of industrialisation and urbanisation.693  It was in response to this 

bacËÇÒÏÕÎÄ ÔÈÅÒÅÆÏÒÅȟ ÔÈÁÔ $ÅÒÂÙȭÓ ÍÉÄÄÌÅ ÃÌÁÓÓ ÓÏÕÇÈÔ ÔÏ re-establish civic pride 

and bridge the social divides and political tensions of the time. 

 4ÈÅ ÉÎÖÏÌÖÅÍÅÎÔ ÏÆ ÔÈÅ ÍÉÄÄÌÅ ÃÌÁÓÓ ÉÎ ÓÕÐÐÏÒÔÉÎÇ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ 

Institution and its educational remit was, therefore, an outworking of the desire 

to shape Derbyshire society by transforming the lower classes into productive 

ÃÉÔÉÚÅÎÓȢ *ÏÓÅÐÈ 3ÔÒÕÔÔ ÅØÐÒÅÓÓÅÄ ÔÈÉÓ ÉÎ ÈÉÓ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅÓ 

Ȭ×ÅÒÅ ÎÏÔ ÔÏ ÂÅ ÒÅÇÁÒÄÅÄ ÁÓ ÍÅÒÅÌÙ ÐÌÁÃÅÓ ÆÏÒ ÁÇÒÅÅable relaxation, but as 

establishments which were well calculated to make the industrious population 

×ÉÓÅÒ ÁÎÄ ÂÅÔÔÅÒ ÍÅÎȭȢ694 It is unsurprising then, that the exhibition followed this 

pattern, its value being measured in respect to its ability to improve the working 

ÃÌÁÓÓȟ ÁÎ ÁÉÍ ÔÏ ×ÈÉÃÈ ÉÔ ×ÁÓ ÂÅÌÉÅÖÅÄ ȬÔÏÏ ÍÕÃÈ ÉÍÐÏÒÔÁÎÃÅ ÃÁÎÎÏÔ ÂÅ 

attachedȭȢ695  Practically, this was manifested in the admission policy of the 

exhibition which was fixed at sixpence each day with free admission on 

7ÅÄÎÅÓÄÁÙȭÓ ÆÏÒ ÍÅÍÂÅÒÓ ÏÆ Ôhe Institution and exceptions made for inmates of 

the Alms Houses, the Union Poor House, the police and military and the children 

of Sunday and charity schools.696  In the final week of the exhibition further 

concessions were made for the working class who were admitted for half price, 

                                                        
690 Craven, Derby, 108-109. 
691 Ibid, 159-161. 
692 Beckett, 295. 
693 Griffiths, 177. 
694 Ȱ/ÐÅÎÉÎÇ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ (ÁÌÌȟ $ÅÒÂÙȟȱ The Derby Mercury, 25 October 1837. 
695 Report of the Exhibition Committee, 9. 
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ÄÅÍÏÎÓÔÒÁÔÉÎÇ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÉÍÐÌÉÃÁÔÉÏÎ ÉÎ ÔÈÅ ÅÎÃÏÕÒÁÇÅÍÅÎÔ ÏÆ ÅÄÕÃÁÔÉÏÎ 

ÁÎÄ ÉÍÐÒÏÖÅÍÅÎÔ ÁÍÏÎÇÓÔ ÔÈÅ ÔÏ×ÎȭÓ ÐÏÐÕÌÁÔÉÏÎȢ697 

 It is also apparent in the members of the exhibition committee ɀ Joseph 

and Edward Strutt, Douglas Fox, R. F. Forester, Samuel Fox, Robert Moseley, 

Thomas Madeley, William Spencer, John Welch, Joseph Woollatt, Richard Stone, 

Samuel Whitaker, W. Y. Wilson, John Price, William Cooper, Joseph Hall, John 

Gamble, and A. Britton ɀ who were predominantly middle class.698 Whilst it is 

difficult to identify all of the members or their careers, those that can be include: 

Douglas Fox, a surgeon, philosopher, chemist and lecturer who was also Mayor 

in 1838, 1850 and 1851; John Price, an architect most notable for rebuilding the 

Jacobean House; Samuel Fox, who clearly had considerable wealth as it was from 

ÈÉÍ ÔÈÁÔ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÐÒÅÍÉÓÅÓ ÏÎ ÔÈÅ 7ÁÒÄ×ÉÃË ×ÅÒÅ ÂÏÕÇÈÔȠ ÁÎÄȟ 

William Cooper, who it is likely was one and the same with William Mansfield 

Cooper who had ÒÅÃÅÎÔÌÙ ÕÎÄÅÒÔÁËÅÎ ÔÈÅ )ÎÓÔÉÔÕÔÅȭs extension.699 Additionally, 

ÔÈÅ ÃÏÍÍÉÔÔÅÅȭÓ ÒÅÐÏÒÔ ÄÏÃÕÍÅÎÔÓ ÔÈÁÔ 2Ȣ &Ȣ &ÏÒÅÓÔÅÒ ×ÁÓ Á ÄÏÃÔÏÒ ÁÎÄ ÉÔ ÁÇÁÉÎ 

may be assumed that William Spencer was William George Spencer, father of 

Herbert Spencer, a Derby schoolmaster and member of the Derby Philosophical 

Society.700 

 /Æ ÔÈÅ ÍÅÍÂÅÒÓȟ ÔÈÅ 3ÔÒÕÔÔȭÓ ÉÎÖÏÌÖÅÍÅÎÔ ÉÎ ÂÏÔÈ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÁÎÄ ÔÈÅ 

Institute is particularly significant as they were established figures within Derby, 

notable for their philanthropic efforts in aid of the working class. Having accrued 

their wealth through the industry begun by Jedediah Strutt, the family were able 

to influence the social and political landscape of Derby, promoting scientific 

culture and liberal initiatives and campaigning for political and educational 

reform.701 They occupied significant civic roles within the town; Joseph Strutt 

was the first Mayor of the reformed municipal corporation in 1835 and his 

nephew, Edward Strutt, was MP for Derby from 1830 until 1848, later becoming 

                                                        
697 Report of the Exhibition Committee, 7. 
698 Ibid , 5. 
699 Craven, Derbians of Distinction, 166; Report of the Exhibition Committee, 3. 
700 Michael H. Price, Ȱ3ÐÅÎÃÅÒȟ ɉ7ÉÌÌÉÁÍɊ 'ÅÏÒÇÅȟȱ /ØÆÏÒÄ $ÉÃÔÉÏÎÁÒÙ ÏÆ .ÁÔÉÏÎÁÌ "ÉÏÇÒÁÐÈÙȟ ÌÁÓÔ 
modified 2004, accessed 9 August 2016, 
http://www.oxforddnb.com/view/article/26139?docPos=1 . 
701 Elliott, Watkins and Daniels, 141. 
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raised to the peerage as Lord Belper in 1856 [Fig.90].702 Alongside this they often 

acted in a private capacity, funding philanthropic enterprises; most notably, 

William Strutt ɀ %Ä×ÁÒÄȭÓ ÆÁÔÈÅÒ ɀ had founded the Derby infirmary in 1810 and 

Joseph Strutt had funded the Derby Arboretum, earning himself praise for his 

ȬÌÉÂÅÒÁÌ ÁÎÄ ÅÎÌÉÇÈÔÅÎÅÄ ÖÉÅ×Óȭ [Fig. 91 and 92].703 Additionally, as George Revill 

has discussed, they also enacted a form of factory paternalism in their business 

by providing for their employers through model factory settlements at Belper 

and Milford.704  With both William and Joseph as driving forces behind the 

ÅÓÔÁÂÌÉÓÈÍÅÎÔ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÉÎ ρψςυ ÁÎÄ ×ÉÔÈ *ÏÓÅÐÈ ÁÓ ÁÃÔÉÎÇ 

president and Edward vice-president during the 1830s, both the institute and 

exhibition can be understood as part of the Strutt ÆÁÍÉÌÙȭÓ philanthropic, 

reformist and paternalist role in Derby.705 

 Middle class involvement did, however, have implications upon the 

ÅÆÆÅÃÔÉÖÅÎÅÓÓ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÌÁÔÅÒȟ ÁÓ ÉÓ ÁÐÐÁÒÅÎÔ ÉÎ ÔÈÅ ÄÏubts 

expressed in the Derbyshire Advertiser ×ÈÉÃÈ ÒÅÐÏÒÔÅÄ ÔÈÁÔ ȬÉÔ ÈÁÓ ÎÏÔ ÂÅÅÎ ÓÏ 

successful in educating Mechanics ÁÓ ×ÁÓ ÁÔ ÆÉÒÓÔ ÃÏÎÔÅÍÐÌÁÔÅÄȭȢ706 This apparent 

ÆÁÉÌÕÒÅ ÏÆ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅÓ ÔÏ ÁÔÔÒÁÃÔ ÔÈÅ ×ÏÒËÉÎÇ ÃÌÁÓÓ ÔÈÅÙ ×ÅÒÅ ÉÎÔÅÎÄÅÄ 

for has been the focus of much scholarship.707  As Edward Royle has argued 

ÔÈÏÕÇÈȟ ÔÈÉÓ ÉÓ ÔÏÏ ÓÉÍÐÌÉÓÔÉÃȠ ÈÅ ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ ÃÏÍÐÌÅØÉÔÙ ÏÆ ÔÈÅ ÔÅÒÍ ȬÍÅÃÈÁÎÉÃȭ 

ÁÒÇÕÉÎÇ ÔÈÁÔ ÔÏ ÊÕÄÇÅ ÔÈÅ ÓÕÃÃÅÓÓ ÏÆ ÔÈÅ )ÎÓÔÉÔÕÔÅȭÓ ÉÎ ÅÄÕÃÁÔÉÎÇ ÔÈÅ ×ÏÒËÉÎÇ ÃÌÁÓÓ 

they have to be understood in relation to the wider working class movement and 

local circumstances of the time.708 Mechanics were skilled workmen and artisans, 

and it was this group of the working class that formed the eager audiences of the 

institutes even if they did later become disillusioned with middle class 

                                                        
702  2ÅÖÉÌÌȟ Ȱ,ÉÂÅÒÁÌÉÓÍ ÁÎÄ ÐÁÔÅÒÎÁÌÉÓÍȟȱ ρωχ-198; ȰRaised to the Peerage: An Address of 
#ÏÎÇÒÁÔÕÌÁÔÉÏÎ ÆÒÏÍ ÔÈÅ #ÏÍÍÉÔÔÅÅ ÏÆ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅȟȱ ÎÅ×ÓÐÁÐÅÒ ÃÕÔÔÉÎÇ ρψυφȟ 
in Derbyshire Biography, vol.27, Derby Local Studies Library. 
703 %ÌÌÉÏÔÔȟ Ȱ%ÌÉÔÅ ÐÁÔÒÏÎÁÇÅȟȱ υȠ Derby Printers and Bookbindersȟ Ȱ4ÅÓÔÉÍÏÎÉÁÌ ÐÒÅÓÅÎÔÅÄ ÔÏ *ÏÓÅÐÈ 
3ÔÒÕÔÔȟ %ÓÑȢȟ ÂÙ ÔÈÅ ÐÒÉÎÔÅÒÓ ÁÎÄ ÂÏÏËÂÉÎÄÅÒÓ ÏÆ $ÅÒÂÙȣ ÁÓ Á ÓÍÁÌÌ ÔÏËÅÎ ÏÆ ÔÈÅÉÒ ÇÒÁÔÉÔÕÄÅ ÆÏÒ ÈÉÓ 
ÍÕÎÉÆÉÃÅÎÔ ÇÉÆÔ ÏÆ ÔÈÅ !ÒÂÏÒÅÔÕÍȣȟȱ ρψτπȟ $ÅÒÂÙ ,ÏÃÁÌ 3ÔÕÄÉÅÓ ,ÉÂÒÁÒÙȢ 
704 2ÅÖÉÌÌȟ Ȱ,ÉÂÅÒÁÌÉÓÍ ÁÎÄ ÐÁÔÅÒÎÁÌÉÓÍȢȱ 
705 Chadfield, broadside. 
706 Ȱ$ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅȢ &ÒÏÍ ÔÈÅ Derbyshire Advertiser, Sept. 30th ρψφτȢȱ 
707 3ÔÅÖÅÎ 3ÈÁÐÉÎ ÁÎÄ "ÁÒÒÙ "ÁÒÎÅÓȟ Ȱ.ÁÔÕÒÅ ÁÎÄ #ÏÎÔÒÏÌȡ )ÎÔÅÒÐÒÅÔÉÎÇ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅÓȟȱ 
Social Studies of Science 7, no.1 (February 1977): 31-74. 
708 Edward RoÙÌÅȟ Ȱ6Ȣ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅÓ ÁÎÄ ÔÈÅ 7ÏÒËÉÎÇ #ÌÁÓÓÅÓȟ ρψτπ-ρψφπȟȱ The Historical 
Journal 14, no.2 (June 1971): 305-321. 
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patronisation.709 Recognising this, however, does not alter the dominating role of 

ÔÈÅ ÍÉÄÄÌÅ ÃÌÁÓÓ ÏÒ ÔÈÅ ÅÍÐÈÁÓÉÓ ÕÐÏÎ ÔÈÅ ȬÍÏÒÁÌ ÉÍÐÒÏÖÅÍÅÎÔȭ ÏÆ ÔÈÅ ×ÏÒËÉÎÇ 

class.710 

 Significantly, in Derby the dominance of the middle class and their active 

role in such initiatives for the working class also represents the importance of 

non-state, private activity in the town as the Derby Corporation were unable to 

keep up with the rapid changes and needs of the expanding industrial town. As 

John Standen has highlighted, this was largely due to the limited power that the 

corporation had following the Municipal Corporations Act in 1835, which had 

abolished the old corporations in favour of elected bodies, and the real power of 

the Derby Improvement Commissioners.711  The commissioners, not the 

corporation, were responsible for repairing paths and roads, constructing 

sewers, cleansing and lighting the streets, and collecting tolls, as well as having a 

share in the waterworks and the power to levy rates and borrow up to £20,000 

for these purposes.712 Consequently, there was a reliance upon the established 

ȬÇÏÏÄ ÆÁÍÉÌÉÅÓȭ ÏÆ ÔÈÅ ÔÏ×Î ÔÏ ÂÒÉÄÇÅ ÔÈÅ ÇÁÐ ÔÈÉÓ ÃÒÅÁÔÅÄ ÁÎÄ ÐÒÏÖÉÄÅ Á ÓÅÎÓÅ ÏÆ 

civic purpose.  

As Trevor Fawcett has shown, it was often left to groups of cultivated 

merchants, industrialists, and professionals in provincial towns and cities to 

support and drive many of the public charitable and educational institutions that 

were needed.713 In the first half of the 19th-century ÔÈÅ 3ÔÒÕÔÔȭÓ ×ÅÒÅ ÁÔ ÔÈÅ heart 

of this group in Derby. Whilst the Cavendish family remained important in 

creating a sense of continuity as the most powerful aristocratic family in 

Derbyshire, the town had a long history of liberal-radical power and influence, in 

×ÈÉÃÈ ÔÈÅ 3ÔÒÕÔÔȭÓ had a dominant role.714 That many of these families had also 

had social and cultural influence in the 18th-century only confirmed their 

importance as they represented civic stability and continuity at a time of great 

                                                        
709 Kusamitsu, 74. 
710 Ibid, 76. 
711 Standen, 161 
712 Ibid. 
713 Fawcett, 85. 
714 %ÌÌÉÏÔÔȟ Ȱ%ÌÉÔÅ ÐÁÔÒÏÎÁÇÅȢȱ  
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change for the town.715 In this respect, it is significant that their portraits were 

displayed on the walls of the exhibition, highlighting their symbolic as well as 

practical role in 1839. The exhibition was, therefore, appropriated within the 

local, predominantly middle class, concern to improve the town and raise civic 

pride, invoking the old town culture as the foundation for the social, material and 

cultural development of the new town. Wrightȟ ÁÓ ÐÁÒÔ ÏÆ ÔÈÅ ÌÅÇÁÃÙ ÏÆ $ÅÒÂÙȭÓ 

18th-century ÈÉÓÔÏÒÙȟ ÌÉËÅ ÔÈÅ 3ÔÒÕÔÔȭÓ ÏÒ $ÅÖÏÎÓÈÉÒÅȭÓ, functioned as part of 

$ÅÒÂÙȭÓ ÓÅÌÆ-presentation as a town with cultural continuity and stability even as 

it underwent rapid change and expansion.  

 

Ȭ4HE EXHIBITION REFLECTED GREAT CREDIT ON THE TOWNȭȡ THE CIVIC 

COMMEMORATION OF THE EXHIBITION  

The success of the exhÉÂÉÔÉÏÎȟ ×ÈÉÃÈ ×ÁÓ ÃÅÌÅÂÒÁÔÅÄ ÁÓ ȬÍÁÇÎÉÆÉÃÅÎÔȭ ÁÎÄ for 

reflecting ȬÇÒÅÁÔ ÃÒÅÄÉÔ ÏÎ ÔÈÅ ÔÏ×Îȭȟ ÍÅÁÎÔ ÔÈÁÔ ÉÔ ÑÕÉÃËÌÙ ÂÅÃÁÍÅ Á ÓÏÕÒÃÅ ÏÆ ÃÉÖÉÃ 

pride as it demonstrated $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÓÔÁÎÄÉÎÇ ÁÎÄ ÐÌÁÃÅ ÁÌÏÎÇÓÉÄÅ ÏÔÈÅÒ 

provincial towns and cities.716 Consequently, it promoted and became part of 

ÌÏÃÁÌ ÍÙÔÈÏÌÏÇÙȟ ÃÏÍÍÅÍÏÒÁÔÅÄ ÁÓ Á ÌÁÎÄÍÁÒË ÅÖÅÎÔ ×ÉÔÈÉÎ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÁÎÄ 

civic history. IÔÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÁÓ $ÅÒÂÙȭÓ ÉÎÉÔÉÁÌ ÅÎÔÒÙ ÉÎÔÏ ÔÈÅ ÎÁÔÉÏÎÁÌ 

exhibition culture is embodied in the print, which had an integral role in ensuring 

ÔÈÁÔ ρψσω ÒÅÍÁÉÎÅÄ ×ÉÔÈÉÎ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÍÅÍÏÒÙ ÁÓ Á ÓÉÇÎÉÆÉÃÁÎÔ ÍÏÍÅÎÔ ÉÎ 

ÔÈÅ ÔÏ×ÎȭÓ ÈÉÓÔÏÒÙȢ It records how the exhibition fostered civic pride through the 

exhibits on display and how it used the 18th-century history of the town to create 

Á ÐÁÎÔÈÅÏÎ ÏÆ ÌÏÃÁÌ ÆÉÇÕÒÅÓ ÁÎÄ Á ÐÒÅÓÔÉÇÉÏÕÓ ÐÁÓÔ ÔÈÁÔ ÄÅÍÏÎÓÔÒÁÔÅÄ $ÅÒÂÙȭÓ 

importance as a cultural and scientific centre, providing the bedrock onto which 

the 19th-century town could build. This invocation of the past was common, as is 

reflected by W. Fairbarn who, in writing of the 18th-centuryȟ ÁÓÓÅÒÔÅÄ ÔÈÁÔ Ȭ×Å 

may write their histories or raise monuments to their memories; but these are of 

little moment when compared with the splendid results which have flowed from 

                                                        
715 See Elliott, Derby Philosophers, for more on the cultural and civic role of these local figures in 
the long 18th century, particularly the circles around the Derby Philosophical Society. 
716 Ȱ-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟȱ The Derby Mercury, 15 May 1839; Report of the Exhibition Committee, 
7. 
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their discoveries, and influenced the relative positions of the whole human 

ÒÁÃÅȢȭ717 Thus the print was, and remains, an important medium through which 

the exhibition was memorialised. 

4ÈÅ ÐÒÉÎÔȭÓ ÃÏÍÍÅÍÏÒÁÔÉÖÅ ÆÕÎÃÔÉÏÎ ×ÁÓ ÁÎ ÉÍÐÏÒÔÁÎÔ ÁÓÐÅÃÔ ÏÆ ÉÔÓ 

creation and value, as is implied bÙ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÃÏÍÍÉÔÔÅÅȭs belief that it 

ÓÈÏÕÌÄ ÂÅ ȬÒÅÇÁÒÄÅÄ ÁÓ Á ÐÌÅÁÓÉÎÇ ÅÖÉÄÅÎÃÅ ÏÆ ÔÈÅ ÐÒÏÇÒÅÓÓ ÏÆ ÔÈÅ ÁÒÔÓȟ Á ÍÅÍÅÎÔÏ 

of the public liberality, and of an important era in the history of this our valuable 

ÉÎÓÔÉÔÕÔÉÏÎȢȭ718 )ÔÓ ÄÅÓÃÒÉÐÔÉÏÎ ÁÓ Á ȬÍÅÍÅÎÔÏȭ ÐÁÒÔÉÃÕÌÁÒÌÙ ÄÅÎÏÔÅÓ ÔÈÁÔ ÉÔ ×ÁÓ 

intended to act as a material, and thus a lasting, record of the exhibition. The 

ÄÉÓÐÌÁÙ ÏÆ 2ÁÙÎÅÒȭÓ ÏÒÉÇÉÎÁÌ ÄÒÁ×ÉÎÇ ÆÏÒ ÔÈÅ ÌÉÔÈÏÇÒÁÐÈ at ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ 

further suggests that it was intended to be commemorative, documenting an 

ÉÍÐÏÒÔÁÎÔ ÅÖÅÎÔ ÉÎ ÔÈÅ )ÎÓÔÉÔÕÔÅ ÁÎÄ ÔÏ×ÎȭÓ ÈÉÓÔÏÒÙȢ719 This also implies that the 

Institute was concerned to remember and celebrate the exhibition as its display 

suggests it was bought by the Institute or gifted to it by Rayner. 

 Additionally, the nature of the print as a more affordable and 

transportable medium also facilitated the commemorative function of $ÅÒÂÙȭÓ 

First Exhibition, particularly as cheaper monochrome impressions were 

published as well as the hand-coloured lithograph. The inscription on 

monochrome impressions of the print now at Calke Abbey and Derby Museum 

ÁÎÄ !ÒÔ 'ÁÌÌÅÒÙȟ ÒÅÁÄÓ Ȭ4Ï ÔÈÅ 0ÁÔÒÏÎ 0ÒÅÓÉÄÅÎÔ ÁÎÄ ÖÉÃÅ 0ÒÅÓÉÄÅÎÔ ÏÆ $ÅÒÂÙ 

Mechanics Institute. This plate is with permission inscribed by their most humble 

servant RobeÒÔ -ÏÓÅÌÅÙȟ ÐÕÂÌÉÓÈÅÒ ÆÏÒ ÔÈÅ ÁÒÔÉÓÔȭ [Fig.93]. This again associates 

the print with the history of the Derby Institute and suggests the ownership or 

ÉÎÖÏÌÖÅÍÅÎÔ ÏÆ ÔÈÅ )ÎÓÔÉÔÕÔÅ ÉÎ ÔÈÅ ÐÒÉÎÔÓ ÐÒÏÄÕÃÔÉÏÎ ÁÓ ÉÔ ×ÁÓ ÍÁÄÅ Ȭ×ÉÔÈ 

ÐÅÒÍÉÓÓÉÏÎȭȢ 4ÈÉÓ ÍÁÙ ÂÅ ÉÎ ÒÅÆerence to the subscription raised to fund the 

publication of the print, in which Joseph Strutt was a significant leader as is 

recorded in 4ÈÅ $ÅÒÂÙ -ÅÒÃÕÒÙȭÓ ÎÏÔÉÃÅ ÔÈÁÔ ȬÔÈÅ ÍÁÎÎÅÒ ÉÎ ×ÈÉÃÈ ÏÕÒ ÈÉÇÈÌÙ 

respected townsman, Joseph Strutt, Esq., forwarded this publication by 

                                                        
717 W. Fairbairn, Three lectures on the rise and progress of civil and mechanical engineering and on 
popular education (Derby: W. and W. Pike, 1859), 14. 
718 Report of the Exhibition Committee, 6. 
719  $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȟ Catalogue of Books, compiled in the Library, with a list of 
paintings and engravings and of the philosophical apparatus, belonging to the Institution (Derby: 
Chadfield and Son, 1851), 59-60. 
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ÍÕÎÉÆÉÃÅÎÔ ÓÕÂÓÃÒÉÐÔÉÏÎȣ ÒÅÆÌÅÃÔÓ ÔÈÅ ÈÉÇÈÅÓÔ ÃÒÅÄÉÔ ÕÐÏÎ ÈÉÍ ÂÏÔÈ ÁÓ Á ÐÒÉÖÁÔÅ 

ÉÎÄÉÖÉÄÕÁÌ ÁÎÄ ÁÓ Á ÐÁÔÒÏÎ ÏÆ ÔÈÅ &ÉÎÅ !ÒÔÓȢȭ720 This reiterates the overlap between 

private and public initiatives in Derby at this time and the involvement of the 

Institute in financing the print. 

 Moreover, the inscription highlights the working relationship Rayner and 

Moseley had, not only through their partnership in the Cornmarket Gallery but 

ÁÌÓÏ ÁÓ -ÏÓÅÌÅÙ ×ÁÓ ÁÃÔÉÎÇ ÁÓ ÐÕÂÌÉÓÈÅÒ ÏÎ 2ÁÙÎÅÒȭÓ ÂÅÈÁÌÆȢ 4ÈÅÉÒ cooperation is 

apparent in the Cornmarket GÁÌÌÅÒÙȭÓ ÃÁÔÁÌÏÇÕÅ ×ÈÉÃÈ ÌÉÓÔÓ Ô×Ï ÏÆ 2ÁÙÎÅÒȭÓ 

books, Sketches of Derbyshire Scenery, 1830, and Illustrations of Chatsworth, 1831, 

for sale.721 This catalogue also lists a Boy Blowing a Bladder by Wright and a copy 

of his 6ÉÒÇÉÌȭÓ 4ÏÍÂ ÂÙ -ÏÏÎÌÉÇÈÔ by Price, suggesting Rayner would have been 

ÆÁÍÉÌÉÁÒ ×ÉÔÈ 7ÒÉÇÈÔȭÓ ×ÏÒË ÁÓ ÉÔ ÐÁÓÓÅÄ ÔÈÒÏÕÇÈ ÔÈÅ ÇÁÌÌÅÒÙȢ722 Upon Robert 

-ÏÓÅÌÅÙȭÓ ÒÅÔÉÒÅÍÅÎÔȟ ÔÈÅ ÓÁÌÅ ÏÆ ÈÉÓ ÐÒÏÐÅÒÔÙ ÁÌÓÏ ÉÎÃÌÕÄÅÄ Á ȬÓÕÐÅÒÂÌÙ ÐÁÉÎÔÅÄ 

ÐÉÃÔÕÒÅȭ ÏÆ +ÅÎÉÌ×ÏÒÔÈ Castle by Rayner.723  4ÈÅÓÅ ÁÌÌ ÄÅÍÏÎÓÔÒÁÔÅ -ÏÓÅÌÅÙȭÓ 

support and promotion of Rayner which, as the print shows, was reciprocal as 

many of the paintings pictured by Rayner were for sale from Moseley, 

underscoring that the print and exhibition acted as a form of advertisement for 

the dealer. 

Furthermore, that one of the prints entered the collection at Calke Abbey 

highlights that its circulation was not restricted to Derby only but encompassed 

ÔÈÅ ÒÅÇÉÏÎ ÁÓ Á ×ÈÏÌÅȢ )Ô ÁÌÓÏ ÄÅÍÏÎÓÔÒÁÔÅÓ ÔÈÁÔ ÔÈÅ ÐÒÉÎÔȭÓ ÁÕÄÉÅÎce included the 

prosperous, landed classes, either as subscribers or through strategic gifts, as 

Calke was the seat of Sir George Crewe, 8th Baronet and county sheriff, at this 

time.724 However, the print was also intended for an institutional audience, the 

ÅØÈÉÂÉÔÉÏÎ ÃÏÍÍÉÔÔÅÅ ÁÓÓÅÒÔÉÎÇ ÔÈÁÔ ȬÁ ÌÉÔÈÏÇÒÁÐÈÉÃ ÐÒÉÎÔȣ ÓÈÏÕÌÄ ÂÅ ÉÎ ÔÈÅ 

                                                        
720  Ȱ-ÒȢ 2ÁÙÎÅÒȭÓ ÓÐÌÅÎÄÉÄ ÅÎÇÒÁÖÉÎÇ ÏÆ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ &ÉÒÓÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby 
Mercury, 11 March 1840. 
721 Gallery of the Fine Arts, Corn Market, Derby. Catalogue of Paintings, Prints, &c. &c. (Derby: R. 
Moseley, 183-?), 23. 
722 Ibid , 5 & 8. 
723 Catalogue of the whole of the valuable collection of proof-prints and engravings, oil paintings &c. 
&c., thÅ ÐÒÏÐÅÒÔÙ ÏÆ -Ò 2ÏÂÅÒÔ -ÏÓÅÌÅÙȣ ÔÏ ÂÅ ÓÏÌÄ ÂÙ ÁÕÃÔÉÏÎ (Derby: W. Bemrose and Sons, 1854), 
3. 
724  Ȱ4ÈÅ ÈÉÓÔÏÒÙ ÏÆ #ÁÌËÅ !ÂÂÅÙȟȱ 4ÈÅ .ÁÔÉÏÎÁÌ 4ÒÕÓÔȟ ÁÃÃÅÓÓÅÄ ω !ÕÇÕÓÔ ςπρφȟ 
https://www.nationaltrust.org.uk/calke -abbey/features/the -history-of-calke-abbey.  
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ÐÏÓÓÅÓÓÉÏÎ ÏÆ ÅÖÅÒÙ ÍÅÍÂÅÒȭȢ725 This underscores that the monochrome version 

was more affordable and aimed at a wider audience and that the print, in general, 

was intended as a celebÒÁÔÉÏÎ ÏÆ ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÁÓ ×ÅÌÌȢ 4ÈÅ ÅÍÐÈÁÓÉÓ 

upon members purchasing a print also highlights that the interest in it was 

anticipated to be from those in the local area, as is underscored by The Derby 

-ÅÒÃÕÒÙȭs recommendation that its readers should obtain a copy.726  The 

ÅØÈÉÂÉÔÉÏÎȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ×ÁÓȟ ÔÈÅÒÅÆÏÒÅȟ ÈÉÇÈÌÙ ÌÏÃÁÌÉÓÅÄ ÉÎ ÔÅÒÍÓ ÏÆ ÔÈÅ 

ÐÒÉÎÔȭÓ ÁÐÐÅÁÌ ÁÎÄ ÐÒÏÄÕÃÔÉÏÎȢ 

The print was, therefore, an important medium through which knowledge 

of the exhibition was dispersed and maintained in Derby, as is evident in its 

ÒÅÃÅÐÔÉÏÎ ÁÓ Á ȬÈÉÓÔÏÒÉÃÁÌ ÍÅÍÅÎÔÏ ÏÆ ÏÕÒ ÃÏÕÎÔÙ ÔÏ×ÎȭȢ727 As C. S. Matheson has 

highlighted such representations of exhibitions were an important medium 

through which they were historicised and gained significance within cultural 

memory.728 2ÁÙÎÅÒȭÓ ÐÒÉÎÔ ×ÁÓ ÉÎÔÅÇÒÁÌ ÔÏ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÌÅÇÁÃÙ ÁÎÄ ÃÁÎ ÂÅ 

understood as part of the material, commemorative culture produced in 

conjunction with the exhibition. Notable within this is the broadside printed and 

sold by Chadfield during the exhibition, which, in its use of a deep blue and gold, 

was clearly intended to be decorative and documentary.729 Such broadsides were 

a common mode of commemoration in Derby at this time, reflecting the thriving 

printing business in the town, as is evident in the similarity of the broadside 

printed to mark the opening of the Arboretum [Fig.94].730 %ÎÔÉÔÌÅÄ Á ȬÍÅÍÏÒÉÁÌȭȟ 

the broadside by Chadfield, along with the print, demonstrate the importance 

placed on producing a material legacy that would outlast the exhibition. 

It is, therefore, noteworthy that Wright was highly visible within the 

commemoration of the exhibition as his paintings are portrayed as the centre-

piece of the exhibition by Rayner. Given the concern to raise civic pride, his 

inclusion is unsurprising ÁÓ ÈÅ ÒÅÍÁÉÎÅÄ ÔÈÅ ÔÏ×ÎȭÓ ÍÏÓÔ ÆÁÍÏÕÓ ÁÒÔÉÓÔ ÁÎÄ was 

                                                        
725 Report of the Exhibition Committee, 6. 
726  Ȱ-ÒȢ 2ÁÙÎÅÒȭÓ ÓÐÌÅÎÄÉÄ ÅÎÇÒÁÖÉÎÇ ÏÆ ÔÈÅ $ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ &ÉÒÓÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby 
Mercury, 11 March 1840. 
727 Ȱ$ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅȢ &ÒÏÍ ÔÈÅ Derbyshire Advertiser, Sept. 30th ρψφτȢȱ 
728 Matheson, 39-40. 
729 Catalogue (1839), 33. 
730 Nixon, 207-208. 
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ÒÅÃÏÇÎÉÓÅÄ ÎÁÔÉÏÎÁÌÌÙȟ 'ÅÏÒÇÅ (ÁÍÉÌÔÏÎ ÄÅÓÃÒÉÂÉÎÇ ÈÉÍ ÁÓ ȬÁÎ ÁÒÔÉÓÔ ×ÈÏÓÅ 

estimable talents powerfully assisted in gaining the attention and forming the 

taste of the English public to the due estimation ÏÆ ÉÔÓ ÎÁÔÉÖÅ ÓÃÈÏÏÌ ÏÆ ÁÒÔȭȢ731 

7ÒÉÇÈÔȭÓ ÁÆÆÉÌÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ ÒÁÉÓÅÄ ÔÈÅ ÐÒÅÓÔÉÇÅ ÏÆ ÔÈÅ ÔÏ×Î ÁÓ ÁÎ ÁÒÔÉÓÔ ÏÆ 

national acclaim and by demonstrating its ability to foster the arts; thus, Wright 

ÂÅÃÁÍÅ ÐÁÒÔ ÏÆ ÔÈÅ ÔÏ×ÎȭÓ ÍÙÔÈÏÌÏÇÙ ÏÆ ÇÒÅÁÔ ÍÅÎ ÁÎÄ ÁÃÈÉÅÖÅÍents. The 

prominence of his work in the print consolidated this, positioning Wright at the 

heart of the exhibition and, consequently, the historical and cultural fabric of 

Derby as it was being shaped and memorialised in 1839. In this respect, it 

demonstrates the symbolic importance of Wright in Derby as he was 

ÁÐÐÒÏÐÒÉÁÔÅÄ ÁÓ ÃÕÌÔÕÒÁÌ ÃÁÐÉÔÁÌ ÔÈÒÏÕÇÈ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÃÏÍÍÅÍÏÒÁÔÉÖÅ ÃÕÌÔÕÒÅ 

rather than the material presence of his paintings in the town. 

 

CONCLUSIONS 

As this chapter has sought to demonstrate, and as the print memorialises, the 

$ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ Institute exhibition was a medium through which Derby was 

able to develop and project its civic identity. This was understood to be 

particularly important at a time when provincial towns and cities were gaining 

greater influence nationally, seeking to assert their independence and to compete 

with London, and one another, often through exhibitions, and at a point when 

Derby was faced with the social and political tensions arising from its rapid 

industriali sation and expansion. Thus, the exhibition was a means through which 

Derby could demonstrate its cultural capital, assert its engagement with the 

emerging exhibition culture and participate in broader national debates and 

discourses of the time. Wright was, therefore, appropriated within these efforts, 

ÁÓ ×ÁÓ ÆÕÒÔÈÅÒ ÃÏÎÓÏÌÉÄÁÔÅÄ ÂÙ 2ÁÙÎÅÒȭÓ depiction of his work in the exhibition. 

 As Tim Hall has assertedȟ ȬÉÔ ÈÁÓ ÌÏÎÇ ÂÅÅÎ Á ÐÒÏÍÉÎÅÎÔ ÁÓÐÅÃÔ ÏÆ ÃÉÖÉÃ 

ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÆÏÒ ÔÈÅ ÃÏÍÐÌÅØÉÔÉÅÓ ÏÆ ÖÁÒÉÏÕÓ ȬÔÒÁÄÉÔÉÏÎÓȭ ÔÏ ÂÅ ÒÅÐÒÅÓÅÎÔÅÄ 

                                                        
731 Hamilton. 
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ÔÈÒÏÕÇÈ ÉÄÅÁÌÉÓÅÄ ÉÎÄÉÖÉÄÕÁÌÓȭȠ ÉÎ ρψσωȟ Én Derby, Wright served this function.732 

Displayed alongside a huge range of exhibits demonstrating the cultural wealth 

of local collections and the taste of Derbyshire citizens, the natural riches of the 

region, and the notable history of the town, particularly its progress and 

ÁÃÈÉÅÖÅÍÅÎÔÓ ÉÎ ÓÃÉÅÎÃÅ ÁÎÄ ÉÎÄÕÓÔÒÙȟ 7ÒÉÇÈÔȭÓ ×ÏÒË ×ÁÓ Á ÖÅÈÉÃÌÅ ÔÈÒÏÕÇÈ 

×ÈÉÃÈ ÔÈÅ ÔÏ×ÎȭÓ ÐÒÅÓÔÉÇÉÏÕÓ ÈÅÒÉÔÁÇÅ ÃÏÕÌÄ ÂÅ ÁÓÓÅÒÔÅÄȢ !Ó ×ÅÌÌ ÁÓ ÒÅÐÒÅÓÅÎÔÉÎÇ 

notable Derby figures in his portraits  ɀ contributing to th e creation of a local 

pantheon ɀ Wright was framed as one of the eminent sons of the town through 

his work and the inclusion of a portrait of him. )Î ÔÈÉÓ ÒÅÓÐÅÃÔ 7ÒÉÇÈÔȭÓ ÎÁÔÉÏÎÁÌ 

acclaim became secondary to his localism, elevating ÔÈÅ ÔÏ×ÎȭÓ ÐÒÅÓÔÉÇÅ ÂÙ 

ÄÅÍÏÎÓÔÒÁÔÉÎÇ $ÅÒÂÙȭÓ ÁÂÉÌÉÔÙ ÔÏ ÎÕÒÔÕÒÅ ÁÒÔÉÓÔÓ ÏÆ ÓÕÃÈ ÈÉÇÈ ÓÔÁÔÕÒÅ ÁÎÄ ÂÙ 

ÈÉÇÈÌÉÇÈÔÉÎÇ ÔÈÅ ÔÏ×ÎȭÓ encouragement of the arts, thus supporting and 

contributing to the development of a national school of painting. Wright of Derby 

was, therefore, another source of civic pride in an exhibition that was intended 

ÔÏ ÒÁÉÓÅ $ÅÒÂÙȭÓ ÐÒÏÆÉÌÅ ÂÙ ÄÅÍÏÎÓÔÒÁÔÉÎÇ ÉÔÓ ÃÏÍÐÅÔÉÔÉÖÅ ÐÌÁÃÅ ×ÉÔÈÉÎ ÔÈÅ 

exhibition culture of the time. 

 4ÈÅ ÐÁÉÎÔÅÒȭÓ ÉÎÃÌÕÓÉÏÎ ÉÎ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ went further than being simply a 

sign of $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÃÁÐÉÔÁÌ ÈÏ×ÅÖÅÒȠ ÔÈÒÏÕÇÈ it  Wright became woven into 

the civic culture of the town. Wright became implicated in the ethos of the 

-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎ ÔÏ ÅÄÕÃÁÔÅ $ÅÒÂÙȭÓ ÐÏÐÕÌÁÔÉÏÎ ×ÉÔÈ ËÎÏ×ÌÅÄÇÅ ÔÈÁÔ could 

be applied to their work; his art became an exemplar to inspire and raise the 

aspirations of the worker and he was claimed as an artist of good design and 

draughtsmanship. He was also appropriated within the middle class efforts being 

made in Derby to encourage local pride; create a sense of stability and continuity 

at a time of great change and considerable unrest in the town; and, to improve 

the working class through providing rational recreation. Again, his localism was 

important in this as it made his achievements attainable for other Derbyshire 

men and because he represented the 18th-century history of the town which, 

through ÔÈÅ ÅØÈÉÂÉÔÓ ÁÎÄ ÔÈÅ ÒÏÌÅ ÏÆ $ÅÒÂÙȭÓ ÅÓÔÁÂÌÉÓÈÅÄ ÆÁÍÉÌÉÅÓ ÌÉËÅ ÔÈÅ 3ÔÒÕÔÔȭÓ, 

was brought into the present, affirming the townȭÓ progression and the firm 

                                                        
732 4ÉÍ (ÁÌÌȟ Ȱ)ÍÁÇÅÓ ÏÆ )ÎÄÕÓÔÒÙ ÉÎ ÔÈÅ 0ÏÓÔÉÎÄÕÓÔÒÉÁÌ #ÉÔÙȡ 2ÁÙÍÏÎÄ -ÁÓÏÎ ÁÎÄ "ÉÒÍÉÎÇÈÁÍȟȱ 
Cultural Geographies 4, no.46 (1997), 60. 
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foundations on which the new Derby was being built in the early 19th-century. 

In this respect, through the exhibition Wright was appropriated into the steps 

being taken, both through public and private initiatives, to improve the town 

materially and socially through new civic buildings and through providing 

rational recreation for the working class, as was embodied in the motivation for 

ÔÈÅ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎ ÁÎÄ ÔÈÅ !ÒÂÏÒÅÔÕÍȢ As many of these local concerns 

reflect the national debates of the time, particularly regarding the quality of 

design and manufacture and the moral and intellectual improvement of the 

working class, the exhibition was also a means through which Wright was 

implicated in these national discourses as Derby sought to demonstrate its 

participation in these dialogues.  

 9ÅÔȟ ÁÓ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÃÌÏÓÅÄ ÉÎ 3ÅÐÔÅÍÂÅÒ ÏÆ ÔÈÅ ÓÁÍÅ ÙÅÁÒȟ 7ÒÉÇÈÔȭÓ 

relationship with Derby was only materially evident for a short time. Rather his 

place in the exhibition and as part of DeÒÂÙȭÓ ÍÙÔÈÏÌÏÇÙ ÁÎÄ ÃÉÖÉÃ ÈÅÒÉÔÁÇÅ ×ÁÓ 

ÃÏÎÓÏÌÉÄÁÔÅÄ ÔÈÒÏÕÇÈ 2ÁÙÎÅÒȭÓ ÐÒÉÎÔ ×ÈÉÃÈ ÄÅÐÉÃÔÓ ÈÉÓ ×ÏÒË ÁÓ ÔÈÅ ÃÅÎÔÒÅÐÉÅÃÅ ÏÆ 

the lecture hall display. As well as highlighting the importance of the 

commemorative culture around the exhibition, this also demonstrates that in 

ρψσω 7ÒÉÇÈÔȭÓ ÉÍÐÏÒÔÁÎÃÅ ÉÎ $ÅÒÂÙ ×ÁÓ ÓÙÍÂÏÌÉÃ ÁÎÄ ÉÎÄÅÐÅÎÄÅÎÔ ÏÆ ÔÈÅ 

visibility of his paintings in the heart of the town, as they had been at the 

exhibition. At this point in the 19th-century 7ÒÉÇÈÔȭÓ ÃÌÏÓÅ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ 

Derby was manifested through his commemoration at the heart of an exhibition 

which was itself ÃÅÌÅÂÒÁÔÅÄ ÁÓ Á ÌÁÎÄÍÁÒË ÅÖÅÎÔ ÉÎ ÔÈÅ ÔÏ×ÎȭÓ ÈÉÓÔÏÒÙ ÁÎÄ ×ÈÉÃÈ 

associated and utilised Wright in relation to a broad range of local, and national, 

social, political, cultural and material concerns. 
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Ȭ)T IS ALL Ȭ2)'(4ȭȡ THE DISPLAY OF WRIGHTȭS ART IN 

DERBY AND THE NATIONAL GALLERY, 1866-1877 

 

 

4ÈÅ ÅØÈÉÂÉÔÉÏÎ ÃÏÕÌÄ ÎÏÔ ÐÏÓÓÉÂÌÙ ÂÅ Á ÆÁÉÌÕÒÅȟ ÆÏÒ ÉÔ ÉÓ ÁÌÌ Ȭ2)'(4Ȣ733 

                Anon, 1870 

 

4ÈÉÓ ÐÕÎ ÕÐÏÎ 7ÒÉÇÈÔȭÓ ÎÁÍÅ ×ÁÓ ÃÏÉÎÅÄ in response to the display of his work 

at the Midland Counties Exhibition held in Derby in 1870, the second of the three 

exhibitions held in the town in the 11 years that form the focus of this chapter. 

All three of the exhibitions ɀ the Art and Industrial exhibition in 1866, the 

Midland Counties exhibition in 1870, and the Fine Arts exhibition in 1877 ɀ 

ÉÎÃÌÕÄÅÄ 7ÒÉÇÈÔȭÓ ×ÏÒËȢ As the pun implies, during this period there was an 

expectation that not only would Wright be represented, his work would be a 

centrepiece and guarantor of success in any Derby exhibition. 

 It was also during this time ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÍÏÓÔ ÆÁÍÏÕÓ ÐÁÉÎÔÉÎÇȟ An 

Experiment on a Bird in an Air Pump, 1768, was gifted to the National Gallery. This 

was significant as it was the first painting by the artist to enter a national 

collection as, although a self-portrait had been donated to the National Portrait 

Gallery by William Michael Rossetti in 1858 and the Portrait Gallery had bought 

a portrait of Erasmus Darwin in 1859, these have both since been reattributed, 

                                                        
733 Ȱ4ÈÅ $ÅÒÂÙÓÈÉÒÅ !ÒÔ %ØÈÉÂÉÔÉÏÎȟȱ ÎÅ×ÓÐÁÐÅÒ ÃÕÔÔÉÎÇȟ ρψχπȟ ÉÎ Midland Counties, Exhibition, 
Drill Hall, Derby, May 1870, (London & Derby: Bemrose & Sons, 1870), un-paginated, extra-
illustrated vol. by Llewellynn Lloyd Simpson, MS 9438, Derby Local Studies library. 
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ÈÉÇÈÌÉÇÈÔÉÎÇ ÔÈÅ ÌÁÃË ÏÆ ÃÌÁÒÉÔÙ ÁÒÏÕÎÄ 7ÒÉÇÈÔȭÓ ÁÒÔ [Fig. 95 and 96].734 As this 

chapter will argue, although the Air Pump was not widely commented upon 

ÏÕÔÓÉÄÅ $ÅÒÂÙȟ ÉÔÓ ÁÃÃÅÓÓÉÏÎ ÉÎÔÏ ÔÈÅ .ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙȭÓ "ÒÉÔÉÓÈ ÁÒÔ ÃÏÌÌÅÃÔÉÏÎ was 

aÎ ÁÆÆÉÒÍÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÓÔÁÔÕÒÅ ÁÎÄ Á ÐÉÖÏÔÁÌ ÍÏÍÅÎÔ ÉÎ ÈÉÓ ÍÅÍÏÒÉÁÌÉÓÁÔÉÏÎ 

as it set the standard for DerbyȭÓ ÌÁÔÅÒ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÏÆ ÔÈÅ ÐÁÉÎÔÅÒ through 

building its own collection. Thus, this demonstrates that by the 1860s and 70s 

Wright was widely recognised as a famous son of Derby and frequently 

appropriated to demonstrate ÔÈÅ ÔÏ×ÎȭÓ cultural capital so that, nationally, there 

was little need to stress his claim as a notable figure within the British School of 

painting.  

 The chapter will firstly focus upon the three exhibitions held in Derby 

during this period and the way in which Wright was represented in each moment. 

Close attention will be paid to the works by Wright on display, their hang, and 

their reception, as well as their place in relation to the other exhibits and the 

×ÉÄÅÒ ÎÁÒÒÁÔÉÖÅÓ ÏÒ ÔÈÅÍÅÓ ÏÆ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȢ 4ÈÒÏÕÇÈ ÔÈÉÓ 7ÒÉÇÈÔȭÓ ÉÍÐÌÉÃÁÔÉÏÎ 

within the cultural, material and social development of Derby at each moment 

will be explored, particularly in respect to the development of Derby as a railway 

centre in 1866, ÔÈÅ ÔÏ×ÎȭÓ ÕÓÅ ÏÆ ÅØÈÉÂÉÔÉÏÎÓ ÔÏ ÒÁÉÓÅ ÉÔÓ ÃÕÌÔÕÒÁÌ ÐÒÅÓÔÉÇÅ ÁÎÄ ÔÏ 

compete with other provincial towns and cities in 1870, and its engagement with 

the national discourse and agenda around arts education in 1877. This will 

demonstrate that whilst Wright was consistently invoked as a source of civic 

pride in Derby during this period, he was implicated in different narratives at 

each moment according to the agenda of the exhibition and the local, regional and 

national concerns in each instance. !ÄÄÉÔÉÏÎÁÌÌÙȟ ÁÓ 7ÒÉÇÈÔȭÓ ÐÒÅÓÅÎÃÅ ×ÉÔÈÉÎ 

each exhibition was different, with the number of paintings included steadily 

decreasing, consideration will also be given to the cumulative effect of these 

exhibitions in shaping and expressing the ÁÒÔÉÓÔȭÓ relationship with Derby. In 

doing this, as in Chapter Four, the commemorative culture around each 

exhibition will be drawn upon; whilst there is no surviving visual material 

                                                        
734 Unknown man, formerly known as Joseph Wright, unknown artist, painting folder [1858-], 
Registered Packet 29, NPG46/1/29, National Portrait Gallery, London; Erasmus Darwin, after 
Joseph Wright, painting folder [1859-], Registered Packet 88, NPG46/1/87, National Portrait 
Gallery, London. 
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relating to the 1877 exhibition, as is common for provincial exhibitions, 1866 is 

commemorated by a print of the display and 1870 is unusually well documented 

through a print and a series of photographs now in Derby Local Studies Library. 

The chapter will close by considering the accession of the Air Pump into the 

National Gallery, its early institutional history , and its role in shaping the 

understanding of Wright and his place in British art history in the mid-19th-

centuryȢ 0ÒÏÖÉÄÉÎÇ Á ÃÏÕÎÔÅÒÐÏÉÎÔ ÔÏ 7ÒÉÇÈÔȭÓ ÈÉÇÈ ÓÔÁÔÕÓ ×ÉÔÈÉÎ $ÅÒÂÙȟ ÔÈÅ 

muted reception of this painting, will be used to highlight that 7ÒÉÇÈÔȭÓ 

incorporat ion into $ÅÒÂÙȭÓ ÃÉÖÉÃ ÃÕÌÔÕÒÅ ÍÁÄÅ ÈÉÍ ÌÅÓÓ ÁÖÁÉÌÁÂÌÅ ÆÏÒ ÎÁÔÉÏÎÁÌ ÃÏ-

option. 

 This chapter will aim to show that by the 1860s and 70s the relationship 

between Wright and Derby was well established and recognised within the 

ÐÁÉÎÔÅÒȭÓ ÈÏÍÅÔÏ×ÎȢ Whilst in each exhibition he was appropriated within 

different and highly specific concerns reflecting those of the town and nation at 

each moment, the chapter will demonstrate that Wright had become a 

cornerstone of DerÂÙȭÓ ÇÒÏ×ÉÎÇ ÅØÈÉÂÉÔÉÏÎ ÃÕÌÔÕÒÅ ÁÎÄȟ ÁÓ Á ÌÏÃÁÌ ÁÒÔÉÓÔ ÏÆ 

considerable acclaim, he was a figure that was frequently drawn upon to 

ÃÏÎÓÏÌÉÄÁÔÅ ÁÎÄ ÁÆÆÉÒÍ ÃÉÖÉÃ ÐÒÉÄÅȢ 4ÈÒÏÕÇÈ ÔÈÉÓ ÉÔ ×ÉÌÌ ÁÒÇÕÅ ÔÈÁÔ 7ÒÉÇÈÔȭÓ 

seemingly overlooked position within the national art world cannot be ascribed 

simply to neglect. Rather, it will be proposed that as the painter was increasingly 

ÌÁÉÄ ÃÌÁÉÍ ÔÏ ÌÏÃÁÌÌÙ ÁÎÄ ÉÎÔÅÒ×ÏÖÅÎ ÉÎÔÏ $ÅÒÂÙȭÓ ÃÉÖÉÃ ÃÕÌÔÕÒÅ ÔÈÅÒÅ ×ÁÓ ÌÅÓÓ ÎÅÅÄ 

for him to be championed as a national artist nor was there the space for this to 

happen as, unlike Reynolds for example, the strong sense of place associated with 

him made it less important for him to have a prominent position within the 

capital.   

 

Ȭ4HE GREAT FEATURE OF THE EXHIBITIONȭȡ WRIGHT AT THE ART AND 

INDUSTRIAL EXHIBITION, 1866 

(ÅÌÄ ÉÎ ÔÈÅ #ÏÒÎ %ØÃÈÁÎÇÅȟ ÔÈÅ ÆÉÒÓÔ ÅØÈÉÂÉÔÉÏÎ ÔÏ ÉÎÃÌÕÄÅ 7ÒÉÇÈÔȭÓ ×ÏÒË ÄÕÒÉÎÇ 

this period was the Art and Industrial Exhibition which opened on 25 September 
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1866 and continued until 3 October of the same year.735  This week long 

exÈÉÂÉÔÉÏÎȟ ×ÈÉÃÈ ×ÁÓ ÁÔÔÒÉÂÕÔÅÄ ȬÁ ÖÅÒÙ ÓÕÃÃÅÓÓÆÕÌ ÔÈÏÕÇÈ ÂÒÉÅÆ ÃÁÒÅÅÒȭȟ is 

ÓÉÇÎÉÆÉÃÁÎÔ ÁÓ ÏÎÅ ÏÆ ÔÈÅ ÌÁÒÇÅÓÔ ÄÉÓÐÌÁÙÓ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÉÎ ÔÈÅ 19th-century.736 

Including 60 oil paintings and watercolours by the artist, the exhibition was 

ȬÓÐÅÃÉÆÉÃÁÌÌÙ ÉÎÔÅÎÄÅd to attempt what has not hitherto been done, - to get as good 

a collection as possible of the works of the celebrated Wright of Derby, Derby 

ÃÈÉÎÁȟ $ÅÒÂÙ ÁÒÔÉÓÔÓ ǪÃȢȭ737 From the start, therefore, there was a concern to use 

Wright to bolster civic pride and build a sense of cultural and civic identity at a 

time when Derby was undergoing great change as the home of the Midland 

Railway Company.  

 The exhibition is recorded through a print published by Bemrose and 

Sons, two copies of which are now in the collections of Derby Museum and Art 

Gallery and the Derby Local Studies Library [Fig.97]. Little is known about the 

production of the print although its small size and the survival of two copies 

implies that it had a fairly high print run at relatively low costs and was 

circulated, primarily within the region, as a memento of the exhibition.738 The 

inclusion of the names of the executive committee on the print, most notably 

William Bemrose who was both a member of the committee and co-director of 

Bemrose and Sons, also indicates that it may have been part of the official 

material culture of the exhibition, thus providing an insight into the way in which 

the organisers wished 1866 to be perceived and remembered.739 Consequently, 

whilst the details of the print ɀ its scroll -work, elaborate fonts, and the frame of 

the neo-gothic triptych ɀ suggest it was intended to be decorative rather than 

documentary, the print will be a springboard for discussing the exhibition and its 

role in the cultural and civic life of Derby.  

 TÈÒÏÕÇÈ ÔÈÅ ÐÒÉÎÔȟ 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ ×ÉÔÈÉÎ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÉÓ ÉÍÍÅÄÉÁÔÅÌÙ 

made clear; a self-ÐÏÒÔÒÁÉÔ ÂÙ ÔÈÅ ÁÒÔÉÓÔȟ ÌÅÎÔ ÂÙ 4ÈÏÍÁÓ #ÈÁÒÌÅÓ #ÁÄÅȟ 7ÒÉÇÈÔȭÓ 

                                                        
735 Ȱ!ÄÖÅÒÔÉÓÅÍÅÎÔÓ Ǫ .ÏÔÉÃÅÓȢ ,ÉÔÃÈÕÒÃÈ #ÈÕÒÃÈÅÓȟȱ The Derby Mercury, 12 September 1866. 
736 Ȱ4ÈÅ &ÉÎÅ !ÒÔÓ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 10 October 1866. 
737 Ȱ4ÈÅ ,ÉÔÃÈÕÒÃÈ #ÈÕÒÃÈÅÓȢ ! &ÉÎÅ !ÒÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 22 August 1866. 
738 Neither Derby Museum and Art Gallery or Derby Local Studies Library have any other material 
relating to the print other than the print itself; in the library it is catalogued as a broadsheet whilst 
at the museum it was folded inside a copy of the exhibition catalogue. 
739 H. H. Bemrose, The House of Bemrose 1826-1926 (Derby: The Bemrose Press, 1926), 55. 
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grandson, is depicted in the centre of the back wall above the line [Fig. 98 and 

99]. As in the earlier MÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÅØÈÉÂÉÔÉÏÎȟ $ÅÒÂÙ adopted the style of 

hang exemplified in the Royal Academy exhibitions ɀ it would , therefore, have 

ÂÅÅÎ ×ÉÄÅÌÙ ÒÅÃÏÇÎÉÓÅÄ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÓÅÌÆ-portrait occupied the best position on 

the wall.740 This visually demonstrated the value of 7ÒÉÇÈÔȭÓ ÁÒÔ ÁÎÄ ÔÈÅ ÆÏÒÅÍÏÓÔ 

position assigned to him amongst all the artists on display. Furthermore, the 

scale of the painting has been enlarged so that it appears to be the same size as 

7ÒÉÇÈÔȭÓ ÐÏÒÔÒÁÉÔ ÏÆ ÔÈÅ Ô×Ï 0ÉÃËÆÏÒÄ ÃÈÉÌÄÒÅÎȟ lent by Mrs Curzon, a painting 

almost double the size of the self-portrait [Fig.100]. This painting, along with 

7ÒÉÇÈÔȭÓ ÐÏÒÔÒÁÉÔ ÏÆ Ȭ-ÒÓ #ÈÁÒÌÅÓ (ÕÒÔ ÁÎÄ ÄÁÕÇÈÔÅÒȭȟ ÌÅÎÔ ÂÙ !ÌÂÅÒÔ 4Ȣ (ÕÒÔȟ ÁÎÄ 

Vesuvius from the shore of Posilippo, also lent by Cade, is identif iable in the print 

and all are depicted in prominent positions on the back wall [Fig. 101 and 102].741 

 7ÒÉÇÈÔȭÓ ÐÒÅ-eminence is underscored by the four pictures clearly 

depicted, whilst the remaining paintings are represented suggestively, without 

specificity. 4ÈÉÓ ÒÅÆÌÅÃÔÓ 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ ×ÉÔÈÉÎ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÁÓ Á ȬÍÁÉÎ ÆÅÁÔÕÒÅȭȟ 

indicating that the painter was recognised as one of the principal attractions of 

the display.742 In both the exhibition and its memorialisation through the print, 

there was a concerÎ ÔÏ ÓÔÒÅÓÓ ÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÁÔÔÁÃÈÅÄ ÔÏ 7ÒÉÇÈÔ ÁÓ ÔÈÅ ÔÏ×ÎȭÓ 

leading artist. 

 As The Derby Mercury highlighted, the walls of the exhibition were filled 

×ÉÔÈ ȬÓÐÅÃÉÍÅÎÓ ÆÒÏÍ ÔÈÅ ÅÁÓÅÌÓ ÏÆ 7rÉÇÈÔ ÏÆ $ÅÒÂÙȣ ÏÆ 7ÁÒÄȟ ÏÆ %ÙÒÅȟ ÏÆ (ÕÎÔȟ ÏÆ 

Cattermole, Morland, G. J. Smith, W. Gadsby, Prout, David Cox, Barrett, Sydney 

#ÏÏÐÅÒȟ ÁÎÄ Á ÈÏÓÔ ÏÆ ÌÏÃÁÌ ÁÎÄ ÆÁÍÏÕÓ ÍÅÎȢȭ743 Whilst Wright is clearly being 

ranked as first among these, this also reflects the importance placed upon 

displaying the work of local artists. For example, James EyreȭÓ ÁÆÆÉÌÉÁÔÉÏÎ ×ÉÔÈ ÔÈÅ 

town had already been established in 1839, therefore, the display of nine of his 

paintings in 1866 continued his commemoration as an important local artist as 

                                                        
740 3ÏÌËÉÎȟ Ȱ4ÈÉÓ 'ÒÅÁÔ -ÁÒÔȟȱ ςȢ 
741 Official Catalogue of the Art & Industrial Exhibition, collection of rare old china, &c., held in aid 
of the building funds of the Churches of St. Andrew & St. James, in the Corn Exchange, Derby, opened 
from September 25, 1866 (Derby: Bemrose and Sons, 1866), 10-11. 
742 ,ÌÅ×ÅÌÌÙÎÎ *Å×ÉÔÔȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Art Journal 59 (November 1866), 352. 
743 Ȱ4ÈÅ &ÉÎÅ !ÒÔ ÁÎÄ )ÎÄÕÓÔÒÉÁÌ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 19 September 1866. 
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his description as Ȭ%ÙÒÅȟ ÏÆ $ÅÒÂÙȭ ÉÎ ÔÈÅ ÃÁÔÁÌÏÇÕÅ underscores.744 Additionally, 

the catalogue lists works by Louise Rayner, daughter of Samuel Rayner, 

highlighting the ÆÁÍÉÌÙȭÓ ongoing relationship with the town and the links 

between exhibitions in Derby; John Haslem, the successful enamel painter; and 

Richard Mac#ÏÎÎÅÌÌȟ ÁÎÏÔÈÅÒ ÄÅÃÅÁÓÅÄȟ ÌÏÃÁÌ ÐÁÉÎÔÅÒ ÃÁÔÁÌÏÇÕÅÄ ÁÓ Ȭ-ÁÃ#ÏÎÎÅÌÌȟ 

ÏÆ $ÅÒÂÙȭ [Fig.103].745 This is reinforced by the list of artists that Ȭbelong to 

$ÅÒÂÙÓÈÉÒÅ ÂÙ ÂÉÒÔÈȟ ÍÁÒÒÉÁÇÅȟ ÏÒ ÌÏÎÇ ÒÅÓÉÄÅÎÃÅȭ ÉÎ ÔÈÅ ÃÁÔÁÌÏÇÕÅ, explicitly 

promoting the relationship of the 80 artists listed with Derby.746 James Ward is 

representative of this; ÈÉÓ ÄÅÓÃÒÉÐÔÉÏÎ ÁÓ Ȭ!Î !ÎÉÍÁÌ 0ÁÉÎÔÅÒ ÏÆ ÇÒÅÁÔ ÅÍÉÎÅÎÃÅȭ 

ÉÍÐÌÉÅÓ $ÅÒÂÙȭÓ ÈÉÇÈ ÓÔÁÔÕÓ ÔÈÒÏÕÇÈ ÔÈÅ ÃÁÌÉÂÒÅ ÏÆ ÉÔÓ ÁÒÔÉÓÔÓȟ ÄÏ×ÎÐÌÁÙÉÎÇ ÔÈÅ 

limited time he actually spent in the region.747 The inclusion of five copies after 

7ÒÉÇÈÔȭÓ ×ÏÒË ÂÙ 'ÅÏÒÇÅ 3ÍÉÔÈȟ Á ÒÅÓÉÄÅÎÔ ÐÁÉÎÔÅÒ ÏÆ $ÅÒÂÙȟ ÁÎÄ ÂÙ 7ÒÉÇÈÔȭÓ 

granddaughter, Miss Chappell, highlights that he was embedded and celebrated 

×ÉÔÈÉÎ ÔÈÅ ÔÏ×ÎȭÓ ÃÕÌÔÕÒÁÌ ÌÉÆÅ ÁÎÄ ÁÒÔ ÃÉÒÃÌÅÓȢ748 The exhibition of the maul stick 

Wright used demonstrates his commemoration through artefacts of his life as 

well.749  

 The exhibition is notable for having relatively few Old Masters. Those 

which can be classed as such are predominantly Dutch or Flemish including Both, 

Teniers and Rubens ɀ although attribution s are not certain ɀ suggesting the 

continuing taste for this art amongst the Derbyshire gentry and the stability of 

local collections as these paintings remained within the region.750 The exhibition 

was primarily a display of paintings by British artists of the 18th and 19th-

century, although a few works by Peter Lely and Godfrey Kneller were also 

included.751 As the list given in The Derby Mercury shows, the exhibition included 

the works of notable British painters like Morland, Stubbs, Wilson and 

'ÁÉÎÓÂÏÒÏÕÇÈȟ 7ÒÉÇÈÔȭÓ ÆÁÍÏÕÓ ÃÏÎÔÅÍÐÏÒÁÒÉÅÓ, as well as the younger 

                                                        
744 Official Catalogue, 4-20. 
745 Ibid. 
746 Ibid, 21-23. 
747 Official Catalogue, 23; Fineran, )ÌÌÕÓÔÒÁÔÅÄ 7ÈÏȭÓ 7ÈÏ. 
748 Official Catalogue, 4-11. 
749 Ibid, 20a. 
750 Ibid, 4-20. 
751 Ibid . 
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generation of artists like David Cox and Sir Thomas Lawrence.752 Consequently, 

as well as reflecting the prestige of the national school at this time, which was 

widely understood to have begun with the 18th-century, the exhibition ɀ by 

championing both local and national art ɀ ÉÍÐÌÉÅÄ ÔÈÁÔ $ÅÒÂÙȭÓ ÁÒÔÉÓÔÓ ÈÁÄ 

contributed, and continued to contribute to, the development of British art.753 

 4ÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÃÏÎÃÅÒÎ ÔÏ Äemonstrate the wealth of the region was also 

expressed through the subjects of the paintings on display. In the print three of 

the identifiable paintings by Wright are portraits, reflecting the high number of 

portraits in the exhibition overall. The 34 portraits in the exhibition reflected 

7ÒÉÇÈÔȭÓ ÓÕÃÃÅÓÓÆÕÌ local portrait practice. This is exemplified in the misnamed 

portrait of Francis Burdett in the exhibition; commissioned in the 1760s by 

Francis Mundy with five other portraits of the Derby HuntȭÓ ÍÅÍÂers, upon its 

completion it was displayed in Derby Town Hall before being installed at 

Markeaton Hall where it  remained [Fig.104].754 As such, the painting alluded to 

$ÅÒÂÙȭÓ ÅØÈÉÂÉÔÉÏÎ ÈÉÓÔÏÒÙȟ ÉÔÓ ÃÕÌÔÕÒÁÌ ÈÉÓÔÏÒÙȟ ÁÎÄ ÉÔÓ ÈÉÓÔÏÒÙ ÏÆ ÓÕÐÐÏÒÔÉÎÇ 

Wright thro ugh public display and local patronage. Thus, 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ 

helped create a gallery of Derbyshire worthies, including many of the local gentry 

ÌÉËÅ ÔÈÅ 2ÅÖÅÒÅÎÄ *ÏÈÎ 0ÉÃËÅÒÉÎÇȟ ÁÎÄ Á ÓÅÎÓÅ ÏÆ ÔÈÅ ÔÏ×ÎȭÓ ÌÏÎÇ ÔÒÁÄÉÔÉÏÎ ÏÆ 

encouraging the arts.755 As these paintings were frequently lent by descendants 

ÏÆ ÔÈÅ ÓÉÔÔÅÒȟ ÁÓ ÉÓ ÔÈÅ ÃÁÓÅ ÏÆ ÔÈÅ Ȭ0ÏÒÔÒÁÉÔ !ÂÎÅÙȟ %ÓÑȢȭ ×ÈÉÃÈ ×ÁÓ ÌÅÎÔ ÂÙ ÔÈÅ 2ÅÖȢ 

E. H. Abney, they also demonstrate the limited circulation of his portraits, the 

majority remaining in the collections of local families. 

 Through including two self-portraits and five portraits believed to be 

members of his family, 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ $ÅÒÂÙ ×ÁÓ ÆÕÒÔÈÅÒ ÕÎÄÅÒÌÉÎÅÄȢ 

4ÈÅÓÅ ÐÏÓÉÔÉÏÎÅÄ 7ÒÉÇÈÔ ÁÍÏÎÇÓÔ $ÅÒÂÙȭÓ ×ÏÒÔÈÉÅÓ ÁÎÄ ÁÌÓÏ ÒÅÆÅÒÒÅd to his 

ÆÁÍÉÌÙȭÓ ÌÏÎÇ residency in DerbyshireȢ 2ÉÃÈÁÒÄ 7ÒÉÇÈÔȟ ÔÈÅ ÁÒÔÉÓÔȭÓ ÂÒÏÔÈÅÒȟ for 

example, whose portrait was included, had been a physician, moving in the 

middle class circles of the town [Fig.105].756 

                                                        
752 Official Catalogue, 4-20. 
753 6ÁÕÇÈÁÎȟ Ȱ%ÎÇÌÉÓÈÎÅÓÓ ÏÆ "ÒÉÔÉÓÈ !ÒÔȢȱ 
754 Nicolson, Joseph Wright, 185. 
755 Ibid , 174. 
756 Bemrose, Life and Works, 3-4. 
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 Partly due to the inclusion of watercolours, a medium whose history was 

intertwined with topography, a large proportion of the paintings on display 

represented landscape subjects. This is, again, consistent with the proportionally 

ÌÁÒÇÅ ÎÕÍÂÅÒ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÔÈÁÔ ×ÅÒÅ ÌÁÎÄÓÃÁÐÅÓȟ ÎÕÍÂÅÒÉÎÇ ρπ ÉÎ 

total.757 This weighting correlated with the desire to celebrate the British school 

in the exhibition as landscape had risen to pre-eminence as a distinctly British 

art, frequently enlisted to express national identity.758 In 1866 it was, however, 

also appropriated as a source of local pride as the range of views of the region, 

from )ÒÏÎÇÁÔÅ ÔÏ $ÏÖÅÄÁÌÅȟ ÓÈÏ×ÅÄ $ÅÒÂÙÓÈÉÒÅȭÓ commercial prosperity, and its 

natural riches and beauty.759 As two ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÄÅÐÉÃÔÅÄ $ÅÒÂÙÓÈÉÒÅ - 

representing Ȭ2ÏÃËÓ ÎÅÁÒ -ÁÔÌÏÃËȭ ÁÎÄ Ȭ4ÈÅ (ÉÇÈ 4ÏÒȭ ɀ his work was implicated 

in this.760 !Ó ×ÉÔÈ ÔÈÅ ÐÏÒÔÒÁÉÔÓȟ ÔÈÅÓÅ ÐÁÉÎÔÉÎÇÓ ÁÆÆÉÒÍÅÄ 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ 

with Derby through highlighting his local painting practice. 7ÒÉÇÈÔȭÓ 

representation as a landscapist also implied that he was one of the founders of 

this school, alongside artists like Richard Wilson. Additionally, the identity of the 

lenders suggest that one of the reasons for the celebration of the regional 

landscape was their localism; for example, Llewellynn Jewitt who lent the 

watercolour of High Tor by Wright had grown up in Duffield and had recently 

returned to Derby in 1853, developing an interest in the archaeology and 

antiquities of the region.761  

Whilst portraits and landscapes formed the largest part of the display of 

7ÒÉÇÈÔȭÓ ×ÏÒË in 1866, it also demonstrated the diversity of his oeuvre. The 

catalogue alludes to this by describing ÈÉÍ ÁÓ Á ȬÐÁÉÎÔÅÒ ÏÆ ÐÏÒÔÒÁÉÔÓȟ ÌÁÎÄÓÃÁÐÅÓȟ 

ÁÎÄ ÆÉÒÅ ÅÆÆÅÃÔÓȭȢ762  By ÄÉÓÐÌÁÙÉÎÇ ÔÈÅ ÒÁÎÇÅ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÔÈÅ ÅØÈÉÂÉÔÉÏÎ 

ÆÕÌÆÉÌÌÅÄ ÉÔÓ ÉÎÔÅÎÔÉÏÎ ÔÏ ÇÁÔÈÅÒ Á ȬÇÏÏÄȭ ÃÏÌÌÅÃÔÉÏÎ ÏÆ ÔÈÅ ÁÒÔÉÓÔȭÓ ×ÏÒËȟ materially 

ÅØÐÒÅÓÓÉÎÇ ÔÈÅ ÌÏÃÁÌ ÓÅÎÔÉÍÅÎÔ ÔÈÁÔ ÈÅ ×ÁÓ ÁÎ ÁÒÔÉÓÔ ȬÏÆ ×ÈÏÍ ×Å ÁÒÅ ÁÌÌ ÓÏ 

                                                        
757 Official Catalogue, 4-20. 
758 Daniels, Fields of Vision, 5-8. 
759 Official Catalogue, 4-20. 
760 Ibid , 8 & 11. 
761 7Ȣ 7Ȣ 7ÏÒÔÈȟ Ȱ*Å×ÉÔÔȟ ,ÌÅ×ÅÌÌÙÎÎ &ÒÅÄÅÒÉÃË 7ÉÌÌÉÁÍ ɉÂÁÐȢ ρψρφȟ ÄȢ ρψψφɊȟȱ /ØÆÏÒÄ Dictionary 
ÏÆ .ÁÔÉÏÎÁÌ "ÉÏÇÒÁÐÈÙȟ ÒÅÖȢ -ÁÒÇÁÒÅÔ /ȭ 3ÕÌÌÉÖÁÎȟ ÌÁÓÔ ÍÏÄÉÆÉÅÄ ςππτȟ ÁÃÃÅÓÓÅÄ ρφ !ÕÇÕÓÔ ςπρφȟ 
http://www.oxforddnb.com/view/article/14813.  
762 Official Catalogue, 23. 
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ÐÒÏÕÄȭȢ763 &ÕÒÔÈÅÒÍÏÒÅȟ $ÅÒÂÙȭÓ ÁÂÉÌÉÔÙ ÔÏ ÒÅÐÒÅÓÅÎÔ 7ÒÉÇÈÔ ÓÏ ÆÕÌÌÙ ÃÏÎÆÉÒÍÅÄ 

the ongoing relationship between the painter and place as it highlighted the 

continued interest in, and patronage of his art, in the town, particularly as the 

lenders in 1866 were predominantly from the local area or surrounding counties 

[see Appendix Two].  

It is notable that in representing the artist his sentimental or li terary 

paintings are overlooked ÅÖÅÎ ÔÈÏÕÇÈ ÔÈÅÒÅ ×ÅÒÅ ÓÉØ ÏÎ ÄÉÓÐÌÁÙȟ ÉÎÃÌÕÄÉÎÇ Ȭ4ÈÅ 

/ÒÉÇÉÎ ÏÆ 0ÏÒÔÒÁÉÔ 0ÁÉÎÔÉÎÇȭ ÁÎÄ Ȭ-ÁÒÇÁÒÅÔ ÁÎÄ 7ÉÌÌÉÁÍȟ ÆÒÏÍ -ÁÌÌÅÔȭÓ ÃÅÌÅÂÒÁÔÅÄ 

ÂÁÌÌÁÄȭ. 764  They were ignored in the press on the exhibition. Additionally, 

aÌÔÈÏÕÇÈ ȬÆÉÒÅ ÅÆÆÅÃÔÓȭ ×ÅÒÅ ÎÏÔÅÄ ÁÓ Á ÓÉÇÎÉÆÉÃÁÎÔ ÂÒÁÎÃÈ ÏÆ 7ÒÉÇÈÔȭÓ ÁÒÔȟ ÔÈÅÒÅ 

were only four paintings of this type in the exhibition, including the Vesuvius lent 

by Thomas Charles Cade which was also exhibited in 1839, reiterating  the limited 

circulatiÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓȠ Á Ȭ,ÉÇÈÔÈÏÕÓÅ ÏÎ &ÉÒÅ ÉÎ ÔÈÅ -ÅÄÉÔÅÒÒÁÎÅÁÎȭ ÌÅÎÔ 

ÂÙ 3Ȣ (ÅÎÃÈÌÅÙ -ÁÓÏÎȠ ÁÎÄ Ô×Ï ÏÆ 7ÒÉÇÈÔȭÓ ÆÏÒÇÅ ÓÃÅÎÅÓȟ Ȭ4ÈÅ 3ÈÏÅÉÎÇ &ÏÒÇÅȭ ÁÎÄ 

Ȭ&ÁÒÒÉÅÒȭÓ 3ÈÏÐȭ ÌÅÎÔ ÂÙ "ÌÏÃË ÁÎÄ !Ȣ "ÕÃÈÁÎÁÎ respectively [Fig.106].765  

 Whereas the exhibition included nearly 500 pictures the other exhibits 

consisted of 20 cases, mostly displaying porcelain, and an industrial  department 

represented by only nine exhibits.766 Whilst the ceramics, which included pieces 

of Chelsea Derby, Old Derby China and Wedgwood ware, were another means of 

demonstrating the cultural  wealth of the town, attributing  it  with  national 

prestige as a producer of luxury goods and objets ÄȭÁÒÔȟ the industrial  department 

seems limited.767 Despite the hope that the exhibition might ȬÓÔÉÍÕÌÁÔÅ induÓÔÒÙȣ 

win  many an idle man from equivocal ÐÕÒÓÕÉÔÓȭ its industrial  exhibits did not 

correspond with  local manufactures, seeming artisanal rather than industrial  as 

they included an inlaid table and a Ȭ2ÉÃÈÌÙ-carved 3ÅÃÒÅÔÁÉÒÅȭȢ768 Responding to 

                                                        
763 Ȱ4ÈÅ &ÉÎÅ !ÒÔÓ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 10 October 1866. 
764 Official Catalogue, 4-20. 
765 Ibid. 
766 Ibid. 
767  See for example: Alfred Wallis and William Bemrose, Jun., The Pottery & Porcelain of 
Derbyshire: A sketch of the history of fictile art in the county, 2nd Edn. (London & Derby: Bemrose 
and Sons, 1870). Published just a few years after the exhibition this demonstrates the interest in 
raising the status of Derby porcelain, stressing the importance of the Nottingham Road factory. 
768 Ȱ!Î !ÒÔ ÁÎÄ )ÎÄÕÓÔÒÉÁÌ %ØÈÉÂÉÔÉÏÎ ÆÏÒ $ÅÒÂÙÓÈÉÒÅȟȱ The Derby Mercury, 29 March 1865; Official 
Catalogue, 28. 
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the precedent set by the -ÅÃÈÁÎÉÃÓȭ Institute  exhibition in 1839, which was 

remembered ȬÍÏÒÅ as a museum than anything ÅÌÓÅȭȟ 1866 was intended to 

ȬÅÍÂÒÁÃÅ the arts and sciences, and also the varied manufactures and mineral 

products of the county, thus making it  most attractive  to the visitor  and to the 

useful ÍÅÃÈÁÎÉÃȭȢ769  Thus, whilst  not entirely  losing the language of 

improvement, the exhibition was less rigorous in regards to its practical and 

educative role.  

 As the location of the exhibition in the Corn Exchange on Becket Street 

indicates, the exhibition was not the only means through which Derby sought to 

bolster civic pride and its cultural  capital. Opening in 1861, the Exchange had 

been designed by Benjamin Wilson Sheffield to be a striking  landmark in the 

town [Fig.107]. 770  Corresponding with  the printȭs representation of the 

exhibition as a sociable event ɀ the visitors depicted vary in age and gender, 

mixing together as they talk, study paintings, or observe one another ɀ the Corn 

Exchange was an important  venue in the town [Fig.108]. Housing the Palace 

Theatre of Varieties and holding family concerts, the Exchange had a history of 

hosting social and cultural  events, bringing together the ÔÏ×ÎȭÓ citizens.771 This 

is underscored by the opening hours of the exhibition ɀ 11am to 5pm and 7pm to 

10pm every day but Friday.772 Furthermore, it  had initially  been hoped that the 

exhibition could be held to inaugurate the new Market Hall in 1865, a project 

which was delayed leading to the alternative venue.773 

 As the triptych  on the print  shows, the exhibition was directly  implicated 

in the physical development of the town as it  was held to raise funds for building 

St !ÎÄÒÅ×ȭÓ Church and St James the Greater, both in Litchurch [Fig. 109 to 111].  

In 1866 St !ÎÄÒÅ×ȭÓ was underway, its cornerstone having been laid in 1864 with  

a service marking the occasion [Fig.112].774 St James, on the other hand, was not 

begun until  1866 and both projects were stalled, The Derby Mercury reporting  

                                                        
769 Ȱ!Î !ÒÔ ÁÎÄ )ÎÄÕÓÔÒÉÁÌ %ØÈÉÂÉÔÉÏÎ ÆÏÒ $ÅÒÂÙÓÈÉÒÅȟȱ The Derby Mercury, 29 March 1865. 
770 Craven, Derby, 180. 
771 Ibid, 203-204. 
772 Official Catalogue, i. 
773 Ȱ!ÒÔ ÁÎÄ )ÎÄÕÓÔÒÉÁÌ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ Nottinghamshire Guardian, 31 March 1865. 
774 Service for laying the corner-ÓÔÏÎÅ ÏÆ 3ÔȢ !ÎÄÒÅ×ȭÓ #ÈÕÒÃÈȟ ,ÉÔÃÈÕÒÃÈȟ ÉÎ ÔÈÅ 0ÁÒÉÓÈ ÏÆ 3ÔȢ 0ÅÔÅÒȟ 
Derby, by his Grace the Duke of Devonshire, on the Tuesday in Easter Week, 1864 (Derby: W. 
Bemrose & Sons, 1864), BA283, Derby Local Studies Library. 
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that without  additional funds the tower and spire of St !ÎÄÒÅ×ȭÓ would have to 

be left out and St James would be forced to lose an aisle.775 The history of St 

*ÁÍÅÓȭÓ attests to this: it  was consecrated in December 1866 even though it  was 

incomplete; work  on the north  aisle began in 1875; and, the intended tower and 

spire were never realised [Fig.113].776 

 Proposed by the Rev. J. E. Clark and the Rev. A. Olivier, even at the time an 

exhibition was considered ȬÁÍÏÎÇÓÔ the most novel modes of attracting public 

ÓÕÐÐÏÒÔȭȢ777The exhibition was reported to have been ȬÅØÔensively ÐÁÔÒÏÎÉÚÅÄȭ 

and it  was supplemented by a series of concerts throughout the week and a fancy 

sale during the first  two days of its opening.778 Thus, whilst  the exhibition was a 

huge amount of effort  for just a ×ÅÅËȭÓ display, it  was deemed ȬÖÅÒÙ successful 

though ÂÒÉÅÆȭȢ779 Whilst this brevity  may have been due to the scheduling of the 

Exchange, the speed of the ÅØÈÉÂÉÔÉÏÎȭÓ turnaround was symptomatic of the pace 

of construction and cultural  ambition of the era.  

 The purpose of the exhibition represents part of the Anglican response to 

fears that the Church of England was losing ground in the county, with  an 

increasing proportion  of the population attending non-conformist services.780 As 

one report  into Derbyshire churches highlighted, the county town was 

particularly  lacking, a finding that was met by an increase in church-building of 

all denominations during the mid to late-19th-century.781 Whilst still  struggling 

to keep apace of the growing population, St Andrews and St James were just two 

of 26 places of worship established in the second half of the 19th-century.782  

                                                        
775 Ȱ4ÈÅ ,ÉÔÃÈÕÒÃÈ #ÈÕÒÃÈÅÓȢ ! &ÉÎÅ !ÒÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 22 August 1866. 
776 Ȱ3Ô *ÁÍÅÓȭÓ #ÈÕÒÃÈȟ ,ÉÔÃÈÕÒÃÈȟȱ The Derby Mercury, ςφ $ÅÃÅÍÂÅÒ ρψφφȠ Ȱ3Ô *ÁÍÅÓȭÓ #ÈÕÒÃÈȟ 
,ÉÔÃÈÕÒÃÈȟȱ The Derby Mercury, 2 June 1875. 
777 Ȱ4ÈÅ &ÉÎÅ !ÒÔ ÁÎÄ )ÎÄÕÓÔÒÉÁÌ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 19 September 1866. 
778 Ȱ4ÈÅ &ÉÎÅ !ÒÔÓ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, σ /ÃÔÏÂÅÒ ρψφφȠ Ȱ!ÄÖÅÒÔÉÓÅÍÅÎÔÓ Ǫ .ÏÔÉÃÅÓȢ 
,ÉÔÃÈÕÒÃÈ #ÈÕÒÃÈÅÓȟȱ The Derby Mercury, 12 September 1866. 
779 Ȱ4ÈÅ &ÉÎÅ !ÒÔÓ %ØÈÉÂÉÔÉÏÎȟȱ The Derby mercury, 10 October 1866. 
780 Beckett, 212-214. 
781 Goodeve Mabbs, The Churches in Derbyshire: or provision for public worship in the county 
districts. An analysis of the accommodation provided by all religious bodies in the divisions, districts, 
and parishes of the county. Compiled from official records and authoritative returns (London: 
Bemrose and Sons, 1876), 33; Hey, 425. 
782 Mabbs, 81. 
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 Both churches were built  in Litchurch reflecting the population growth 

and physical expansion of the town as it  became a major railway centre. 

Following the amalgamation of the three railway companies in Derby in 1844 to 

form the Midland Railway the company continued to expand, adding lines to 

London in 1868, Swansea in 1874, and Scotland by 1875.783 By 1876 the Midland 

Railway works covered 128 acres between London Road and Osmaston Road.784 

Thus, it  increased $ÅÒÂÙȭÓ importance and situated it  within  a national, and 

increasingly international, network  of communication and travel. This was 

stressed in contemporary guidebooks like "ÌÁÃËȭÓ Tourist Guide to Derbyshire 

which noted the transport  links between Derby and London and the mileage to 

other provincial  cities including Birmingham, Manchester and Edinburgh.785 The 

opening of the Northern Railway in Friar Gate in 1870 extended the ÔÏ×ÎȭÓ reach 

further,  consolidating $ÅÒÂÙȭÓ status as a railway centre.786 This growth, both in 

the physical and symbolic presence of the railway, had a considerable impact 

upon the town as it  extended southwards, Litchurch and the rest of ȬÒÁÉÌ×ÁÙ 

$ÅÒÂÙȭ becoming incorporated into the borough in 1877, thus increasing the 

limits of the town from 1,793 to 3,445 acres.787 Litchurch had, therefore, gone 

from being a small suburb to being the home of the largest railway works in 

Europe, the influx of people this brought highlighting the need for new 

infrastructures, like churches, to meet the needs of the population.788  

 The magnitude of these changes is conveyed by the Derbyshire-born, 

Spencer Timothy Hall who observed in 1863 that:789 

Derby even then ɀ and it is scarcely thirty years ago ɀ was very different 

from Derby now, containing much less than half its present number of 

inhabitants. No Arboretum for the living, nor General Cemetery for the 

                                                        
783 Hey, 401; Craven, Derby, 154. 
784 Nixon, 167. 
785 Llewellynn Jewitt, ed., "ÌÁÃËȭÓ 4ÏÕÒÉÓÔȭÓ 'ÕÉÄÅ ÔÏ $ÅÒÂÙÓÈÉÒÅ ÉÎ ÔÏ×ÎÓȟ ×ÁÔÅÒÉÎÇ ÐÌÁÃÅÓȟ ÄÁÌÅÓȟ ÁÎÄ 
mansions (Edinburgh: Adam and Charles Black, 1865), 131. 
786 Lord, 82. 
787 Beckett, 228. 
788 Hey, 391. 
789  'ÏÒÄÏÎ 'ÏÏÄ×ÉÎȟ Ȱ(ÁÌÌȟ 3ÐÅÎÃÅÒ 4ÉÍÏÔÈÙ ɉρρψρς-ρψψυɊȟȱ /ØÆÏÒÄ $ÉÃÔÉÏÎÁÒÙ ÏÆ .ÁÔÉÏÎÁÌ 
Biography, rev. Stephanie L. Barczewski, last modified 2004, accessed 17 August 2016, 
http://www.oxforddnb.com/view/article/11989?docPos=2 . 
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dead. No Railway Station nor Railway. No Midland or Royal Hotel. No 

Temperance Hall, nor public Baths and Wash-(ÏÕÓÅÓȣ 4ÈÅ ÍÉÌÅ ÔÏ 

Osmaston wÁÓ ÁÓ ÌÏÎÅÌÙ ÁÓ ÉÓ ÎÏ× ÔÈÅ ÍÉÌÅ ÂÅÙÏÎÄ ÉÔȣ790 

In listing the many material changes to the town, Hall illustrates that by the mid 

to late-19th-century Derby was a very different place. The railway had stimulated 

the regions industries through presenting diversification opportunities, opening 

new markets, and providing cheaper, easier transportation of goods and 

materials, raising the towns profile and prosperity.791  It had also introduced 

engineering to the region, Derby rapidly becoming an important and prosperous 

centre having begun producing locomotives in 1851.792   In turn, this rapid 

ÅØÐÁÎÓÉÏÎ ÏÆ ÉÎÄÕÓÔÒÙ ÁÔÔÒÁÃÔÅÄ ÍÏÒÅ ×ÏÒËÅÒÓȟ ÔÈÅ ÔÏ×ÎȭÓ ÐÏÐÕÌÁÔÉÏÎ ÓÏÁÒÉÎÇ 

from 272,202 to 621,636 between 1841 and 1901.793 The railway was, therefore, 

pivotal to the development of the town, shifting its entire axis towards the south 

where the works were located and where other industries began to relocate.794  

 The exhibition was also linked with the Midland Railway Company 

through the ÃÏÍÐÁÎÙȭÓ aid in ÃÏÎÓÔÒÕÃÔÉÎÇ 3Ô !ÎÄÒÅ×ȭÓȢ795 Although it was less 

welfare-minded than the early factory owners in Derby, like the Strutts, and 

legally-restricted as to the initiatives it undertook, as George Revill has argued, it 

did practice a form of liberal paternalism which produced a distinctive civic 

realm, encouraging identification with the company.796 Consequently, its support 

of the church construction, and through this the exhibition, suggests they were 

another means through which the company extended its influence.   

 The exhibition was explicitly framed in terms of civic pride. It was 

ÃÏÎÃÅÉÖÅÄ ÁÓ ȬÁÎ %ØÈÉÂÉÔÉÏÎ ÔÈÁÔ ×ÏÕÌÄ ÄÏ ÈÏÎÏÕÒ ÔÏ $ÅÒÂÙÓÈÉÒÅȭȟ ÁÎÄ ÒÅÃÅÉÖÅÄ ÉÎ 

the same vein, Llewellynn Jewitt, a regular contributor to the Art Journal, 

                                                        
790 Dr Spencer T. Hall, Days in Derbyshire (London: Simpkin, Marshall, & Co.; Derby: Richard 
Keene, 1863), 21. 
791 Beckett, 189, 228 & 265; Standen, 33-36; Hey, 406; Nixon 157.  
792 Beckett, 274; Hey, 401. 
793 Hey, 389. 
794 Beckett, 228. 
795 Ȱ4ÈÅ ,ÉÔÃÈÕÒÃÈ #ÈÕÒÃÈÅÓȢ ! &ÉÎÅ !ÒÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 22 August 1866. 
796 2ÅÖÉÌÌȟ Ȱ,ÉÂÅÒÁÌÉÓÍ ÁÎÄ ÐÁÔÅÒÎÁÌÉÓÍȟȱ ρωφ-214.  
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ÁÓÓÅÒÔÉÎÇ ÔÈÁÔ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ȬÒÅÆÌÅÃÔÓ ÇÒÅÁÔ ÃÒÅÄÉÔ ÏÎ ÔÈÅ ÔÏ×ÎȭȢ797 This is most 

apparent in 4ÈÅ $ÅÒÂÙ -ÅÒÃÕÒÙȭÓ ÒÅÐÏÒÔ ÔÈÒÅÅ ÙÅÁÒÓ ÌÁÔÅÒ ÔÈÁÔ ρψφφ ȬÐÒÏÖÅÄ ÔÈÅ 

fact that Derbyshire not only possessed many art treasures, but owners patriotic 

enough to lend the same for the pleasure and instruction of their neigÈÂÏÕÒÓȢȭ798 

-ÅÍÏÒÉÁÌÉÓÅÄ ÁÓ ȬÔÈÅ ÇÒÅÁÔ ÆÅÁÔÕÒÅ ÏÆ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭȟ Wright was given an 

important role; his relationship with the town was stressed as he was 

ÒÅÐÒÅÓÅÎÔÅÄ ÁÓ Á ÆÁÍÏÕÓ ÓÏÎ ÏÆ $ÅÒÂÙȟ ÄÅÍÏÎÓÔÒÁÔÉÎÇ ÔÈÅ ÔÏ×ÎȭÓ eminent history 

and cultural offer at a time when it was rapidly growing and industrialising .799 

Jewitt hoped ÔÈÁÔ ρψφφ ×ÁÓ ȬÏÎÌÙ ÔÈÅ ÆÏÒÅÒÕÎÎÅÒ ÏÆ ÁÎÏÔÈÅÒ ÁÎÄ ÍÕÃÈ ÍÏÒÅ 

ÅØÔÅÎÓÉÖÅ ÁÓÓÅÍÂÌÁÇÅ ÏÆ ÐÁÉÎÔÉÎÇÓ ÂÙ ÔÈÅ ÓÁÍÅ ÁÒÔÉÓÔȭȢ800  

 

ȬȰ7RIGHT OF DERBYȟȱ AS MIGHT HAVE BEEN ANTICIPATED, IS CONSPICOUSȭȡ 

THE ARTIST AT THE MIDLAND COUNTIES EXHIBITION, 1870 

Despite the calls in 1866 for an annual exhibition to be established, the next 

exhibition in the town did not open until 5 May 1870 ÉÎ $ÅÒÂÙȭÓ $ÒÉÌÌ (ÁÌÌ.801 

Whilst raising civic pride was a common concern of all the exhibitions in Derby 

during the 19th-century, in 1870 this had an outward focus. As is apparent in its 

name, the Midland Counties Exhibition claimed a regional reach as Derby 

asserted its cultural prestige in competition with other provincial cities and 

towns, specifically those in the Midlands, and its place within the national 

exhibition culture. That a similar name was adopted in Nottingham ɀ which 

staged the Midland Counties Exhibition of Fine and Industrial Art in 1872 ɀ 

underscores the correlation between exhibitions and their appropriation within 

civic competition.802 Thus, the ambitions of 1870 built upon those of 1866, as did 

its scope; open for six months it displayed hundreds of exhibits ranging from the 

                                                        
797 Ȱ!Î !ÒÔ ÁÎÄ )ÎÄÕÓÔÒÉÁÌ %ØÈÉÂÉÔÉÏÎ ÆÏÒ $ÅÒÂÙÓÈÉÒÅȟȱ The Derby Mercury, 29 March 1865; Worth, 
Ȱ*Å×ÉÔÔȱȠ ,ÌÅ×ÅÌÌÙÎÎ *Å×ÉÔÔȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Art Journal 60 (December 1866), 378. 
798 Ȱ!ÒÔ Ǫ )ÎÄÕÓÔÒÉÁÌ %ØÈÉÂÉÔÉÏÎ ÆÏÒ $ÅÒÂÙÓÈÉÒÅȟȱ The Derby Mercury, 24 February 1869. 
799 *Å×ÉÔÔȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȱ ɉ.ÏÖÅÍÂÅÒ ρψφφɊȟ συςȢ  
800 Ȱ4ÈÅ &ÉÎÅ !ÒÔÓ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, σ /ÃÔÏÂÅÒ ρψφφȠ *Å×ÉÔÔȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȱ 
(December 1866), 378. 
801 Ȱ4ÈÅ &ÉÎÅ !ÒÔÓ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 3 October 1866. 
802 Committee Minute Book 10 November 1871 ɀ 26 February 1875, Misc. 4, CA CM 60/4, p.19-
48. Nottinghamshire Archives. 
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fine arts, to porcelain, antiquities, machinery or industrial objects, and an Indian 

court.803 Yet, unlike 1866, Wright was far less prominent; fewer of his paintings 

were included and he received less notice in the press.  

 It is noteworthy that the exhibition is the most well documented of 

$ÅÒÂÙȭÓ 19th-century exhibitions. Whilst provincial exhibitions typically have 

very little material and visual culture documenting them, 1870 is unusual in 

being recorded through print and photography [Fig.114]. A collection of 

photographs of the exhibition was compiled by Llewellynn Lloyd Simpson in an 

extra-illustrated volume that includes the official catalogue for the exhibition, a 

companion guide, the programme for the opening ceremony, the pamphlet Ȭ/×Ä 

3ÁÍÍÙ 4×ÉÔÃÈÅÒȭÓ 6ÉÓÉÔ 4ÕȭÔ 'ÒÅÔ %ØÉÂÉÓÈÕÎȭȟ Á guide to the history of the pottery 

and porcelain of Derbyshire, and several newspaper cuttings, now in Derby Local 

Studies Library [Fig.115]. 804  It also includes a number of reproductions of 

7ÒÉÇÈÔȭÓ ×ÏÒËȟ ÉÎ ÖÁÒÉÏÕÓ ÓÉÚÅÓȟ ×ÈÉÃÈ ÁÐÐÅÁÒ ÔÏ ÂÅ professional photographs, 

and not taken in the exhibition; in the photograph of The Orrery for example the 

title can be partially seen along the bottom edge and there is a faded stamp on it 

reading Ȭ$ÅÒÂÙ 2ÉÃÈÁÒÄ +ÅÅÎÅȭȟ ÒÅÆÅÒÒÉÎÇ ÔÏ ÔÈÅ prolific and pioneering local 

photographer whose career spanned the second half of the 19th-century 

[Fig.116]. 805  4ÈÉÓ ÁÔÔÅÎÔÉÏÎ ÔÏ 7ÒÉÇÈÔȭÓ ×ÏÒË ÉÓ ÐÁÒÔÉÃÕÌÁÒÌÙ ÎÏÔÅ×ÏÒÔÈÙ ÁÓ 

3ÉÍÐÓÏÎ ×ÁÓ ÏÎÅ ÏÆ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÇÒÅÁÔ-grandsons.  

(Ï×ÅÖÅÒȟ ÔÈÅÓÅ ÐÈÏÔÏÇÒÁÐÈÓ ÄÅÐÉÃÔ 7ÒÉÇÈÔȭs work in isolation rather than 

in situ, even though photographs of the display itself are included. These 

photographs, which vary in size, appear to be more amateur in their execution 

with areas of over exposure or lack of focus suggesting they were private 

mementos [Fig.117]. Nevertheless, they do have a sense of artistry in their 

composition ɀ often with a sense of symmetry and balance ɀ as in the installation 

shot of a painting of the descent from the cross, in which two busts in the 

foreground echo one another whilst the painting to the left is the focal point, the 

doorway to the right providing a sense of balance and recession [Fig.118]. 

                                                        
803 Midland Counties Exhibition, Drill Hall, Derby. Catalogue of Works of Art and Industrial Products, 
May, 1870 (London & Derby: Bemrose & Sons, 1870). 
804 Midland Counties, Exhibition, extra-illustrated vol.  
805 Maxwell Craven, +ÅÅÎÅȭÓ $ÅÒÂÙ (Derby: The Breedon Books Publishing Company, 1993), 11. 
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Similarly the comparison of figures 164 and 165, shows that the photograph 

echoes the print compositionally, suggesting the overlap between different 

modes of commemoration and the concern to represent the exhibition 

aesthetically, conveying a sense of its variety, scale and visual impact.  

 As is apparent in the photographs, the Midland Counties Exhibition was 

installed on a grand scale, it s walls lined frame-to-frame with paintings, display 

ÃÁÓÅÓ ÃÒÁÍÍÅÄ ×ÉÔÈ ÃÅÒÁÍÉÃÓ ÁÎÄ ÏÔÈÅÒ ÏÂÊÅÔ ÄȭÁÒÔȟ ÁÎÄ ÒÏÏÍÓ ÆÉÌÌÅÄ ÔÏ ÔÈÅ ÂÒÉÍ 

with glass cabinets, free-standing sculptures and vases [Fig. 119 and 120]. More 

precisely, the catalogue documents that there were approximately 750 paintings 

on display, 40 exhibits classed as antiquities; musical instruments; numerous 

ÉÔÅÍÓ ÏÆ ÅØÏÔÉÃÁ ÉÎ ÔÈÅ Ȭ)ÎÄÉÁÎ #ÏÕÒÔȭ; cases of mineral specimens; bronzes, 

models, venetian glasses; cases of industrial exhibits and working models; cases 

of bijouterie and plate, gold and silver plates, English porcelain, and china.806 The 

array of objects was wide-ÒÁÎÇÉÎÇ ÁÎÄ ÎÕÍÅÒÏÕÓȟ ÆÒÏÍ Á ÌÁÄÙȭÓ ÐÁÔÃÈ ÂÏØ ÔÏ Á 

sword made of Chinese coins.  

The exhibition was primarily organised around three principal spaces on 

the ground floor ɀ the central and largest one displayed most of the paintings and 

cabinets of china, plate, silverware and jewellery; the south avenue consisted of 

the lace and industrial departments; and the north avenue contained the Indian 

Court, arms and armour, and modern china and glass; finally, two additional 

rooms either side of the staircase displayed the mineral specimens and the birds 

and musical models [Fig.121].807 The main hall was, however, the focal point in 

which the orchestra played and in which three further avenues were created 

through cabinets and wooden screens, guiding the visitor around the space 

[Fig.122]. Following this, up the stairs, the visitor could find the furniture, 

tapestry and needlework room; photogÒÁÐÈ ÒÏÏÍȠ /ÌÄ -ÁÓÔÅÒÓȭ drawing gallery; 

antiquities; and, notably, the portrait gallery.808 Additionally, the exhibits within 

each category had a loosely chronological arrangement which may have been 

inspired by recent innovations, like the displays at the Manchester Art Treasures 

                                                        
806 -ÉÄÌÁÎÄ #ÏÕÎÔÉÅÓ %ØÈÉÂÉÔÉÏÎȣ #ÁÔÁÌÏÇÕÅȢ 
807 Ibid, 2. 
808 Ibid, 4. 



Chapter Five: 1866-1877 

177 
 

exhibition where a chronological hang had created a visual history of art, 

conveying a sense of continuity and rationality.809 The display order was also a 

means through which the wealth and scale of the exhibition could be shown, the 

chronological hang and range of exhibits materially asserting the resources 

available in Derby and its ability to gather together an all-encompassing selection 

ÏÆ ÔÈÅ ×ÏÒÌÄȭÓ ÒÉÃÈÅÓȢ !Ó ÔÅÓÔÁÍÅÎÔ ÔÏ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÃÁÐÉÔÁÌ ÔÈÅ ÐÒÅÓÔÉÇÅ ÔÈÁÔ 

this brought is apparent in the 3ÔÁÎÄÁÒÄȭs report that Ȭ×ÈÅÎ ) ÓÐÅÁË ÏÆ ÔÈÉÓ ÁÓ ÔÈÅ 

Midland Exhibition, I must add that it is an illustration, not of the Midland alone, 

but of most countries and centuries.ȭ810  

In this respect, it is noteworthy that in seeking to demonstrate the townȭÓ 

foremost position culturally, the Midland Counties exhibition celebrated the 

particularities of  Derby in its display, building upon the example of 1866. Indeed, 

at the opening ceremony the Duke of Devonshire expressed the opinion that the 

ȬÃÈÉÅÆ ÉÎÔÅÒÅÓÔ ÏÆ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÌÉÅÓ ÉÎ ÉÔÓ ÂÅÉÎÇ Á ÇÏÏÄ $ÅÒÂÙÓÈÉÒÅ ÅØÈÉÂÉÔÉÏÎȭȢ811 

Representative of this, many of the exhibits were connected to Derbyshire, as in 

the industrial department, which included exhibits ranging from a model brick 

making machine to a case of soap and, significantly, objects produced by local 

manufacturers or related to local businesses.812  Underscoring this ɀ and 

contributing to the material culture around the exhibition ɀ there was also a 

jacquard ribbon loom weaving bookmarks wiÔÈ Á ÖÉÅ× ÏÆ !ÌÌ 3ÁÉÎÔÓȭ #ÈÕÒÃÈ ÔÈÁÔ 

could be bought by visitors for a shilling [Fig.123]. 813  Similarly, amidst the 

antiquities on display there were local exhibits including Roman coins found at 

Little Chester and an ancient Norman stirrup from the bed of the River Derwent 

ÆÏÕÎÄ ÎÅÁÒ $ÅÒÂÙȟ ÈÉÇÈÌÉÇÈÔÉÎÇ ÔÈÅ ÔÏ×ÎȭÓ ÈÉÓÔÏÒÙȢ814  

The local emphasis was, however, most apparent in the display of 

Derbyshire minerals and manufactures, ×ÈÉÃÈ ÉÎÃÌÕÄÅÄ ȬÎÁÔÉÖÅ ÃÏÐÐÅÒȭ ÁÎÄ 

fossils from Derbyshire limestone, demonstrating the natural riches of the 

                                                        
809 Pergam, 51 & 63. 
810  Ȱ4ÈÅ -ÉÄÌÁÎÄ %ØÈÉÂÉÔÉÏÎȟȱ Standard, 8 June 1870, in Midland Counties, Exhibition, extra-
illustrated vol. 
811 Ȱ/ÐÅÎÉÎÇ ÏÆ ÁÎ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ Nottinghamshire Guardian, 13 May 1870. 
812 -ÉÄÌÁÎÄ #ÏÕÎÔÉÅÓ %ØÈÉÂÉÔÉÏÎȣ #ÁÔÁÌÏÇÕÅȟ 61. 
813 Ibid, 60. 
814 Ibid, 94. 
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region; the china exhibits, ÌÁÕÄÅÄ ÁÓ ȬÁ ÌÁÒÇÅÒ ÃÏÌÌÅÃÔÉÏÎ ÏÆ Ȱ/ÌÄ $ÅÒÂÙȱ ÔÈÁÎ ×ÁÓ 

ÅÖÅÒ ÂÒÏÕÇÈÔ ÔÏÇÅÔÈÅÒ ÂÅÆÏÒÅȭȟ illustrating  the ÔÏ×ÎȭÓ ceramic manufactures, the 

progress of local industries, and its trade in luxury items; and in the portrait 

ÇÁÌÌÅÒÙ ×ÈÉÃÈ ×ÁÓ ȬÐÒÉÎÃÉÐÁÌÌÙ ÏÆ $ÅÒÂÙÓÈÉÒÅ ×ÏÒÔÈÉÅÓȭ, explicitly creating a 

pantheon of notable figures [Fig.124]. 815  Colonel Wilmot, chairman of the 

exhibition, upon its closure observed ÔÈÅ ÃÏÌÌÅÃÔÉÖÅ ÆÅÅÌÉÎÇ ÏÆ ȬÐÒÉÄÅ ÔÈÁÔ ÏÕÒ 

county and our town possess such treasures as we have been enabled to show 

and that the owners of them are enlightened and liberal enough to lend them for 

the public good.ȭ816  

The exhibition included more Old Masters than 1866 ɀ the photographs 

show paintings of religious subjects, still lifes and portrait s, often in lavish gilt 

frames ɀ reflecting the support the exhibition received from the local aristocracy 

and gentry as both lenders and subscribers [Fig.125 and 126].817  Other views 

show the paintings to be displayed in simpler frames, with white mounts, 

highlighting the distinction made according to medium and between modern 

paintings and Old Masters [Fig.127]. Yet, within this it is notable that amongst the 

artists who had works on display many were local painters already familiar 

through earlier exhibitions, such as James Ward, George Smith of Derby, Samuel 

Rayner, Louise Rayner, James Eyre and Octavius Oakley.818 Additionally, as is 

apparent in the photographs there were a large number of landscapes in the 

exhibition, many of which depicted local scenery; the display included such 

paintings as ȬHigh Tor, Matlockȭ by George Vawser and a ȬView near Dale Abbeyȭ 

by James Stephen Gresley [Fig. 128 and 129].819 

7ÒÉÇÈÔȭÓ ×ÏÒË ×ÁÓ included in a display seeking to elevate Derby and 

$ÅÒÂÙÓÈÉÒÅ ÁÎÄȟ ÔÈÒÏÕÇÈ ÔÈÉÓȟ ÃÌÁÉÍ ÔÈÅ ÔÏ×ÎȭÓ preeminence within the region. 

4ÈÅ ÌÏÃÁÌ ÁÒÔÉÓÔÓ ÄÅÍÏÎÓÔÒÁÔÅÄ $ÅÒÂÙȭÓ cultural wealth whilst the paintings 

referred to $ÅÒÂÙÓÈÉÒÅȭÓ natural beauty, the significance of local history and the 

                                                        
815 -ÉÄÌÁÎÄ #ÏÕÎÔÉÅÓ %ØÈÉÂÉÔÉÏÎȣ #ÁÔÁÌÏÇÕÅȟ 78-79. A Committee-Man, A Guide and Companion to 
the Midland Counties Exhibition, Drill Hall, Derby, 1870. Being a familiar description of the principal 
works of art exhibited there (Derby: Richard Keene, 1870), 32 & 42. 
816 Ȱ#ÌÏÓÉÎÇ ÏÆ ÔÈÅ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 2 November 1870. 
817 -ÉÄÌÁÎÄ #ÏÕÎÔÉÅÓ %ØÈÉÂÉÔÉÏÎȣ  #ÁÔÁÌÏÇÕÅȟ 6. 
818 Ibid , 7-39. 
819 Ibid. 
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generosity of local lenders. 4ÈÉÓ ×ÁÓ ÁÌÌÕÄÅÄ ÔÏ ÉÎ ÔÈÅ ÐÒÅÓÓȭÓ ÒÅÃÏÇÎÉÔÉÏÎ ÔÈÁÔ 

ÔÈÅÒÅ ×ÁÓ Á ȬÇÏÏÄ ÃÏÌÌÅÃÔÉÏÎ ÏÆ ÐÉÃÔÕÒÅÓ ÂÙ ÎÁÔÉÖÅ ÁÒÔÉÓÔÓȟ ÉÎÃÌÕÄÉÎÇ ÔÈÏÓÅ ÏÆ 

7ÒÉÇÈÔȭ.820 Although not as well represented as in 1866, there were still 39 oil 

paintings by Wright displayed throughout the portrait gallery and the main hall 

alongside both modern works and Old Masters.821 The representation of Wright 

demonstrates the connections made between exhibitions as the comprehensive 

display of his work four years earlier may have made another exhibition 

focussing upon his work seem repetitive and unnecessary. The exhibition 

committee is particularly pertinent in this respect, demonstrating the continuity 

between exhibitions ɀ William Bemrose, Richard Keene, and Llewellynn Jewitt 

were all members of the 1866 and 1870 exhibition committees and Bemrose was 

also involved in the 1877 committee. There was, therefore, an important small, 

predominantly middle class group in Derby initiating and realising exhibitions.822 

Additionally, the two exhibitions included some of the same works, notably the 

Pickford Children and self-portrait that are so prominent in the print  of 1866.823 

It is unsurprising therefore that the Nottinghamshire Guardian could comment 

ÔÈÁÔ ȬȰ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ ÁÓ ÍÉÇÈÔ ÈÁÖÅ ÂÅÅÎ ÁÎticipated, is conspicuous, and 

ÄÅÓÅÒÖÅÓ ÈÉÓ ÐÌÁÃÅȭȢ824 

 Again, ÉÔ ×ÁÓ ÔÈÒÏÕÇÈ 7ÒÉÇÈÔȭÓ ÓÕÂÊÅÃÔÓ ÔÈÁÔ ÈÉÓ ×ÏÒË ×ÁÓ ÍÏÓÔ ÅÆÆÅÃÔÉÖÅÌÙ 

ÁÐÐÒÏÐÒÉÁÔÅÄ ÁÓ ÅÖÉÄÅÎÃÅ ÆÏÒ $ÅÒÂÙȭÓ ÐÒÅÅÍÉÎÅÎÃÅ. For example, portraits  

represented almost half of the works by the artist on display and formed the bulk 

of the portrait gallery, the guide to the exhibition noting that it consisted 

ȬÐÒÉÎÃÉÐÁÌÌÙ ÏÆ $ÅÒÂÙÓÈÉÒÅ 7ÏÒÔÈÉÅÓȟ Á ÇÒÅÁÔ ÐÁÒÔ ÏÆ ÔÈÅÍ ÐÁÉÎÔÅÄ ÂÙ 7ÒÉÇÈÔȢȭ825 

They included Á ÒÁÎÇÅ ÏÆ ÐÏÒÔÒÁÉÔÓ ÆÒÏÍ Ȭ4ÈÅ 9ÏÕÎÇ #ÒÉÃËÅÔÅÒÓȭ ÄÅÐÉÃÔÉÎg Hugh 

ÁÎÄ 3ÁÒÁÈ 7ÏÏÄ ÏÆ 3×ÁÎ×ÉÃËȟ ÄÅÍÏÎÓÔÒÁÔÉÎÇ 7ÒÉÇÈÔȭÓ ÐÏÐÕÌÁÒÉÔÙ ÁÓ Á ÐÏÒÔÒÁÉÔÉÓÔ 

amongst the Derbyshire gentry, to his portrait of Old John, head waiter at the 

+ÉÎÇȭÓ (ÅÁÄ ÁÎÄ Á ×ÅÌÌ-known local character [Fig. 130 and 131].826 The display 

                                                        
820 Ȱ/ÐÅÎÉÎÇ ÏÆ ÁÎ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ Nottinghamshire Guardian, 13 May 1870. 
821 -ÉÄÌÁÎÄ #ÏÕÎÔÉÅÓ %ØÈÉÂÉÔÉÏÎȣ #ÁÔÁÌÏÇÕÅȟ 7-39. 
822 Official Catalogue, 3; -ÉÄÌÁÎÄ #ÏÕÎÔÉÅÓ %ØÈÉÂÉÔÉÏÎȣ #ÁÔÁÌÏÇÕÅȟ 5. 
823 -ÉÄÌÁÎÄ #ÏÕÎÔÉÅÓ %ØÈÉÂÉÔÉÏÎȣ #ÁÔÁÌÏÇÕe, 24 & 90. 
824 Ȱ4ÈÅ -ÉÄÌÁÎÄ #ÏÕÎÔÉÅÓ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ Nottinghamshire Guardian, 10 June 1870. 
825 Committee-Man, 32. 
826 -ÉÄÌÁÎÄ #ÏÕÎÔÉÅÓ %ØÈÉÂÉÔÉÏÎȣ #ÁÔÁÌÏÇÕÅȟ 22 & 90. 
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of Derby worthies also included Wright and members of his family.827 As the 

ÐÁÉÎÔÉÎÇÓ ÏÆ 7ÒÉÇÈÔ ÁÎÄ ÈÉÓ ÆÁÍÉÌÙ ×ÅÒÅ ÁÌÌ ÌÅÎÔ ÂÙ 7ÒÉÇÈÔȭÓ ÄÅÓÃÅÎÄÁÎÔÓȟ 

including Thomas Charles Cade who had also lent to the 1866 exhibition, Miss 

Cade, his sister, and Sarah Louisa Cade, anoÔÈÅÒ ÏÆ 4ÈÏÍÁÓȭ ÓÉÓÔÅÒÓȟ ÔÈÉÓ ÈÉÇÈÌÉÇÈÔÓ 

ÔÈÅ ÄÉÓÔÒÉÂÕÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÁÍÏÎÇ ÍÅÍÂÅÒÓ ÏÆ ÈÉÓ ÆÁÍÉÌÙ and their 

continued involvement in sustaining his reputation within his hometown [see 

Appendix Two]. 

The remaining paintings by Wright represented the breadth of his oeuvre, 

including one of his Ȭ"lacksmith ShopȭÓȭ ÌÅÎÔ ÂÙ !Ȣ "ÕÃÈÁÎÁÎ ÁÎÄ Á ÖÅÒÓÉÏÎ ÏÆ 

6ÉÒÇÉÌȭÓ 4ÏÍÂ lent by Miss Strutt [Fig.132].828 The Orrery, lent by Francis Wright, 

×ÁÓ ÌÁÕÄÅÄ ÁÓ ȬÏÎÅ ÏÆ ÔÈÉÓ ÇÒÅÁÔ ÐÁÉÎÔÅÒȭÓ ÍÁÓÔÅÒÐÉÅÃÅÓȟ ÉÎ ×ÈÉÃÈ ÔÈÅ ÌÉÇÈÔ and 

ÓÈÁÄÅ ÉÓ ÒÅÎÄÅÒÅÄ ÉÎ ÔÈÅ ÇÒÅÁÔÅÓÔ ÐÅÒÆÅÃÔÉÏÎȭ, no doubt reflecting the accession of 

the Air Pump ÉÎÔÏ ÔÈÅ .ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙȭÓ ÃÏÌÌÅÃÔÉÏÎ ÁÓ ×ÉÌÌ ÂÅ ÄÉÓÃÕÓÓÅÄ ÁÔ ÔÈÅ ÅÎÄ 

of this chapter [Fig.133]. 829  The ownership of The Orrery by Francis Wright 

highlights the business networks within the Midlands and the culture of private 

initiatives.830 Originally purchased by Washington Shirley, 5th Earl of Ferrers, for 

£210, Francis Wright bought the painting in 1851 from Messrs. Woollatt & Co., 

Cabinet Makers in Derby, for £50 after the painting did not raise the expected 200 

guineas by subscription despite its display at the premises of the company on St 

Peters Street in Derby [Fig.134].831 7ÉÔÈÉÎ 7ÒÉÇÈÔȭÓ ÈÏÍÅÔÏ×Îȟ ÔÈÅÒÅÆÏÒÅȟ The 

Orrery had an exhibition history from the mid-19th-century and was quickly 

appropriated into a narrative of local pride as it was claimed that within Derby 

                                                        
827 -ÉÄÌÁÎÄ #ÏÕÎÔÉÅÓ %ØÈÉÂÉÔÉÏÎȣ #ÁÔÁÌÏÇÕÅȟ 7-39. 
828 Ibid. 
829 Committee-Man, 21. 
830 FrancisȭÓ ÉÎÔÅÒÅÓÔÓ ×ÅÒÅ ÎÏÔ ÌÉÍÉÔÅÄ ÔÏ ÃÏÌÌÅÃÔÉÎÇ ÁÒÔȢ (ÉÓ ×ÅÁÌÔÈ ÈÁÄ ÂÅÅÎ ÁÍÁÓÓÅÄ ÔÈÒÏÕÇÈ ÈÉÓ 
astute directorship of the Burtterley Iron manufacturing company; he had shares in the Midland 
Railway Company; and he was a devoted evangelist as the inscription on the parapet of his manor 
made clear. His faith inspired his philanthropy which ranged from contributing to Trent College, 
ÔÈÅ $ÅÒÂÙÓÈÉÒÅ )ÎÆÉÒÍÁÒÙ ÁÎÄ ÔÈÅ ÃÈÕÒÃÈ ÁÔ /ÓÍÁÓÔÏÎȢ 5ÐÏÎ ÈÉÓ ÄÅÁÔÈ ÉÔ ×ÁÓ ÎÏÔÅÄ ÔÈÁÔ ȬÈÅ ×ÁÓ 
identified with every well advised institution which had for its object the elevation of his 
ÆÅÌÌÏ×ÍÅÎȟ ÂÏÔÈ ÒÅÌÉÇÉÏÕÓÌÙȟ ÍÏÒÁÌÌÙȟ ÁÎÄ ÓÏÃÉÁÌÌÙȣ -ÒȢ 7ÒÉÇÈÔ ÍÏÓÔ ×ÉÌÌÉÎÇÌÙ ÇÁÖÅ ÔÈÅ ÁÓÓÉÓÔÁÎÃÅ 
ÏÆ ÈÉÓ ÐÕÒÓÅȟ ÁÎÄ ÔÈÅ ÍÏÒÅ ÃÏÓÔÌÙ ÈÅÌÐ ÏÆ ÈÉÓ ÅÎÅÒÇÙ ÁÎÄ ÔÉÍÅȭ ɍ2ÅÖȢ 'ÅÒÁÒÄ 3ÍÉÔÈȟ ÅÄȢȟ In 
Memoriam. Recollections of the late Francis Wright, Esq., of Osmaston Manor, Derbyshire (Derby & 
London: Bemrose & Sons, 1873), 52]. 
831 Advertisement for the sale of The Orrery by Messrs. Woollatt & Co., 1 December 1851, in 
Ȱ"ÉÏÇÒÁÐÈÉÃÁÌ .ÏÔÅÓ ÏÎ *ÏÓÅÐÈ 7ÒÉÇÈÔȟȱ ÂÙ 7ÉÌÌÉÁm Bemrose, un-paginated, extra-illustrated vol., 
$ÅÒÂÙ -ÕÓÅÕÍ ÁÎÄ !ÒÔ 'ÁÌÌÅÒÙȟ ÈÅÒÅÁÆÔÅÒ ÎÏÔÅÄ ÁÓ "ÅÍÒÏÓÅȟ Ȱ"ÉÏÇÒÁÐÈÉÃÁÌ .ÏÔÅÓȟȱ ÅØÔÒÁ-
illustrated vol. 
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ÔÈÅÒÅ ×ÅÒÅ ÍÁÎÙ ×ÈÏ ×ÏÕÌÄ ȬÆÅÅÌ ÐÒÏÕÄ ÔÏ ÐÏÓÓÅÓÓ ÓÕÃÈ Á ÐÒÏÄÕÃÔÉÏÎ ÏÆ ÁÌÍÏÓÔ 

ÕÎÐÁÒÁÌÌÅÌÅÄ ÅØÃÅÌÌÅÎÃÅ ÁÎÄ ÁÂÉÌÉÔÙȭȢ832 At the time of buying the painting Francis 

Wright had just moved to the newly built Osmaston Manor, which had been 

designed by the local architect, H. I. Stevens [Fig.135].833 The manor was lavishly 

decorated, Dr Spencer T. Hall describing ÉÔ ÁÓ ȬÒÉÃÈ ÉÎ ×ÏÒËÓ ÏÆ ÁÒÔ ÁÎÄ vertu; and, 

×ÈÅÔÈÅÒ ÒÅÇÁÒÄÅÄ ×ÉÔÈÉÎ ÏÒ ×ÉÔÈÏÕÔȟ ÉÔ ÉÓ Á ÂÕÉÌÄÉÎÇ ÔÏ ÂÅ ÐÒÏÕÄ ÏÆȭȢ834 This is 

affirmed by the sale of his collection in March 1884 at the Lecture Hall in Derby, 

ÏÎÅ ÒÅÐÏÒÔÅÒ ÃÏÍÍÅÎÔÉÎÇ ÔÈÁÔ ȬÉÔ ÉÓ ÎÏÔ ÏÆÔÅÎ ÔÈÁÔ ÓÏ ÌÁÒÇÅ ÁÎÄ ÖÁÌÕÁÂÌÅ Á 

collection is offÅÒÅÄ ÆÏÒ ÓÁÌÅ ÉÎ Á ÐÒÏÖÉÎÃÉÁÌ ÔÏ×ÎȢȭ835  It included paintings 

attributed to artists such as Leonardo da Vinci, Fra Bartolomeo, Rubens, 

Reynolds, Constable and Turner, as well as marble statuettes and busts, all of 

which raised nearly £7000 although the collection was thought to have been 

amassed at the cost of £150,000.836  

It was not just through the involvement of significant individuals that the 

exhibition became intertwined with the social and cultural development of the 

town. The opening was observed as a general holiday and celebrated by a 

procession of the town officials from the Corn Market to the Drill Hall whilst the 

closing was marked by three grand concerts.837 These ceremonies also enlisted 

notable figures within the town to endorse the exhibition, such as the Duke of 

Devonshire, who gave the opening address, and Colonel Wilmot (a relative of 

7ÒÉÇÈÔȭÓ ÓÉÔÔÅÒɊ, who delivered a closing speech which celebrated the high 

attendance to the exhibition, the prestige of some of the visitors and their 

institutio nal affiliations, its positive reception, and its financial rewards.838 As is 

apparent from a newspaper illustration kept by Lloyd Simpson which depicts the 

Drill Hall crammed with people, these ceremonies were important social events 

                                                        
832 Advertisement for the sale of The Orrery by Messrs. Woollatt & Co., 1 December 1851, in 
"ÅÍÒÏÓÅȟ Ȱ"ÉÏÇÒÁÐÈÉÃÁÌ .ÏÔÅÓȟȱ ÅØÔÒÁ-illustrated vol. 
833 Rev. Gerard Smith, ed., In Memoriam. Recollections of the late Francis Wright, Esq., of Osmaston 
Manor, Derbyshire (Derby & London: Bemrose & Sons, 1873), 14-17. 
834 Hall, Days, 269. 
835 Ȱ,ÏÃÁÌ 4ÏÐÉÃÓȟȱ The Derby Mercury, 12 March 1884. 
836 Ȱ3ÁÌÅ ÏÆ ÔÈÅ /ÓÍÁÓÔÏÎ -ÁÎÏÒ 0ÉÃÔÕÒÅÓȟȱ Nottinghamshire Guardian, 21 March 1884; Francis 
ÁÌÓÏ Ï×ÎÅÄ Ȭ(ÅÁÄ ÏÆ ÁÎ /ÌÄ -ÁÎȭ ÂÙ 7ÒÉÇÈÔȟ ÓÅÅȡ Ȱ4ÈÅ /ÓÍÁÓÔÏÎ -ÁÎÏÒ 0ÉÃÔÕÒÅÓȟȱ 
Nottinghamshire Guardian, 14 March 1884.  
837 Ȱ/ÐÅÎÉÎÇ ÏÆ ÁÎ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ Nottinghamshire Guardian, ρσ -ÁÙ ρψχπȠ Ȱ#ÌÏÓÉÎÇ ÏÆ ÔÈÅ 
%ØÈÉÂÉÔÉÏÎȟȱ Derby Mercury, 2 November 1870. 
838 Ibid. 
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within Derby, generating a sense of occasion and importance around the 

exhibition [Fig.136].  

The venue of the Drill Hall is also significant; situating the exhibition at the 

centre of the town in Newland Street, since its completion in 1869 the building 

had had an important social function.839 The directors of the Drill Hall Company 

expected its use to extend beyond drills for the volunteers, intending that it 

ÓÈÏÕÌÄ ÏÆÆÅÒ ÁÎ ÏÐÐÏÒÔÕÎÉÔÙ ȬÔÏ ÉÍÐÒÏÖÅ ÔÈÅÉÒ ÍÅÎÔÁÌ ËÎÏ×ÌÅÄÇÅȟ ÁÓ ÕÎÄÏÕÂÔÅÄÌÙ 

ÔÈÅ ÄÒÉÌÌ ÄÏÅÓ ÔÈÅÉÒ ÐÈÙÓÉÃÁÌ ÐÏ×ÅÒÓȭȢ840  Whilst this was clearly said with 

education in mind, the drill hall was also used for public demonstrations and 

events such as a display of electric light in 1878.841  Its opening was also 

celebrated in this vein as it was inaugurated by a ball [Fig.137]. Its use for these 

more popular entertainments, reflecting the towns increasing provision of 

cultural events and activities, was no doubt prompted by the space it offered as 

well. In 1870 this was ÁÃËÎÏ×ÌÅÄÇÅÄ ÔÏ ÏÆÆÅÒ ȬÁÄÖÁÎÔÁÇÅÓ ÆÏÒ ÈÏÌÄÉÎÇ ÔÈÅ 

exhibition such ÁÓ ÈÁÖÅ ÎÏÔ ÂÅÅÎ ÂÅÆÏÒÅ ÁÖÁÉÌÁÂÌÅȭ ÁÓ ÉÔ ×ÁÓ able to accommodate 

such numerous displays.842 In this respect, the Drill Hall was in itself a point of 

civic pride as it was a new, ȬÅÌÅÇÁÎÔ ÅÄÉÆÉÃÅȭ ÁÒÏÕÎÄ ×ÈÉÃÈ ÔÈÅ ÔÏ×ÎȭÓ ÃÅÒÅÍÏÎÉÁÌ 

and social life could be structured.843  

 Whilst earlier in the century the corporation had had limited power, 

compounded by the very real power levied by the Derby Improvement 

#ÏÍÍÉÓÓÉÏÎÅÒÓȟ Á ÓÅÒÉÅÓ ÏÆ ÌÅÇÉÓÌÁÔÉÏÎ ÒÅÆÌÅÃÔÉÎÇ ÔÈÅ Ȭ'ÌÁÄÓÔÏÎÉÁÎȭ ÌÉÂÅÒÁÌÉÓÍ ÏÆ 

the time meant the town council gained greater control and became the central 

authority in Derby. 844  In 1850 the Improvement Commissioners gave their  

powers to the corporation; in 1858 the Local Government Act gave Derby Council 

powers relating to streets, buildings, smoke and slaughter houses, whilst the new 

sewage system was more or less completed in the 1860s; the Artisans Dwelling 

Act of 1875 enabled local authorities to prepare reconstruction schemes for areas 

                                                        
839 Craven, Derby, 133. 
840 Ȱ!ÒÔ Ǫ )ÎÄÕÓÔÒÉÁÌ %ØÈÉÂÉÔÉÏÎ ÆÏÒ $ÅÒÂÙÓÈÉÒÅȟȱ The Derby Mercury, 24 February 1869. 
841 Craven, Derby, 175. 
842 Ȱ!ÒÔ Ǫ )ÎÄÕÓÔÒÉÁÌ %ØÈÉÂÉÔÉÏÎ ÆÏÒ $ÅÒÂÙÓÈÉÒÅȟȱ The Derby Mercury, 24 February 1869. 
843  Ȱ4ÈÅ -ÉÄÌÁÎÄ %ØÈÉÂÉÔÉÏÎȟȱ Standard, 8 June 1870, in Midland Counties, Exhibition, extra-
illustrated vol. 
844 Standen, 168. 
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of insanitary property and, in the same year, further legislation made standards 

of adequate construction, ventilation, sanitation and access enforceable for all 

new houses; and, in 1879 the Improvement Act gave Derby power to buy the 

waterworks and improve its streets, buildings and sanitation.845  Thus, the 

increasingly interventionist and welfare-minded approach of the town council 

effected real change within the town, most visible in the street improvements 

which began in earnest in the 1860s.846 By the late 1870s the Piazzas and Rotten 

Row had been demolished, transforming the Market Place; Irongate, St James 

Street, and St Peters had been widened; the Strand opened in 1878; and, many 

streets were lengthened to meet the need for more housing [Fig.138].847  

These improvements were also complemented by the construction of new 

buildings. As well as the Drill Hall, this period saw the opening of the Market Hall 

in 1864, the new Masonic Hall in 1873 and the new union workhouse in 1877 

[Fig.139].848 Additionally, the Derby General Infirmary was extended in 1869 and 

Michael Thomas Bass, demonstrating a similar philanthropy to Francis Wright, 

donated a recreation ground to the town in 1867 to which he added open-air 

swimming baths in 1873 [Fig.140].849 Whilst the hospital, recreation ground and 

baths were easily framed in terms of improvement, providing medical aid, fresh 

air and exercise for the population, all of the building developments materially 

expressed the liberalism and moral responsibility of local government in 

effecting these changes as well as the progress and prosperity of the town.  

The Midland Counties Exhibition, far more than the 1866 exhibition, was 

framed in relation to the exhibition practices of other towns. For example, the 

Leeds Mercury ÃÏÎÓÉÄÅÒÅÄ ÉÔ ÔÏ ÐÏÓÓÅÓÓ ȬÇÒÅÁÔÅÒ ÃÏÍÐÌÅÔÅÎÅÓÓ ÁÎÄ ÖÁÌÕÅ ÔÈÁÎ ÁÎÙ 

which the country has known since the national collection in Leeds Infirmary, 

Ô×Ï ÙÅÁÒÓ ÁÇÏȟȭ ×ÈÉÌÓÔ ÔÈÅ Art Journal ÊÕÄÇÅÄ ÉÔ ÔÏ ÂÅ ȬÏÎÅ ÏÆ ÔÈÅ ÂÅÓÔȟ ÁÎÄ ÂÉÄÓ ÆÁÉÒ 

to be one of the most useful, which has yet, in this age of exhibitions, been held 

anywhere in the provincesȢȭ850  As the Duke of Devonshire highlighted in his 

                                                        
845 Beckett, 245-247; Standen, 175. 
846 Beckett, 245. 
847 Craven, Derby, 176-179. 
848 Ibid, 181-182. 
849 Craven, Derby, 187; Lord, 84. 
850 Ȱ/ÐÉÎÉÏÎÓ ÏÆ ÔÈÅ 0ÒÅÓÓȱ ÉÎ Midland Counties, Exhibition, extra-illustrated vol. 
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ÏÐÅÎÉÎÇ ÁÄÄÒÅÓÓȟ ÅØÈÉÂÉÔÉÏÎÓ ÈÁÄ ÂÅÃÏÍÅ ȬÃÈÁÒÁÃÔÅÒÉÓÔÉÃ ÏÆ ÔÈÅ ÔÉÍÅÓȭ ÓÏ ÔÈÁÔ 

ȬÅÖÅÒÙ ÏÐÐÏÒÔÕÎÉÔÙ ÏÆ ÈÏÌÄÉÎÇ ÁÎ ÅØÈÉÂÉÔÉÏÎ ÉÎ ÁÎÙ ÃÏÎÓÉÄÅÒÁÂÌÅ ÐÌÁÃÅ ÉÓ ÅÁÇÅÒÌÙ 

ÔÁËÅÎ ÁÄÖÁÎÔÁÇÅ ÏÆȢȭ851  Colonel Wilmot remarked that Derby ranked second 

ȬÁÍÏÎÇ ÐÒÏÖÉÎÃÉÁÌ ÅØÈÉÂÉÔÉÏÎÓȭ ÁÆÔÅÒ ÔÈÏÓÅ ÈÅÌÄ ÉÎ -ÁÎÃÈÅÓÔÅÒ ÁÎÄ ,ÅÅÄÓȢ852  

 

Ȭ/UR OWN WRIGHTȭȡ THE PAINTER AT THE FINE ARTS EXHIBITION, 1877 

The final exhibition in Derby during the 11 years of this chapter is the Fine Arts 

Exhibition which was open from 27 June 1877 until October of the same year.853 

It was held to mark the opening of the new building for the School of Art on Green 

Hill, a site abutting Green Lane and New Road [Fig.141].854 Whilst the Derby 

School of Art had been established since May 1870, it did not gain a suitable 

building until 1877. 855  Despite funds raised through contributions from the 

Science and Art Department of South Kensington and local patrons including the 

Duke of Devonshire, the Duke of Rutland and Michael Thomas Bass (of whom 

more will be said in Chapter Six) there was still a deficit of nearly £4000 which, 

it was hoped, the exhibition would cover.856 This was also the exhibition in which 

Wright was least well represented, with fourteen paintings by him on display.857 

&ÏÌÌÏ×ÉÎÇ ÔÈÅ ÔÒÅÎÄ ÁÌÒÅÁÄÙ ÅÍÅÒÇÉÎÇ ÉÎ ρψχπȟ ÂÙ ρψχχ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ 

with the town and his place within the social, material and cultural fabric of 

Derby was so widely accepted that it did not need to be extensively displayed.  

 As the exhibition was so closely connected with the School of Art, 

education was central to its purpose. Whilst this had been a concern in 1866 and 

1870, as is evident in the hope expressed that the Midland Counties Exhibition 

Ȭ×ÏÕÌÄ ÍÁÔÅÒÉÁÌÌÙ ÁÓÓÉÓÔ ÂÏÔÈ ÍÁÓÔÅÒÓ ÁÎÄ ÍÅÎ ÉÎ ÔÅÃÈÎÉÃÁÌ ÅÄÕÃÁÔÉÏÎȭȟ ÉÔ ÃÁÍÅ ÔÏ 

the fore in 1877.858 From the 1830s onwards there had been concerns about 

                                                        
851 Ȱ/ÐÅÎÉÎÇ ÏÆ ÁÎ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ Nottinghamshire Guardian, 13 May 1870. 
852 Ȱ#ÌÏÓÉÎÇ ÏÆ ÔÈÅ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 2 November 1870. 
853 Ȱ&ÉÎÅ-!ÒÔ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ The Leeds Mercury, 28 June 1877. 
854 Fineran, Derby Schools, 39. 
855 Ȱ&ÉÎÅ !ÒÔÓ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ The Sheffield & Rotherham Independent, 28 June 1877. 
856 Ȱ&ÉÎÅ-Art Exhibition at DerÂÙȟȱ The Leeds Mercury, 28 June 1877. 
857 Fine Arts Exhibition, Central School of Art, Derby, 1877. Official Catalogue (London & Derby: 
Bemrose & Sons, 1877). 
858 Ȱ!ÒÔ Ǫ )ÎÄÕÓÔÒÉÁÌ %ØÈÉÂÉÔÉÏÎ ÆÏÒ $ÅÒÂÙÓÈÉÒÅȟȱ The Derby Mercury, 24 February 1869. 



Chapter Five: 1866-1877 

185 
 

"ÒÉÔÁÉÎȭÓ ÁÂÉÌÉÔÙ ÔÏ ÓÔÁÙ ÁÈÅÁÄ ÏÆ ÃÏÎÔÉÎÅÎÔÁÌ ÍÁÎÕÆÁÃÔÕÒÅȟ ÂÅÃÏÍÉÎÇ ÍÏÒÅ 

pronounced following the Great Exhibition when it was widely felt that the 

weakness of British manufacture and design had been shown.859 Subsequently, 

with the establishment of the Department of Science and Art in 1853 and the 

opening of the South Kensington Museum in 1857, efforts increased to promote 

art and design education across the country.860 This, as Barbara Black has shown, 

ÆÕÎÃÔÉÏÎÅÄ ÁÓ Á ÓÈÏ×ÃÁÓÅ ÏÆ "ÒÉÔÁÉÎȭÓ ÃÏÎÆÉÄÅÎÃÅ ÉÎ ÉÔÓ Ï×Î ÉÎÄÕÓÔÒÉÁÌ ÁÎÄ 

mechanical ingenuity.861 As ÔÈÅ $ÕËÅ ÏÆ $ÅÖÏÎÓÈÉÒÅȭÓ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ȬÁÎÙ ÎÁÔÉÏÎ 

×ÈÉÃÈ ×ÁÓ ÉÎÄÉÆÆÅÒÅÎÔ ÔÏ ÁÒÔ ÍÕÓÔȣ ÌÁÙ ÉÔÓÅÌÆ ÏÐÅÎ to the charge of being content 

to occupy an inferior position in the progress of civilisationȭ ÍÁËÅÓ ÃÌÅÁÒȟ these 

ideas had currency within Derby and were also understood patriotically as the 

standard of design and manufacture became a measure of the natiÏÎȭÓ ÐÒÅÓÔÉÇÅ 

and prosperity.862  

Schools of design and art were one of the principal outworkingȭs of the 

discourse around art education; from the epicentre of South Kensington a 

network of government schools were established throughout the country, 

quickly becoming the main means of training for artists and designers.863 These 

schools were closely linked with government initiatives , supported by the South 

Kensington Museum, towards founding local museums to facilitate art education 

in the provinces of which Nottingham was the first.864 In this respect, the new 

building of the school was a tangible symbol of $ÅÒÂÙȭÓ ÉÎÖÅÓÔÍÅÎÔ ÉÎ ÅÄÕÃÁÔÉÎÇ 

ÔÈÅ ÎÁÔÉÏÎȭÓ ÍÁÎÕÆÁÃÔÕÒÅÒÓȢ $ÅÓÉÇÎÅÄ ÂÙ 4ÈÏÍÁÓ 3ÉÍÍÏÎÄÓ ÁÎÄ &Ȣ 7Ȣ 7ÁÌÌÅÒȟ 

work on the building had begun in August 1876, reaching completion in June 

1877 [Fig.142].865 Although it had to be scaled down from the initial design, the 

school was still a large and striking neo-gothic building.866 Whilst this was not an 

unusual architectural style in Derby, becoming particularly fashionable in 

                                                        
859 Beckett, 220. 
860 Morris, 9. 
861  Barbara J. Black, On Exhibit: Victorians and their Museums (Charlottesville & London: 
University Press of Virginia, 2000), 10. 
862 Ȱ&ÉÎÅ-!ÒÔ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ The Leeds Mercury, 28 June 1877. 
863 Morris, 11. 
864 Ibid, 56-62. 
865 Fineran, Derby Schools, 41. 
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churches by the local architect H. I. Stevens during this period, it is notable as it 

suggests the influence of John Ruskin, particularly his championship of gothic 

architecture as the embodiment of the value of manual work and technical 

skill.867 The building was, therefore, an expression of DerbyȭÓ commitment to 

raising skilled workers as it showed its engagement with contemporary ideas 

regarding the value of technical skill and craftsmanship above the disengaged 

labour of industrialisation, spearheaded by Ruskin and the Arts and Crafts 

movement.868 Held in celebration of the new building and to remunerate the 

costs of its construction, the exhibition was, therefore, implicated within $ÅÒÂÙȭÓ 

steps to promote art education and to train skilled craftsmen.869  

 Whilst the location of the exhibition connected it with  the development of 

thÅ ÔÏ×ÎȭÓ ÅÄÕÃÁÔÉÏÎÁÌ ÐÒÏÖÉÓÉÏÎ, as with the Midland Counties Exhibition, it also 

enlisted it as part of the ÔÏ×ÎȭÓ civic, ceremonial culture. Like the earlier 

exhibition, a procession was held to mark the opening of the exhibition; it was 

reported that Derby was en fete on this day, flags decorating the principal 

thoroughfares and the civic bodies turning out en masse to participate in the 

procession.870  Additionally, addresses were given by the chairman of the 

exhibition committee, Mr Newton, and the Duke of Devonshire.871 Significantly, 

the $ÕËÅȭÓ ÉÎÖÏÌÖÅÍÅÎÔ ÉÎ ÔÈÅ ÃÅÒÅÍÏÎÉÅÓ ÒÅÉÔÅÒÁÔÅÓ ÔÈÅ ÃÏÒÒÅÌÁÔÉÏÎ ÂÅÔ×ÅÅÎ 

exhibitions in the town as he had also spoken at the 1866 and 1870 openings. 

This suggests the established pattern for these occasions and the symbolic 

importance of the Cavendish familÙȭÓ long-standing patronage and support as a 

sign of stability and continuity.872   

 TÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÐÌÁÃÅ ×ÉÔÈÉÎ ÔÈÅ ÃÕÌÔÕÒÁÌ ÌÉÆÅ ÏÆ ÔÈÅ ÔÏ×Î was reinforced 

through its relationship with the tÏ×ÎȭÓ ÐÒÅÖÉÏÕÓ ÅØÈÉÂÉÔÉÏÎÓȢ 4ÈÅ $ÕËÅȭÓ 

ÃÏÍÍÅÎÔ ÔÈÁÔ $ÅÒÂÙ ÈÁÄ Ȭagain ɍÁÕÔÈÏÒȭÓ Ï×Î ÅÍÐÈÁÓÉÓɎ ÓÕÃÃÅÅÄÅÄ ÉÎ ÇÅÔÔÉÎÇ 

                                                        
867 Hey, 426; for more on the association of gothic architecture and the ennoblement of labour 
see John Ruskin, The Seven Lamps of Architecture (London: Smith, Elder, and Co., 1849). 
868 Ȱ4ÈÅ !ÒÔÓ ÁÎÄ #ÒÁÆÔÓ -ÏÖÅÍÅÎÔȟȱ 6ÉÃÔÏÒÉÁ ÁÎÄ !ÌÂÅÒÔ Museum, accessed 25 August 2016, 
http://www.vam.ac.uk/content/articles/t/the -arts-and-crafts-movement/ .  
869 Ȱ&ÉÎÅ-!ÒÔ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ The Leeds Mercury, 28 June 1877. 
870 Ȱ/ÐÅÎÉÎÇ ÏÆ ÔÈÉÓ &ÉÎÅ !ÒÔ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙ ÂÙ ÈÉÓ 'ÒÁÃÅ ÔÈÅ $ÕËÅ ÏÆ $ÅÖÏÎÓÈÉÒÅȟȱ The 
Derbyshire Times and Chesterfield Herald, 30 June 1877. 
871 Ȱ&ÉÎÅ-!ÒÔ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ The Leeds Mercury, 28 June 1877. 
872 %ÌÌÉÏÔÔȟ Ȱ%ÌÉÔÅ ÐÁÔÒÏÎÁÇÅȟȱ ςȢ 
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ÔÏÇÅÔÈÅÒ Á ÖÅÒÙ ÓÁÔÉÓÆÁÃÔÏÒÙ ÁÎÄ ÉÍÐÏÒÔÁÎÔ ÃÏÌÌÅÃÔÉÏÎȭ demonstrates that 1877 

was framed in relation to the exhibitions of 1866 and 1870.873 As several of the 

exhibition organisers, such as William Bemrose and Sir Henry Wilmot, had also 

been involved in these previous exhibitions there was a clear continuity between 

them.874 The formalisation and professionalization of exhibition practices within 

the town ɀ epitomised by the various sub-committees in 1877 ɀ as public displays 

became an established cultural tradition within Derby, also highlights ρψχχȭÓ 

ÐÌÁÃÅ ÉÎ ÔÈÅ ÄÅÖÅÌÏÐÍÅÎÔ ÁÎÄ ÅØÔÅÎÓÉÏÎ ÏÆ $ÅÒÂÙȭs exhibition culture.875  

 However, in respect to its exhibits 1877 was distinct from 1866 and 1870 

due to a deliberate emphasis upon the educational value of its display. Whilst it 

×ÁÓ ÄÅÓÃÒÉÂÅÄ ÁÓ Á ȬÖÅÒÙ ÉÎÔÅÒÅÓÔÉÎÇ ÃÏÌÌÅÃÔÉÏÎ ÏÆ ×ÏÒËÓ ÏÆ ÁÒÔȭȟ ÔÈÅ ÄÉÓÐÌÁy 

actually consisted of a range of objects in addition to paintings.876 These included 

cases of mineral specimens, loans from the Indian Museum and the South 

+ÅÎÓÉÎÇÔÏÎ -ÕÓÅÕÍ ɉÕÎÄÅÒÓÃÏÒÉÎÇ $ÅÒÂÙȭÓ ÃÏÎÎÅÃÔÉÏÎÓ ÔÏ ÔÈÅ ,ÏÎÄÏÎ ÎÅÔ×ÏÒËɊȟ 

pieces of silver work, Indian textiles, oriental carvings, various types of china, 

marble statuettes, bronzes, enamels, and antique lace.877 The category ȬWorks of 

artȭ included manufactured objects, the exhibits being closer to objects of vertu, 

demonstrating the concern to highlight technical mastery and good, 

aesthetically-informed design in conjunction with the aims of the time to improve 

workmanship and, through this, British manufacture. That it was intended to 

inspire makers is also apparent in the type of exhibits, like antique lace and the 

Wedgwood ware.  

 The paintings remained the most important exhibits however. This is 

immediately apparent in the arrangement of the exhibition which, according to 

ÔÈÅ ÐÌÁÎȟ ÄÉÒÅÃÔÅÄ ÔÈÅ ÖÉÓÉÔÏÒ ÔÈÒÏÕÇÈ ÔÈÅ ÎÏÒÔÈ ÇÁÌÌÅÒÙȟ ÔÈÅ ȬÍÏÓÔ ÉÍÐÏÒÔÁÎÔȭ ÐÁÒÔ 

of the exhibition and where the Old Masters were hung; up to the first floor north 

gallery displaying the modern paintings; then back down to the artificial caverns, 

grottoes, ferneries and ice caverns, followed by the south east and south galleries 

                                                        
873 Ȱ/ÐÅÎÉÎÇ ÏÆ ÔÈÉÓ &ÉÎÅ !ÒÔ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙ ÂÙ ÈÉÓ 'ÒÁÃÅ ÔÈÅ $ÕËÅ ÏÆ $ÅÖÏÎÓÈÉÒÅȟȱ The 
Derbyshire Times and Chesterfield Herald, 30 June 1877. 
874 Fine Arts Exhibition, 3. 
875 Ibid. 
876 Ȱ&ÉÎÅ-!ÒÔ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ The Leeds Mercury, 28 June 1877. 
877 Fine Arts Exhibition. 
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displaying watercolours and the industrial exhibits [Fig.143].878 Viewed first, the 

paintings were clearly considered one of the main points of interest, their 

description in The Derby Mercury ÁÓ Á ȬÆÏÒÍÉÄÁÂÌÅ ÁÒÒÁÙȭ ÓÕÇÇÅÓÔÉÎÇ ÔÈÅ ÉÍÐÁÃÔ 

they had upon the visitor  and the large scale of the collection; the exhibition 

included 114 Old Masters and 301 modern works arranged according to medium 

and date.879 Whilst none of the exhibitions in Derby had been entirely focussed 

upon historical paintings they were important  in 1866 and 1870 as expressions 

ÏÆ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ×ÅÁÌÔÈȢ !Ó ÉÓ ÁÐÐÁÒÅÎÔ ÉÎ ÔÈÅ ÐÒÁÉÓÅ ÏÆ ρψχχ ÁÓ Á ȬÍÏÓÔ ÖÁÌÕÁÂÌÅ 

ÅÄÕÃÁÔÉÏÎÁÌ ÅÆÆÏÒÔȭȟ ÔÈÅ ÓÔÁÔÕÓ ÏÆ ÈÉÓÔÏÒÉÃÁÌ ÁÒÔ shifted as the exhibition became an 

opportunity to encourage the living artists in the region by displaying their 

work.880 Modern work gained precedence as the exhibition was measured on its 

ability to cultivate the taste of the visitor and inspire artistic excellence, the Duke 

ÏÆ $ÅÖÏÎÓÈÉÒÅ ÃÏÎÇÒÁÔÕÌÁÔÉÎÇ $ÅÒÂÙ ÔÈÁÔ ÉÔ Ȭ×ÁÓ ÎÏÔ ÂÁÃË×ÁÒÄÓȭ in promoting the 

cause of art education or encouraging contemporary artists.881 

 7ÒÉÇÈÔȭÓ ×ÏÒË was displayed amongst the Old Masters, alongside works 

by renowned, deceased artists in the latter half of the north gallery on the right-

hand wall.882 The fourteen paintings attributed to Wright included: two paintings 

of children blowing bladders lent by F. Arkwright; a self-portrait and a portrait of 

7ÒÉÇÈÔȭÓ ÎÅÐÈÅ×ȟ ÂÏÔÈ ÌÅÎÔ Ây Thomas Charles Cade; the Old Man and Death and 

a portrait of Lady Wilmot, lent by Sir H. Wilmot; Child and Doves lent by George 

Dean; Village Fiddler lent by J. C. Part; Mount Vesuvius in Eruption lent by Graves 

& Sons; and, four paintings lent by C. R. P. Morewood, an evening scene, a 

moonlight scene and two portraits of the Rev. H. C. Morewood and Mrs 

Morewood [Fig. 144 and 145].883 These were then displayed alongside paintings 

attributed to Velazquez, Van Eyck, Rembrandt, Rubens and Bassano, and 

                                                        
878 Ȱ&ÉÎÅ !ÒÔÓ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ The Sheffield & Rotherham Independent, 28 June 1877; Fine 
Arts Exhibition, 4. 
879 Ȱ4ÈÅ $ÅÒÂÙ &ÉÎÅ !ÒÔÓ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 18 July 1877. 
880 Ȱ/ÐÅÎÉÎÇ ÏÆ ÔÈÉÓ &ÉÎÅ !ÒÔ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙ ÂÙ ÈÉÓ 'ÒÁÃÅ ÔÈÅ $ÕËÅ ÏÆ $ÅÖÏÎÓÈÉÒÅȟȱ The 
Derbyshire Times and Chesterfield Herald, 30 June 1877. 
881 Ȱ&Éne-!ÒÔ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ The Leeds Mercury, 28 June 1877. 
882 Fine Arts Exhibition, i. 
883 Ibid, 5-14. 
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paintings by a number of British masters, such as Lady Selina Hastings by 

Reynolds and a portrait of Mrs Beresford by Romney.884  

By 1877 it would appear that Wright was presented as an established Old 

Master without the need to assert his status as an artist or his identity as a Derby 

painter. Whilst this is symptomatic of the ÅØÈÉÂÉÔÉÏÎȭÓ ÓÕÐÐÏÒÔ ÏÆ contemporary 

art, it also demonstrates the greater civic confidence in Derby by 1877 as the 

ÄÅÓÉÒÅ ÔÏ ÁÆÆÉÒÍ ÔÈÅ ÔÏ×ÎȭÓ ÈÉÓÔÏÒÙ ÁÎÄ ÁÃÈÉÅÖÅÍÅÎÔÓ was less pronounced.  

 2ÁÔÈÅÒȟ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ $ÅÒÂÙ ×ÁÓ ÅÓÔÁÂÌÉÓÈÅÄ ÁÎÄ ÉÍÐÌÉÃÉÔÌÙ 

apparent in his paintings which, as in 1866 and 1870, were predominantly 

portraits that had generally remained in the local area, in the possession of the 

families that had bought them [see Appendix Two]. As in previous exhibitions, 

ÔÈÅÓÅ ÈÉÇÈÌÉÇÈÔÅÄ 7ÒÉÇÈÔȭÓ ÌÏÃÁÌ ÁÒÔ Ðractice and the continued value set upon his 

work within his hometown. That Thomas Charles Cade was again lending in 1877 

underscores this as it shows that the basis of 7ÒÉÇÈÔȭÓ posthumous reputation 

was relational as it was promoted and sustained by his family and those 

connected with Derbyshire during this period. Although slightly less familiar 

ÅØÁÍÐÌÅÓ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒËÓȟ ÈÁÖÉÎÇ ÂÅÅÎ ÌÉÔÔÌÅ ÅØÈÉÂÉÔÅÄ ÐÒÉÏÒ ÔÏ ÔÈÉÓ ÐÏÉÎÔȟ ÔÈÅ 

bladder paintings and the Child and Doves ÁÌÓÏ ÓÕÇÇÅÓÔ 7ÒÉÇÈÔȭÓ ÌÏÃÁÌ ÐÒÁÃÔÉÃÅ Ás 

their scale and subject make them more domestic [Fig.146]. As such they 

suggested a private setting and a more intimate mode of viewing, thus 

referencing their place in private collections within the region. Additionally, the 

two landscapes and the VesuvÉÕÓ ÐÁÉÎÔÉÎÇ ×ÅÒÅ ÆÁÍÉÌÉÁÒ ÅØÁÍÐÌÅÓ ÏÆ 7ÒÉÇÈÔȭÓ 

work  as a landscape artist and painter of light effects, demonstrating the 

ÃÏÎÔÉÎÕÁÔÉÏÎ ÁÎÄ ÃÏÎÓÉÓÔÅÎÃÙ ÏÆ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ×ÉÔÈÉÎ 

Derby. The inclusion of The Old Man and Death and the portrait of Lady Wilmot 

in the exhibition underscore this as both had been displayed previously, 

ÈÉÇÈÌÉÇÈÔÉÎÇ ÔÈÅ ÌÉÍÉÔÅÄ ÃÉÒÃÕÌÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÂÅÙÏÎÄ $ÅÒÂÙÓÈÉÒÅ ÁÎÄ ÔÈÅ 

×ÁÙ ÉÎ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ ×ÁÓ ÃÏÎÓÏÌÉÄÁÔÅÄ ÔÈÒÏÕÇÈ ÈÉÓ 

representation in exhibitions during this period.  

                                                        
884 Fine Arts Exhibition, 5-14. 



Chapter Five: 1866-1877 

190 
 

 The only press reference to 7ÒÉÇÈÔȭÓ work was made in The Derby Mercury 

ÁÓ ÐÁÒÔ ÏÆ Á ÌÁÒÇÅÒ ÒÅÖÉÅ× ÏÆ ÔÈÅ ÏÉÌ ÐÁÉÎÔÉÎÇÓȢ 4ÈÉÓ ÃÈÁÒÁÃÔÅÒÉÓÅÄ 7ÒÉÇÈÔȭÓ 

ÐÁÉÎÔÉÎÇÓ ÁÓ ȬÃÈÁÒÍÉÎÇ ÐÉÃÔÕÒÅÓȭȟ ÐÁÒÔÉÃÕÌÁÒÌÙ ÄÒÁ×ÉÎÇ ÁÔÔÅÎÔÉÏÎ Ôo The Old Man 

and Death ÁÓ ȬÓÈÁÒÐÌÙ ÁÎÄ ÃÌÅÁÒÌÙ ÐÁÉÎÔÅÄ ×ÉÔÈ ÇÒÅÁÔ ÄÅÔÁÉÌȢȭ885 However, although 

ÔÈÅ ÁÓÓÅÓÓÍÅÎÔ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ×ÁÓ not effusiveȟ ÈÅ ×ÁÓ ÁÌÓÏ ÄÅÓÃÒÉÂÅÄ ÁÓ ȬÏÕÒ 

Ï×Î 7ÒÉÇÈÔȭ ÉÎ ÔÈÅ ÁÒÔÉÃÌÅȟ ÓÕÇÇÅÓÔÉÎÇ ÔÈÁÔ ÔÈÅ ÌÁÃË ÏÆ ÅÍÐÈÁÓÉÓ ÕÐÏÎ ÈÉÓ ×ÏÒË 

was not because it had less value within the town but because the artist was so 

familiar locally.886 

 Civic pride was still integral in 1877 but it was engendered through a 

ÓÅÎÓÅ ÏÆ $ÅÒÂÙȭÓ ÐÁÔÒÉÏÔÉÓÍ ÉÎ ÓÕÐÐÏÒÔÉÎÇ "ÒÉÔÉÓÈ ÍÁÎÕÆÁÃÔÕÒÉÎÇ ÁÎÄȟ ÔÈÒÏÕÇÈ 

this, national prosperity and prestige, rather than through a material display of 

$ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÃÁÐÉÔÁÌ ÉÎ ÔÈÅ ÆÏÒÍ ÏÆ ÌÏÃÁÌ ÁÒÔÉÓÔÓ ÏÒ ÐÁÉÎÔÉÎÇÓ ÄÅÐÉÃÔÉÎÇ ÌÏÃÁÌ 

ÈÉÓÔÏÒÙȟ ÌÁÎÄÓÃÁÐÅÓ ÁÎÄ ÐÅÏÐÌÅȢ !Ó ÔÈÅ $ÕËÅ ÏÆ $ÅÖÏÎÓÈÉÒÅȭÓ ÃÏÍÍÅÎÔ ÔÈÁÔ ȬÉÎ ÔÈÅ 

pursuit of substantial municipal advantages, they do not overlook the claims of 

ÅÄÕÃÁÔÉÏÎÁÌ ÐÒÏÇÒÅÓÓȭ ÄÅÍÏÎÓÔÒÁÔÅÓȟ $ÅÒÂÙȭÓ ÐÒÅÓÔÉÇÅ ×ÁÓ ÒÁÉÓÅÄ ÁÓ ÁÒÔ ÅÄÕÃÁÔÉÏÎ 

was perceived to be essential ÔÏ ÔÈÅ ÔÏ×ÎȭÓ ÓÏÃÉÁÌ ÁÎÄ ÍÁÔÅÒÉÁÌ ÄÅÖÅÌÏÐÍÅÎÔȟ 

testifying to its prosperity and growth.887 This also correlates with The Morning 

0ÏÓÔȭÓ ÒÅÆÌÅÃÔÉÏÎ ÔÈÁÔ ȬÔÈÅÒÅ ×ÁÓ Á ÔÉÍÅ ×ÈÅÎ ×Å ÈÁÄ ÐÒÏÖÉÎÃÉÁÌ ÓÃÈÏÏÌÓ ÏÆ ÎÏ 

mean celebrityȣ but modern facilities of locomotion tend more and more to 

ÃÅÎÔÒÁÌÉÓÁÔÉÏÎȭȟ ÁÓ $ÅÒÂÙ ×ÁÓ ÒÅÓÐÏÎÄÉÎÇ ÔÏ Á ÄÉÓÔÉÎÃÔÌÙ ÎÁÔÉÏnal agenda in 1877 

rather than emphasising its distinctive culture when expressing and seeking to 

generate civic pride.888   

 

Ȭ)T CANNOT BE SAID THAT WRIGHTȭS PICTURES HAVE ADDED MUCHȭȡ THE 

AIR PUMPȭS RECEPTION AT THE NATIONAL GALLERY 

In contrast to the acclaim Wright received in his hometown his reputation and 

reception nationally was limited. The quote in the above sub-heading, relating to 

                                                        
885 Ȱ4ÈÅ $ÅÒÂÙ &ÉÎÅ !ÒÔÓ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 11 July 1877. 
886 Ibid. 
887 Ȱ/ÐÅÎÉÎÇ ÏÆ ÔÈÉÓ &ÉÎÅ !ÒÔ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙ ÂÙ ÈÉÓ 'ÒÁÃÅ ÔÈÅ $ÕËÅ ÏÆ $ÅÖÏÎÓÈÉÒÅȟȱ The 
Derbyshire Times and Chesterfield Herald, 30 June 1877. 
888 Ȱ4ÈÅ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÏÆ ÔÈÅ ÎÅ× "ÒÉÔÉÓÈ )ÎÓÔÉÔÕÔÉÏÎȟȱ The Morning Post, 6 December 1870. 
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An Experiment on a Bird in an Air Pump, is from the highly critical chapter about 

the artist in the 1866 book, A Century of Painters of the English School, by Richard 

and Samuel Redgrave [Fig.147].889 This view was a pervasive one, particularly as 

the book went through several editions and was highly influential in shaping the 

narrative of 18th and 19th-century British art history.  

 On the 2 June 1863 Ralph Nicholson Wornum, Keeper and Secretary of the 

National Gallery, sent a letter to Edward Tyrrell accepting his donation of the Air 

Pump after it had been inspected and approved by the Board of Trustees.890 As 

Tyrrell described in a later letter to Nicholson Wornum, he had purchased the 

painting from the descendants of Dr Benjamin Bates who had originally 

purchased the painting from Wright along with Three Persons Viewing the 

Gladiator which Tyrrell also bought.891 Whilst highliÇÈÔÉÎÇ 7ÒÉÇÈÔȭÓ ÌÉÇÈÔ ÅÆÆÅÃÔÓȟ 

it is noteworthy that the letter also records ÔÈÁÔ "ÁÔÅÓ ÈÁÄ ȬÌÉÂÅÒÁÌÌÙ ÐÁÔÒÏÎÉÓÅÄ 

7ÒÉÇÈÔȟ -ÏÒÔÉÍÅÒȟ ÁÎÄ ÏÔÈÅÒ %ÎÇÌÉÓÈ 0ÁÉÎÔÅÒÓȭȢ892 This was all the information 

given regarding the painting which, by August 1863, was put on display as part 

ÏÆ ÔÈÅ 'ÁÌÌÅÒÙȭÓ ÃÏÌÌÅÃÔÉÏÎ ÏÆ "ÒÉÔÉÓÈ ÁÒÔȢ893 

3ÙÍÐÔÏÍÁÔÉÃ ÏÆ ÔÈÅ .ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙȭÓ ÅÁÒÌÙ ÈÉÓÔÏÒÙ ɀ the continually 

growing collection required the use of temporary galleries, first at Marlborough 

House and then at the South Kensington Museum until 1875 ɀ the Air Pump was, 

with the rest of the British paintings, initially  installed in the four rooms allotted 

to the National Gallery at South Kensington [Fig.148].894 This collection which, by 

1864, included 347 paintings by 88 different British artists had been arranged by 

Ralph Nicholson Wornum into three sections: the 18th-century, 19th-century 

deceased masters, and 19th-century living masters.895  The Air Pump was 

                                                        
889 Richard Redgrave and Samuel Redgrave, A Century of Painters of the English School; with 
critical notices of their works, and an account of the progress of art in England, Vol.1 (London: 
Smith, Elder and Co., 1866), 264-265. 
890  Ralph Nicholson Wornum to Edward Tyrrell, 2 June 1863, NG6/3/127, National Gallery 
Research Library, London. 
891  Edward Tyrrell to Ralph Nicholson Wornum, 4 June 1863, NG5/146/8, National Gallery 
Research Library, London. 
892 Tyrrell to  Nicholson Wornum, 4 June 1863. 
893 Report of the Director of the National Gallery to the Lords Commissioners of the Treasury, 16 
January 1864, Annual Reports, NG17, National Gallery Research Library, London. 
894 Ceri Brough, archive assistant at the National Gallery, email to author, 20 April 2015.  
895 Ralph Nicholson Wornum, Descriptive and Historical Catalogue of the Pictures in the National 
Gallery: with biographical notices of the Deceased Painters. British School. Now temporarily 
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inserted into this chronological hang, placed in the first room which was 

primarily dedicated to 18th-century pictures.896  Thus, it was placed at the 

beginning of a history of the British school of paintingȭÓ ÄÅÖÅÌÏÐÍÅÎÔ from the 

18th-century to present day, in a room alongside paintings by such 

contemporaries as Richard Wilson, George Romney and John Singleton Copley.897 

This narrative changed when the separate entrance to the National Gallery 

pictures was closed in 1864 so that the visitor moved through the galleries from 

the opposite direction, the large gallery in which the Air Pump was hung changing 

from being the first to the last entered.898 Consequently, the sense of progression 

from the 18th-century and its position as the foundation for the art of the present 

day was lost as the altered journey through the galleries meant the history of the 

British school was traced backwards. The only other change to this hang before 

the paintings began to be transitioned back to the National Gallery in 1869 was 

the movement of the early pictures from the large gallery to four smaller galleries 

in April 1865 to accommodate the Raphael Cartoons, though little is recorded 

about this move or the impact it had upon the overall display of the British 

paintings.899 

From 1875, when all the British paintings had returned to Trafalgar 

Square, far more is known of theÉÒ ÈÁÎÇ ÐÒÉÍÁÒÉÌÙ ÔÈÒÏÕÇÈ (ÅÎÒÙ "ÌÁÃËÂÕÒÎȭÓ 

Pictorial Notes in the National Gallery ɀ The British School.900 Arranged more 

generally by the division between British and foreign schools, the former 

paintings occupied the first eight galleries whilst the foreign schools were 

represented in the subsequent ten galleries [Fig.149].901 Within this the Air Pump 

                                                        
exhibited at South Kensington, rev. Sir Charles Lock Eastlake, 13th Edn. (London: George Edward 
Eyre and William Spottiswoode, 1865), 4 & 9-10. 
896 Report of the Director of the National Gallery to the Lords Commissioners of the Treasury, 2 
April 1860, NG17, National Gallery Research Library, London. 
897 Nicholson Wornum (1865), 9. 
898 Report of the Director of the National Gallery to the Lords Commissioners of the Treasury, 16 
January 1864, Annual Reports, NG17, National Gallery Research Library, London. 
899 Copy of the Report of the Keeper of the National Gallery to the Lords of the Treasury, for the 
year ending the 31st day of December 1865, Annual Reports, NG17, National Gallery Research 
Library, London; Ralph Nicholson Wornum, Descriptive and Historical Catalogue of the Pictures in 
the National Gallery: with Biographical Notices of the Deceased Painters. British School. At 
Trafalgar Square and South Kensington, 20th Edn. (London: George Edward Eyre and William 
Spottiswoode, 1869). 
900 Henry Blackburn, Pictorial Notes in the National Gallery. The British School, 2nd Edn. (London: 
Chatto and Windus, 1877). 
901 Ibid. 
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was hung in gallery eight which was dedicated to British paintings from 1760-

1800 [Fig.150].902 This, according to the gallery room plans, was the last of the 

British galleries to be reached by visitors, encouraging a narrative sequence from 

the most recent to the oldest pictures of the British school before entering the 

European galleries.903 Consequently, the 18th-century pictures were presented 

as the first fruits of an emerging national school made more significant as these 

galleries also physically marked the divide between the British and foreign 

schools suggesting it was at this point that British art  began to rival that of the 

continent, the country taking its place as an international cultural leader.  

This display, and the Air PumpȭÓ movement from temporary galleries on 

the peripheries of London to the new galleries at Trafalgar built by Edward Barry 

and completed in 1876, at the heart of London, also denotes the shifting 

institutional  attitude towards British art during this period. 904  The National 

Gallery had always been understood patriotically as an external symbol of the 

cultural capital of the country and internally as the collective wealth of the British 

peopleȟ ÁÓ ÉÓ ÅÖÉÄÅÎÔ ÉÎ ÔÈÅ ÃÌÁÉÍ ÔÈÁÔ ȬÅÖÅÒÙ %ÎÇÌÉÓÈÍÁÎ ÈÁÓ Á ÐÏÓÉÔÉÖÅ ÁÎÄ 

ÐÈÙÓÉÃÁÌȟ ÁÓ ×ÅÌÌ ÁÓ ÁÎ ÉÎÔÅÌÌÅÃÔÕÁÌ ÐÒÏÐÅÒÔÙ ÉÎ ÉÔȭ.905 Yet, during the mid-19th-

century under the aegis of the director, Sir Charles Lock Eastlake, the efforts 

made to ensure thaÔ ÔÈÅ ÇÁÌÌÅÒÙ ×ÁÓ Ȭ×ÏÒÔÈÙ ÏÆ ÔÈÅ "ÒÉÔÉÓÈ %ÍÐÉÒÅȭ ÈÁÄ ÃÅÎÔÒÅÄ 

upon building a collection that would rival continental galleries like the Louvre 

or Prado, the majority of the annual purchase grant being used to acquire 

paintings of the Italian Renaissance.906 By the 1870s, however, ensuring that 

British art was represented within the gallery was assigned increasing 

ÉÍÐÏÒÔÁÎÃÅȟ ×ÉÔÈ ÔÈÅ ÇÁÌÌÅÒÙ ÁÄÏÐÔÉÎÇ ÔÈÅ ÐÒÁÃÔÉÃÅ ÏÆ ȬÐÕÒÃÈÁÓÉÎÇȟ ÁÓ 

opportunities arose, fine works of deceased British painters, to supplement the 

                                                        
902 Blackburn, Pictorial Notes, 77. 
903 Ibid. 
904  Alan Crookham, The National Gallery: An Illustrated History (London: National Gallery 
Company Limited, 2009), 18-24. 
905  4ÈÅ .Å× .ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙȟ 4ÒÁÆÁÌÇÁÒ 3ÑÕÁÒÅȟ ,ÏÎÄÏÎȟ *ÏÎÅÓȭ 3ÅÒÉÅÓ ÏÆ %ÎÇÒÁÖÉÎÇÓ ÆÒÏÍ ÔÈÅ 
Pictures in the Gallery (London: Jones & Co., 184-?), iii. 
906 An Old Traveller, A Letter Addressed to the Rt. Hon. Lord John Russell, M.P. &c. &c., on the 
formation of a new National Gallery, and the preservation of works of art. Illustrated with Plans 
(London: Chapman and Hall, 1853), 4-φȠ Ȱ3ÉÒ #ÈÁÒÌÅÓ ,ÏÃË %ÁÓÔÌÁËÅȡ !Ô ÔÈÅ .ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙȟȱ 4ÈÅ 
National Gallery, accessed 6 September 2016,  
http://www.nationalgallery.org.uk/paintings/history/directors/sir -charles-lock-
eastlake?viewPage=4. 
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ÃÏÌÌÅÃÔÉÏÎÓ ÁÌÒÅÁÄÙ ÂÅÌÏÎÇÉÎÇ ÔÏ ÔÈÅ ÎÁÔÉÏÎ ÂÙ ÇÉÆÔ ÏÒ ÐÕÒÃÈÁÓÅȭȢ907 Although the 

Air Pump was a gift, a similar concern is apparent in Nicholson 7ÏÒÎÕÍȭÓ 

recognition that it ȬÆÉÌÌÓ ÁÎ ÉÍÐÏÒÔÁÎÔ ÇÁÐ ÉÎ ÔÈÅ ÓÅÒÉÅÓ ÏÆ ÐÁÉÎÔÅÒÓ ÏÆ ÔÈÅ %ÎÇÌÉÓÈ 

school, represenÔÅÄ ÉÎ ÔÈÅ .ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙȭȢ908 Perceiving the limited number of 

British paintings up until the Robert Vernon gift in 1847 as a deficiency, by the 

1870s encouraging British art had gained the same patriotic value as building a 

collection representative of western art history.909  

Within gallery eight itself, the Air Pump was positioned on the north wall, 

ÊÕÓÔ ÔÏ ÔÈÅ ÌÅÆÔ ÏÆ ÔÈÅ ÄÏÏÒȟ ×ÉÔÈ 2ÉÃÈÁÒÄ 7ÉÌÓÏÎȭÓ ÎÏ× ÄÅÓÔÒÏÙÅÄ ÐÁÉÎÔÉÎÇȟ The 

$ÅÓÔÒÕÃÔÉÏÎ ÏÆ .ÉÏÂÅȭÓ #ÈÉÌÄÒÅÎȟ hanging above it and with two paintings by 

Gainsborough and a self-portrait by Reynolds to its left [Fig.151].910 Also on the 

ÎÏÒÔÈ ×ÁÌÌȟ ÈÕÎÇ ÏÎ ÔÈÅ ÏÔÈÅÒ ÓÉÄÅ ÏÆ ÔÈÅ ÄÏÏÒȟ ×ÁÓ *ÏÈÎ 3ÉÎÇÌÅÔÏÎ #ÏÐÌÅÙȭÓ Death 

of Lord Chatham and, opposite both of these, in the centre of the south wall was 

#ÏÐÌÅÙȭÓ Death of Major Pierson ×ÉÔÈ 7ÉÌÓÏÎȭÓ Lake of Avernus below it [Fig. 152 

to 154]. 911  Whilst there were other paintings on the east and west walls, 

including works by Samuel Scott, John Hoppner, Thomas Lawrence and Hogarth, 

these paintings formed the main axis of the room as the most prominent works. 

The prominence of the Air Pump was then reinforced further as the visitor was 

guÉÄÅÄ ÒÏÕÎÄ ÔÈÅ ÇÁÌÌÅÒÙ ÃÌÏÃË×ÉÓÅȟ ÍÁËÉÎÇ ÉÔ ÔÈÅ ÆÉÒÓÔ ÐÁÉÎÔÉÎÇ ÉÎ ÔÈÅ ÇÁÌÌÅÒÙȭÓ 

display of early artists of the British school, securing WrÉÇÈÔȭÓ ÐÌÁÃÅ ÁÍÏÎÇ ÈÉÓ 

contemporaries whilst also suggesting he was one of the oldest of those artists 

on display.912 This appears to be reiterated by the juxtapositions made between 

the Air Pump and CopleyȭÓ ÐÁÉÎÔÉÎÇÓ as their stylistic similarities had long been 

recognised, both adopting a careful and precise technique that was associated 

                                                        
907  A Catalogue of the National Gallery of British Art at South Kensington, with a supplement 
containing works by Modern Foreign Artists and Old Masters, New Edn. (London: George E. Eyre 
and William Spottiswoode, 1874), 39.  
908 Nicholson Wornum to Tyrrell, 2 June 1863.  
909 Nicholson Wornum (1865), 4. 
910 Blackburn, Pictorial Notes, 77. 
911 Ibid, 77-79. 
912 Ibid. 
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with older painting traditions , particularly  the stiffness of late 17th, early 18th-

century painters like Thomas Hudson.913  

Wright was, therefore, firmly situated as a painter of the 18th-century 

which, by the 1860s and 1870s, ×ÁÓ ÐÅÒÃÅÉÖÅÄ ÔÏ ÂÅ ×ÈÅÎ Ȭ%ÎÇÌÉÓÈ !ÒÔ ÈÁÄ ÉÔÓ 

ÔÒÕÅ ÂÉÒÔÈȭȢ914  Whilst this viewpoint accorded the century considerable 

importance, it also historicised it, reflecting the widely held belief that the art of 

the present day had surpassed the previous century as is apparent in Edward 

#ÏÏËȭÓ ÃÌÁÉÍ ÔÈÁÔ Ȭ×ÉÔÈ ÔÈÅ ÙÅÁÒ ρψυπ ÂÅÇÉÎÓ Á ÎÅ× ÅÒÁ ÉÎ %ÎÇÌÉÓÈ ÁÒÔȭȢ915 As the 

layout of the galleries materialised, the British school was understood to be built 

upon and progressing from the 18th-century. This perception also influenced the 

understanding of the style and genre of art associated with the period as is 

evident in the 1874 catalogue of ÔÈÅ .ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙȭÓ "ÒÉÔÉÓÈ collection which 

ÁÓÓÅÒÔÅÄ ÔÈÁÔ Ȭ!ÒÔ ÉÎ %ÎÇÌÁÎÄ ÈÁs flourished from the demands of those who love 

it as a home delight; therefore our pictures are small, and suited to our private 

ÒÅÓÉÄÅÎÃÅÓȟ ×ÈÉÌÅ ÔÈÅ ÓÕÂÊÅÃÔÓ ÁÒÅ ÓÕÃÈ ÁÓ ×Å ÃÁÎ ÌÉÖÅ ÂÙ ÁÎÄ ÌÏÖÅȭȢ916  Thus, 

landscape painting and portraiture, more domestic, sentimental subjects, were 

associated with the 18th-century rather than large-scale, grand history 

paintings.917  The Air Pump did not neatly correspond with this therefore, as it 

was large, dramatic, and created for public exhibition. This tension is apparent in 

.ÉÃÈÏÌÓÏÎ 7ÏÒÎÕÍ ÁÎÄ %ÁÓÔÌÁËÅȭÓ ρψφτ ÃÁÔÁÌÏÇÕÅ ÅÎÔÒÙ ɉÒÅÐÅÁÔÅÄ ÔÈÒÏÕÇÈÏÕÔ 

the subsequent editions in the 1860s and 70s) for the Air Pump.918 Described as 

ȬÁ ÆÁÍÉÌÙ ÐÁÒÔÙȭ ÔÈÉÓ foregrounds the domesticity of the subject reflecting the 

ÃÈÁÎÇÅ ÉÎ 7ÒÉÇÈÔȭs representation according to contemporary ideas as, by mid-

                                                        
913 For more on the stylistic affinities between Joseph Wright and John Singleton Copley see: 
*ÅÎÎÉÆÅÒ ,Ȣ 2ÏÂÅÒÔÓȟ Ȱ#ÏÐÌÅÙȭÓ #ÁÒÇÏȡ "ÏÙ ×ÉÔÈ Á 3ÑÕÉÒÒÅÌ ÁÎÄ ÔÈÅ $ÉÌÅÍÍÁ ÏÆ 4ÒÁÎÓÉÔȟȱ American 
Art 21, no.2 (2007), 20-41. 
914 Redgrave and Redgrave (1866), xv. 
915 Edward Cook, A Popular Handbook to the National Gallery, Vol.2 (London: Macmillan Co., 
1888), 394. 
916 Catalogue of the National Gallery, 20. 
917 *ÏÈÎ "ÕÒÎÅÌÌ 0ÁÙÎÅȟ Ȱ%ÎÇÌÉÓÈ !ÒÔȟȱ -ÁÃÍÉÌÌÁÎȭÓ -ÁÇÁÚÉÎÅ 116 (June 1869), 156. 
918 Ralph Nicholson Wornum, Descriptive and Historical Catalogue of the Pictures in the National 
Gallery: with biographical notices of the deceased painters. British School. Now temporarily 
exhibited at South Kensington, rev. by Sir Charles Lock Eastlake, 12th Edn. (London: George 
Edward Eyre and William Spottiswoode, 1864), 152-153. 
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century his art was perceived as ȬÍÏÓÔÌÙ ÒÁÔÈÅÒ genre or conversational pieces 

ÔÈÁÎ ÈÉÓÔÏÒÉÃÁÌ ÐÉÃÔÕÒÅÓȢȭ919  

!ÄÄÉÔÉÏÎÁÌÌÙȟ ÔÈÅ ÃÁÔÁÌÏÇÕÅ ÁÌÓÏ ÎÏÔÅÄ ÔÈÁÔ ȬÔÈÅ ÂÉÒÄ ÉÓ ÊÕÓÔ ÒÅÃÏÖÅÒÉÎÇ ÉÔÓ 

vitality, tÏ ÔÈÅ ÇÒÅÁÔ ÒÅÌÉÅÆ ÏÆ Ô×Ï ÙÏÕÎÇ ÇÉÒÌÓ ÐÒÅÓÅÎÔȟ ×ÈÏ ÔÈÏÕÇÈÔ ÉÔ ÄÅÁÄȭȟ ÒÅ-

framing the drama of life and death by emphasising the response of the two 

children.920 The emphasis is shifted towards the girls who look on in concern and 

are comforted by the older man with them [Fig.155]. It is also this passage of the 

painting that is highlighted by the Redgraves ×ÈÏ ÎÏÔÅÄ ȬÔÈÅ ÐÒÅÔÔÙ ÌÉÔÔÌÅ ÉÎÃÉÄÅÎÔȟ 

rendered with feeling and true expression, in the group of two young girls, 

touched with childish sorrow and dread of what they are told is to be the result 

ÏÆ ȰÔÈÅ ÅØÐÅÒÉÍÅÎÔȱȭȢ921 Whilst differing from the catalogue as it does not accord 

the painting (or the bird) the same narrative resolution, the focus upon the girls 

sentimentalises the painting, making it appear touching, intimate and domestic. 

This was particularly at the expense of addressing the scientific subject Wright 

had represented which depicts the kind of popular demonstration delivered by 

travelling lecturers predominantly to progressive, provincial audiences across 

Britain in the 18th-century. Although this may be symptomatic of the familiarity 

with such science by the 19th-century, it also reiterates that the focus had shifted 

ÔÏ×ÁÒÄÓ ÔÈÅ ÆÅÅÌÉÎÇ ÏÆ ÔÈÅ ÐÁÉÎÔÉÎÇ ÁÎÄ ȬÔÈÅ ÓÕÒÒÏÕÎÄÉÎÇ ÆÁÃÅÓ ÏÆ ÃÈÉÌÄÒÅÎȟ ÙÏÕÎÇ 

ÍÅÎ ÁÎÄ ÍÁÉÄÅÎÓȟ ÁÎÄ ÍÏÒÅ ÁÇÅÄ ÓÐÅÃÔÁÔÏÒÓȢȭ922 This is further underscored by 

ÔÈÅ ÆÁÃÔ ÔÈÁÔ ÉÔ ×ÁÓ ×ÉÄÅÌÙ ÁÃÃÅÐÔÅÄ ÔÈÁÔȟ ÉÎ ÔÈÅ ×ÏÒÄÓ ÏÆ 4ÙÒÅÌÌȟ ȬÁÌÌ ÏÆ ÔÈÅ ÆÉÇÕÒÅÓ 

ÁÒÅ ÐÏÒÔÒÁÉÔÓȭȢ923  Thus, the painting was presented in a manner that was in 

keeping with the wider perception of the 18th-century: the emphasis upon the 

portraits it contained made it conform to the idea that in the 18th-century 

portraiture had been one of the most flourishing branches of painting; the 

attention upon the two girls made the painting appear in a more domestic, minor 

mode than as a grand drama or history painting; and, by stressing the human 

ÆÅÅÌÉÎÇÓ ÄÅÐÉÃÔÅÄ ÁÎÄ ÔÈÅ ÒÅÓÐÏÎÓÅ ÔÏ ÔÈÅ ÂÉÒÄȭÓ ÓÕÆÆÅÒÉÎÇȟ ÉÔ ÂÅÃÁÍÅ ÓÅÎÔÉÍÅÎÔÁÌ 

and touching. The understanding of the Air Pump in the 1860s and 70s was, 

                                                        
919 Nicholson Wornum (1865), 159. 
920 Nicholson Wornum (1864), 153. 
921 Redgrave and Redgrave (1866), 264. 
922 Ibid. 
923 Tyrrell to Nicholson Wornum, 4 June 1863. 
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ÔÈÅÒÅÆÏÒÅȟ ÉÍÐÁÃÔÅÄ ÂÙ ÔÈÅ ×ÉÄÅÒ ÐÅÒÃÅÐÔÉÏÎ ÏÆ ȬÏÕÒ Ï×Î ÁÄÏÒÁÂÌÅ ÅÉÇÈÔÅÅÎÔÈ 

ÃÅÎÔÕÒÙȭȟ ÁÎ ÁÃÃÏÌÁÄÅ ×ÈÉÃÈ ÅÎÃÁÐÓÕÌÁÔÅÓ ÔÈÅ ÌÉÍÉÔÅÄ understanding of 18th-

century painting, considered to afford light pleasure in contrast to the challenge 

of contemporary art.924   

However, despite the restrictive perception of 18th-century art, the 

period and its artists were still attributed considerable importance as the 

progenitors of the national school. Thus, the display in gallery eight can be 

understood as part of the wider process through which artists of the previous 

century were memorialised as part of the canon of British painters being 

developed during this period. In a similar manner to such books as the 

2ÅÄÇÒÁÖÅÓȭÓ A Century of Painters of the English School which set out a history of 

"ÒÉÔÉÓÈ ÁÒÔ ÔÈÒÏÕÇÈ ÉÔÓ ÎÏÔÁÂÌÅ ÁÒÔÉÓÔÓȟ ÔÈÅ .ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙȭÓ ÄÉÓÐÌÁÙ ÁÎÄ ÃÏÌÌÅÃÔÉÏÎ 

demonstrated which painters had been claimed within the pantheon of British 

painters.925 The accession of the Air Pump was, therefore, symbolic ÏÆ 7ÒÉÇÈÔȭÓ 

apotheosis even if accounts of 18th-century art history overlooked the painter in 

favour of Hogarth, Reynolds and Gainsborough ɀ ȬÔÈÅ ÔÈÒÅÅ ÁÒÔÉÓÔÓ ×ÈÏÓÅ ×ÏÒË 

ÃÈÁÒÁÃÔÅÒÉÓÅ ÔÈÅ ÐÅÒÉÏÄȭȢ926 This was also echoed in Edward CookȭÓ ÃÏÍÍÅÎÔÁÒÙ 

on the GÁÌÌÅÒÙȭÓ ÃÏÌÌÅÃÔÉÏÎ ÁÓ ÈÅ ÃÏÍÍÅÎÔÅÄ ÔÈÁÔ ȬÔÈÅ %ÎÇÌÉÓÈ ÓÃÈÏÏÌ ÂÅÇÉÎÓ ÉÎ ÔÈÅ 

middle of the last century, with the already accomplished work of Hogarth in 

domestic drama, Wilson in Landscape, Reynolds in portraiture, and 

'ÁÉÎÓÂÏÒÏÕÇÈ ÉÎ ÂÏÔÈȭȢ927 Thus, even in the light of the Air PumpȭÓȟ ÁÎÄ 7ÒÉÇÈÔȭÓȟ 

disappointing reception the presence of the painting in the Gallery was enough 

ÔÏ ÓÅÃÕÒÅ ÔÈÅ ÁÒÔÉÓÔȭÓ ÐÌÁÃÅ ×ÉÔÈÉÎ ÔÈÅ "ÒÉÔÉÓÈ 3ÃÈÏÏÌȢ 

It is noteworthy, therefore, that beyond the institutional documentation 

of the painting, the only contemporary references to the Air Pump were made by 

ÔÈÅ 2ÅÄÇÒÁÖÅÓȭ ÁÎÄ ÂÙ 7ÉÌÌÉÁÍ "ÅÍÒÏÓÅȟ ÏÆ ×ÈÏÍ ÍÏÒÅ ×ÉÌÌ ÂÅ ÓÁÉÄ ÉÎ #ÈÁÐÔÅÒ 

Six.928  !ÌÔÈÏÕÇÈ ÉÎ ÌÁÔÅÒ ÅÄÉÔÉÏÎÓ ÔÈÅ 2ÅÄÇÒÁÖÅÓȭÓ ÁÓÓÅÓÓÍÅÎÔ ÏÆ 7ÒÉÇÈÔ was 

                                                        
924 George Moore, Impressions and Opinions (London: David Nutt, 1891), 324. 
925 Redgrave and Redgrave (1866). 
926 Richard Redgrave and Samuel Redgrave, A Century of British Painters, a new edition with a 
biographical index and one hundred illustrations, ed. Ruthven Todd (London: Phaidon Press Ltd., 
1947), 66. 
927 Cook, 392. 
928 4ÈÅ 2ÅÄÇÒÁÖÅÓȭ ×ÅÒÅ ÈÉÇÈÌÙ ÉÍÐÌÉÃÁÔÅÄ ÉÎ ÔÈÅ ,ÏÎÄÏÎ ÁÒÔ ×ÏÒÌÄȠ 3ÁÍÕÅÌ ÈÅÌÐÅÄ ÏÒÇÁÎÉÓÅ 
exhibitions at the South Kensington Museum and the Royal Academy and Richard held several 
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softened, in 1866 they damningly ÄÅÓÃÒÉÂÅÄ ÈÉÓ ÐÏÒÔÒÁÉÔÓ ÁÓ ȬÔÈÅ ÌÁÂÏÕÒÓ ÏÆ ÔÈÅ 

house-ÐÁÉÎÔÅÒȭȢ929  Given this tone, for them the Air Pump was an exceptional 

rather than representative work by Wright; ×ÈÉÌÓÔ ÉÔ ÉÓ ÄÅÓÃÒÉÂÅÄ ÁÓ Á ȬÖÅÒÙ ÃÌÅÖÅÒ 

×ÏÒËȭ ÉÎ ÒÅÆÅÒÅÎÃÅ ÔÏ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ×ÉÄÅÒ ÏÅÕÖÒÅ ÔÈÅÙ ÕÓÅ ÁÄÊÅÃÔÉÖÅÓ ÌÉËÅ ȬÓÏÕÎÄȭȟ 

ȬÓÁÔÉÓÆÁÃÔÏÒÙȭȟ ȬÓÏÌÉÄȭȟ ÁÎÄ ȬÁÇÒÅÅÁÂÌÅȭȟ ÁÌÌ ÏÆ ×ÈÉÃÈ ÉÍÐÌÙ ÔÈÅ ÃÏÍÐÅÔÅÎÃÙ ÒÁÔÈÅÒ 

than excellence of his painting.930 4ÈÅÙ ÃÏÎÃÌÕÄÅÄ ÔÈÁÔ ȬÉÔ ÃÁÎÎÏÔ ÂÅ ÓÁÉÄ ÔÈÁÔ 

7ÒÉÇÈÔȭÓ ÐÉÃÔÕÒÅÓ ÈÁÖÅ ÁÄÄÅÄ ÍÕÃÈ ÔÏ ÔÈÅ ÒÅÐÕÔÁÔÉÏÎ ÏÆ ÔÈÅ "ÒÉÔÉÓÈ 3ÃÈÏÏÌȭȢ931   

However, tÈÅ 2ÅÄÇÒÁÖÅÓȭ ÖÉÅ× of the !ÉÒ 0ÕÍÐȭs place within the National 

Gallery was shaped by their understanding of the role of the gallery and of 

7ÒÉÇÈÔȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍȢ #ÏÎÓÉÄÅÒÉÎÇ ÉÔ ȬÓÁÔÉÓÆÁÃÔÏÒÙȭ ÔÈÁÔ ÔÈÅ Air Pump was 

displayed at the gallery, they asserted ÔÈÁÔ ȬÉÔ ÉÓ ÉÎ ÓÕÃÈ ÉÎÓÔÁÎÃÅÓ ÁÓ ÔÈÏÓÅ ÏÆ 

Wright and Crome that a true National Gallery ɀ a National Gallery of British Art 

ÉÓ ÎÅÃÅÓÓÁÒÙ ÔÏ ÔÈÅ ÊÕÓÔ ÆÁÍÅ ÏÆ ÔÈÅ ÐÁÉÎÔÅÒÓ ÏÆ ÔÈÅ "ÒÉÔÉÓÈ 3ÃÈÏÏÌȢȭ932 The gallery 

was understood as the most appropriate place to display a comprehensive 

representation of national art and for preserving the memory of lesser British 

artists. 4ÈÉÓ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ 7ÒÉÇÈÔȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍ ÉÓ ÁÌÓÏ ÉÍÐÌÉÅÄ ÉÎ ÔÈÅ 

catalogue entry for the painting which immediately attributes local rather than 

national stature to the painter ÂÙ ÈÅÁÄÉÎÇ ÔÈÅ ÅÎÔÒÙ Ȭ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȭȢ933 The 

entry is also dependent on John Leigh Philipsȭ ÍÅÍÏÉÒ ÏÆ ÔÈÅ ÁÒÔÉÓÔ, as is 

ÐÁÒÔÉÃÕÌÁÒÌÙ ÅÖÉÄÅÎÔ ÉÎ ÔÈÅ ÒÅÄÕÃÔÉÖÅ ÌÉÓÔ ÉÔ ÐÒÏÖÉÄÅÓ ÏÆ 7ÒÉÇÈÔȭÓ ÐÒÉÎÃÉpal works, 

thereby showing the limited representation of his oeuvre nationally. The entry 

concludes ÔÈÁÔ 7ÒÉÇÈÔ ×ÁÓ Ȭ×ÅÌÌ ËÎÏ×Î ÁÎÄ ÂÅÔÔÅÒ ÁÐÐÒÅÃÉÁÔÅÄȭ ÉÎ $ÅÒÂÙȢ934  

                                                        
positions in the Government School of Design, acting as one of the driving forces behind art 
ÅÄÕÃÁÔÉÏÎ ÒÅÆÏÒÍȢ 2ÉÃÈÁÒÄ ÁÌÓÏ ÄÅÓÉÇÎÅÄ ÔÈÅ ÇÁÌÌÅÒÉÅÓ ÆÏÒ ÔÈÅ 3ÈÅÅÐÓÈÁÎËȭÓ ÃÏÌÌÅÃÔÉÏÎ ÏÆ "ÒÉÔÉÓÈ 
art and organised the British art displays at the Universal Exhibition in Paris in 1855 and the 
InternationÁÌ %ØÈÉÂÉÔÉÏÎ ÉÎ ,ÏÎÄÏÎ ÉÎ ρψφςȢ 3ÅÅȡ +ÁÔÈÒÙÎ -ÏÏÒÅ (ÅÌÅÎÉÁËȟ Ȱ2ÅÄÇÒÁÖÅȟ 2ÉÃÈÁÒÄ 
(1804-ρψψψɊȟȱ /ØÆÏÒÄ $ÉÃÔÉÏÎÁÒÙ ÏÆ .ÁÔÉÏÎÁÌ "ÉÏÇÒÁÐÈÙȟ ÌÁÓÔ ÍÏÄÉÆÉÅÄ *ÁÎÕÁÒÙ ςπρρȟ ÁÃÃÅÓÓÅÄ ω 
September 2016, http://www.oxforddnb.com/view/article/23254 ; Kathryn Moore Heleniak, 
Ȱ2ÅÄÇÒÁÖÅȟ 3ÁÍÕÅÌ ɉρψπς-ρψχφɊȟȱ /ØÆÏÒÄ $ÉÃÔÉÏÎÁÒÙ ÏÆ .ÁÔÉÏÎÁÌ "ÉÏÇÒÁÐÈÙȟ ÌÁÓÔ ÍÏÄÉÆÉÅÄ ςππτȟ 
accessed 9 September 2016, http://www.o xforddnb.com/view/article/23255.  
929 Redgrave and Redgrave (1866), 258-259. 
930 Ibid, 263-264. 
931 Ibid, 264-265.  
932 Ibid. 
933 Nicholson Wornum (1865), 159-160. 
934 Ibid, 159. 
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)Ô ÉÓȟ ÔÈÅÒÅÆÏÒÅȟ ÎÏÔ ÃÏÉÎÃÉÄÅÎÔÁÌ ÔÈÁÔ ÉÔ ×ÁÓ ÆÒÏÍ $ÅÒÂÙ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ 

within the National Gallery was championed during this period. William Bemrose 

recorded that:  

to the Picture Gallery at South Kensington Museum, has lately been 

ÁÄÄÅÄ ÔÈÅ Ȱ!ÉÒ 0ÕÍÐȟȱ ÔÈÒÏÕÇÈ ÔÈÅ ÍÕÎÉÆÉÃÅÎÃÅ ÏÆ -Ò 4ÙÒÅÌÌ ɉÃÏÍÐÁÎÉÏÎ 

ÐÉÃÔÕÒÅ ÔÏ ÔÈÅ Ȱ/ÒÒÅÒÙȱɊȟ ÂÏÔÈ ×ÅÌÌ ËÎÏ×Î ÆÒÏÍ 0ÅÔÈÅÒȭÓ ÍÅÚÚÏÔÉÎÔÏÓȢ 

This painting is in beautiful condition, and will not fail to give the 

beholder a good idea of his best manner of painting firelight subjects.935 

This is significant as, firstly, it highlights the importance of prints after WriÇÈÔȭÓ 

work in shaping his posthumous reputation as most people would have known 

his paintings through reproductions; secondly, it demonstrates the greater 

ËÎÏ×ÌÅÄÇÅ ÏÆ 7ÒÉÇÈÔȭÓ ÏÅÕÖÒÅ ×ÉÔÈÉÎ $ÅÒÂÙȠ ÁÎÄȟ ÔÈÉÒÄÌÙȟ ÉÔ ÄÅÍÏÎÓÔÒÁÔÅÓ ÔÈÅ 

concern in Derby that WrÉÇÈÔȭÓ ÆÁÍÅ ×ÁÓ ÍÁÉÎÔÁÉÎÅÄ ÁÓ ÔÈÅ ÐÁÉÎÔÉÎÇ ÉÓ 

ÃÈÁÍÐÉÏÎÅÄ ÁÓ ÁÎ ÅØÁÍÐÌÅ ÔÈÒÏÕÇÈ ×ÈÉÃÈ ÔÈÅ ÁÒÔÉÓÔȭÓ ÍÅÒÉÔÓ ×ÉÌÌ ÂÅ ÍÁÄÅ 

apparent nationally [Fig. 156 and 157]. 4ÈÉÓ ÉÓ ÒÅÉÎÆÏÒÃÅÄ ÂÙ "ÅÍÒÏÓÅȭÓ 

ÒÅÃÏÇÎÉÔÉÏÎ ÔÈÁÔ ȬÁÔ ÔÈÅ ÐÒÅÓÅÎÔ ÄÁÙ ÔÈÅ ×ÏÒËÓ ÏÆ 7ÒÉÇÈÔ ÁÒÅ ÓÏ ÌÉttle known by 

ÔÈÅ ÇÅÎÅÒÁÌ ÁÒÔ ÁÄÍÉÒÅÒÓȭ ÈÉÇÈÌÉÇÈÔÉÎÇ ÔÈÅ ÖÁÌÕÅ ÏÆ ÔÈÅ Air Pump as a remedy to 

this and the continued presence of the majority of his paintings in Derby.936 Given 

the later display of The Orrery in the Midland Counties Exhibition as one of 

WriÇÈÔȭÓ ÍÁÓÔÅÒÐÉÅÃÅÓȟ ÔÈÅ ÒÅÆÅÒÅÎÃÅ ÔÏ ÉÔ ÂÙ "ÅÍÒÏÓÅ ÓÕÇÇÅÓÔÓ ÔÈÁÔ ÔÈÅ ÁÃÃÅÓÓÉÏÎ 

of the Air Pump ÉÎÔÏ ÔÈÅ .ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙ ÉÎÓÔÉÇÁÔÅÄ $ÅÒÂÙȭÓ ÁÓÓÅÒÔÉÏÎ ÔÈÁÔ ÉÔ ÔÏÏ 

ÃÏÕÌÄ ÄÉÓÐÌÁÙ 7ÒÉÇÈÔȭÓ ÂÅÓÔ ×ÏÒËÓ and had the greatest claim on the artist. The 

significance of the !ÉÒ 0ÕÍÐȭÓ ÐÌÁÃÅ ÉÎ ÔÈÅ .ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙ ÆÏÒ 7ÒÉÇÈÔȭÓ 

ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ ×ÁÓȟ ÔÈÅÒÅÆÏÒÅȟ ÍÏÓÔ ÅÖÉÄÅÎÔ ÉÎ $ÅÒÂÙȭÓ ÒÅÓÐÏÎÓÅ ÁÓ ÉÔ ÓÅÔ 

the standard for its own collection and memorialisation of the painter.  

 

 

                                                        
935 William Bemrose, Jun., ! "ÉÏÇÒÁÐÈÉÃÁÌ .ÏÔÉÃÅ ÏÆ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȱȟ ÒÅÐÒÉÎÔÅÄ ɉ×ÉÔÈ ÁÄÄÉÔÉÏÎÓɊ 
ÆÒÏÍ .ÏÓȢ 86Ȣ Ǫ 86)Ȣ ÏÆ ÔÈÅ Ȱ2ÅÌÉÑÕÁÒÙȱ 1ÕÁÒÔÅÒÌÙ *ÏÕÒÎÁÌȟ υόϊψ (London: John Russell Smith; Derby: 
Bemrose and Sons, 1864), 21. 
936 Ibid. 
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CONCLUSIONS 

7ÒÉÇÈÔȭÓ ÒÅÐÕÔÁÔÉÏÎ ÁÎÄ ÓÔÁÔus during the 1860s and 1870s, as this chapter has 

sought to highlight, varied geographically. Compared with the display and 

reception of his work in Derby, the accession of the Air Pump into the National 

'ÁÌÌÅÒÙȭÓ ÃÏÌÌÅÃÔÉÏÎ had a limited reception nationally even though it affirmed 

7ÒÉÇÈÔȭÓ ÐÌÁÃÅ ×ÉÔÈÉÎ the history of British art. Rather its importance within 

7ÒÉÇÈÔȭÓ ÁÆÔÅÒÌÉÆÅ ÉÓ ÍÁÎÉÆÅÓÔÅÄ ÂÙ ÔÈÅ ÉÍÐÁÃÔ ÉÔ ÈÁÄ ÕÐÏÎ $ÅÒÂÙȭÓ 

commemoration of the artist.  

 The lack of national recognition was not simply syÍÐÔÏÍÁÔÉÃ ÏÆ 7ÒÉÇÈÔȭÓ 

lower estimation when situated within the British  school of art; it was also due 

to his unavailability for appropriation within London. Whereas an artist like 

Reynolds, for example, had had a highly public career in the capital which made 

him easily incorporated into a national art history, the provincialism that Wright 

had cultivated during his lifetime continued to shape his posthumous reputation. 

By the 1860s and 1870s, through the exhibition of his work and the critical 

attention and endorsement he received locally, WrightȭÓ ÃÌÏÓÅ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ 

Derby continued to be widely recognised ɀ he had become part of the social and 

cultural fabric of the town.   

 During the 1860s and 1870s exhibitions became an established part of the 

townȭÓ ÃÕÌÔÕÒÁÌ ÌÉÆÅȟ notable events that were enlisted in support of different 

causes and as sources of civic pride. Periodically displayed in Derby Wright was 

placed at the centre of its social, cultural and material development. Wright was 

implicated in the ÔÏ×ÎȭÓ ÅØÐÒÅÓÓÉÏÎ ÏÆ ÓÏÃÉÁÌ ÁÎÄ ÃÕÌÔÕÒÁÌ ÓÔÁÂÉÌÉÔÙ ÁÓ ÉÔ ÅÍÅÒÇÅÄ 

as an important provincial railway centre and in its concern with improving the 

education of the manufacturing population. In all three exhibitions Wright was 

consistently invoked as a source of civic pride. His presence highlighted the 

wealth of its local collections, the generosity of its lenders, and, most notably, its 

ability to foster the arts. The accession of the Air Pump into the National Gallery 

was most remarked upon in Derby and prompted its display of The Orrery in 

1870, framed as an equivalent masterpiece by Wright, to reassert its association 

with the artist .  $ÕÒÉÎÇ ÔÈÉÓ ÐÅÒÉÏÄȟ ÔÈÅÒÅÆÏÒÅȟ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ $ÅÒÂÙ 
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was consolidated and championed, particularly as the close proximity of the 

exhibitions and overlaps in their organisation and display meant they were 

understood cumulatively as well as individually. Thus, the gradual decline in 

emphasis upon Wright in the exhibitions is not a sign of neglect but of the 

widespreÁÄ ÒÅÃÏÇÎÉÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÁÆÆÉÌÉÁÔÉÏÎ ×ÉÔÈ $ÅÒÂÙ ÁÓ ÔÈÅ ÄÉÓÐÌÁÙ ÏÆ ÈÉÓ 

work was expected and needed no explanation.  
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Ȭ! JUSTER APPRECIATIONȭȡ THE RISING REPUTATION OF 

WRIGHT OF DERBY IN THE 1880S 

 

 

Wright had reason to be proud of Derby, and Derby has reason to be 

proud of him; but such localising suffixes in the case of artists ɀ like the 

Smiths of Chichester and Barker of Bath ɀ have practically a qualifying 

as well as a localising effect: as if the painter enjoyed but a provincial 

reputation in his lifetime, and was only a specimen of a necessarily 

inferior article.937 

     William Cosmo Monkhouse, 1883 

 

During the 1880s Wright came to the fore of artistic discussion after little 

consideration or remark outside Derby for much of the 19th-century, even the 

Air Pump receiving little attention. This was noted at the time, The Art Journal 

ÁÓÓÅÒÔÉÎÇ ÔÈÁÔ ȬÔÈÅÒÅ ÉÓ ÎÏ ÐÁÉÎÔÅÒȟ ÕÎÌÅÓÓ ÉÔ ÂÅ 3ÉÒ *ÏÈÎ %Ȣ -ÉÌÌÁÉÓȟ ×ÈÏÓÅ ÍÅÒÉÔÓ 

ÁÒÅ ÍÏÒÅ ÄÉÓÃÕÓÓÅÄ ÁÔ ÔÈÅ ÐÒÅÓÅÎÔ ÍÏÍÅÎÔ ÔÈÁÎ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȢȱȭ938 However, 

as the above quote from William Cosmo Monkhouse demonstrates, Wright was 

not simply the topic du jour; the renewed interest in the artist beyond Derby 

caused his relationship with the town and his status as a national artist to be 

reappraised. 

                                                        
937 7ÉÌÌÉÁÍ #ÏÓÍÏ -ÏÎËÈÏÕÓÅȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Magazine of Art 6 (January 1883), 386. 
938 Ȱ!ÒÔ .ÏÔÅÓ ÁÎÄ 2ÅÖÉÅ×Óȟȱ The Art Journal 12 (1886), 95. 
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 Even whilst recognisiÎÇ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÓÕÆÆÉØ ÈÁÄ ÎÏÔ ÁÌ×ÁÙÓ ÂÅÅÎ ÈÅÌÐÆÕÌȟ 

negatively associating the quality of his art and scope of his reputation with 

ÐÒÏÖÉÎÃÉÁÌÉÓÍȟ ÉÔ ÉÓ ÎÏÔÅ×ÏÒÔÈÙ ÔÈÁÔ -ÏÎËÈÏÕÓÅ ÄÏÅÓ ÎÏÔ ÄÏ×ÎÐÌÁÙ 7ÒÉÇÈÔȭÓ 

relationship with Derby. Rather, through the idea of the mutual and reciprocal 

ÐÒÉÄÅ ÏÆ ÂÏÔÈ ÐÁÉÎÔÅÒ ÁÎÄ ÐÌÁÃÅ ÈÅ ÁÌÌÕÄÅÓ ÔÏ $ÅÒÂÙȭÓ ÏÎÇÏÉÎÇ ÁÎÄ ÁÃÔÉÖÅ ÓÕÐÐÏÒÔ 

of Wright. MonkhouseȭÓ ÃÌÁÉÍ was made in part on the basis of the large 

retrospective exhibition held in Derby in 1883, the beginning of a Wright 

collection at the Derby Museum and Art Gallery, the publication of the first 

biography about the artist by William Bemrose, a Derby man, in 1885, and finally, 

$ÅÒÂÙÓÈÉÒÅ ÓÕÐÐÏÒÔ ÏÆ ÔÈÅ ρψψφ 2ÏÙÁÌ !ÃÁÄÅÍÙ ÅØÈÉÂÉÔÉÏÎ ÆÅÁÔÕÒÉÎÇ 7ÒÉÇÈÔȭÓ 

work. Focussing upon these events individually and collectively, this chapter will 

ÁÒÇÕÅ ÔÈÁÔ ÔÈÅ ρψψπÓ ÒÅÐÒÅÓÅÎÔ Á ÃÒÕÃÉÁÌ ÐÏÉÎÔ ÁÔ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ 

reputation was reconstituted. It was during this decade that his relationship with 

Derby came to the fore, not only in shaping the perception of the painter, but in 

the means through which Wright was reappraised and promoted. 

 Following the chronology of the events during the 1880s, this chapter will 

ÆÉÒÓÔ ÆÏÃÕÓ ÕÐÏÎ ÔÈÅ ρψψσ ÅØÈÉÂÉÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÈÅÌÄ ÉÎ ÔÈÅ ÎÅ×ÌÙ Ïpened 

art gallery in Derby.  This generated a renewed interest and momentum around 

Wright, both locally and nationally, thus the chapter will consider the significance 

ÏÆ ÔÈÅ ÄÉÓÐÌÁÙ ÁÓ ÐÁÒÔ ÏÆ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÁÎÄ ÍÁÔÅÒÉÁÌ ÄÅÖÅÌÏÐÍÅÎÔ ÁÎÄ ÉÎ 

shaping the perception of the painter at this time. IÔ ×ÉÌÌ ÁÌÓÏ ÁÄÄÒÅÓÓ ÔÈÅ ÔÏ×ÎȭÓ 

material affirmation of its relationship with the artist through the subsequent 

purchase of Ô×Ï ÏÆ 7ÒÉÇÈÔȭÓ ÍÏÓÔ ÆÁÍÏÕÓ ÐÁÉÎÔÉÎÇÓȟ The Orrery and The Alchymist.  

Secondly, the publicatiÏÎ ÏÆ 7ÉÌÌÉÁÍ "ÅÍÒÏÓÅȭÓ ÂÉÏÇÒÁÐÈÙ ÏÆ 7ÒÉÇÈÔȟ The Life and 

Works of Joseph Wright, another important material monument to the artist, will 

be discussed. Encompassing its content, materiality, production, circulation and 

reception, it will be argued that the biography was a highly important medium 

ÔÈÒÏÕÇÈ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÉÄÅÎÔÉÔÙ ×ÁÓ ÓÈÁÐÅÄȢ !Î ÉÎÔÅÇÒÁÌ ÁÓÐÅÃÔ ÏÆ 

ÔÈÉÓ ÄÉÓÃÕÓÓÉÏÎ ×ÉÌÌ ÂÅ 7ÉÌÌÉÁÍ "ÅÍÒÏÓÅȭÓ Ï×Îȟ ÅØÔÒÁ-illustrated copy of the 

biography which remained in his family until 1994 when it entered Derby 

-ÕÓÅÕÍ ÁÎÄ !ÒÔ 'ÁÌÌÅÒÙȭÓ ÃÏÌÌÅÃÔÉÏÎ [Fig.158]. As a rich archival record of the 

decade the book will be drawn upon throughout the chapter; however, it will also 



Chapter Six: 1880s 

204 
 

ÂÅ ÄÉÓÃÕÓÓÅÄ ÉÎ ÒÅÓÐÅÃÔ ÔÏ ÔÈÅ ÒÏÌÅ ÏÆ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙ ÉÎ ÐÒÏÍÏÔÉÎÇ ÔÈÅ ÐÁÉÎÔÅÒȭÓ 

reputation and the practice of extra-illustration as a form of display. Finally, the 

7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟ ÉÎ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ ×ÏÒË ×ÁÓ Á ÓÐÅÃÉÁÌ 

feature, will be discussed as one of the outcomes of the growing interest in the 

painter prompted by 1883 and the biography.  

 By closely attending to the events within this decade and their cumulative 

effect, this chapter will aim to demonstrate the importance of the 1880s in 

ÃÏÎÓÏÌÉÄÁÔÉÎÇ ÁÎÄ ÅØÔÅÎÄÉÎÇ 7ÒÉÇÈÔȭÓ ÒÅÐÕÔÁÔÉÏÎ ÉÎ ÔÈÅ ÌÁÔÅ 19th-century. Central 

to this, it will show that the decade was also instrumental in affirming the 

relationship between Wright and Derby; the town actively claimed Wright as an 

illustrious son through the 1883 exhibition and was implicated in the production 

of the biography and the staging of the Academy exhibition. It was during the 

ρψψπÓ ÔÈÁÔ $ÅÒÂÙȭÓ ÉÎÖÏÃÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔ ÁÓ ÐÁÒÔ ÏÆ ÉÔÓ ÃÕÌtural capital reached its 

peak ɀ the town explicitly and deliberately sought to raise both Wright and its 

own profile, becoming the driving force behind the growing momentum around 

the painter which consolidated his place within the canon of British artists. 

#ÒÕÃÉÁÌ ÔÏ ÔÈÉÓ ×ÁÓ 7ÒÉÇÈÔȭÓ ÒÅ-framing as both a local and national artist; no 

longer seen as mutually exclusive these identities were used simultaneously.  

 

Ȭ/UR NEW ART GALLERY COULD NOT BEGIN ITS CAREER OF USEFULNESS 

MORE AUSPICIOUSLYȭȡ JOSEPH WRIGHT AT DERBY ART GALLERY, 1883 

From the 26th March until the 11th August 1883 the largest retrospective 

ÅØÈÉÂÉÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË to be held during the 19th-century was displayed in 

$ÅÒÂÙȭÓ ÎÅ× !ÒÔ 'ÁÌÌÅÒÙ.939 As was made explicit in The Derby Mercury at the time, 

×ÈÉÃÈ ÎÏÔÅÄ ÔÈÁÔ ȬÏÕÒ ÎÅ× !ÒÔ 'ÁÌÌÅÒÙ ÃÏÕÌÄ ÎÏÔ ÂÅÇÉÎ ÉÔÓ ÃÁÒÅÅÒ ÏÆ ÕÓÅÆÕÌÎÅÓÓ 

more auspiciously than under the genius of DerÂÙȭÓ Ï×Î ÁÒÔÉÓÔ ÓÏÎȭȟ the exhibition 

                                                        
939 Twelfth Annual Report of the Committee of the Derby Free Library and Museum, and Report of 
the Art Gallery Committee, Presented to the Town Council, November 9th 1883 (Derby: Edward 
Clulow, 1883), 5. 
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was seen as a fitting inauguration for an institution which was at the heart of the 

ÔÏ×ÎȭÓ ÃÕÌÔÕÒÁÌ ÁÎÄ ÃÉÖÉÃ ÌÉÆÅȢ940  

 Although Derby had possessed a Free Library and Museum since 1879, it 

was not until three years later that the Art Gallery was built [Fig.159].941 The 

gallery was added onto the Library and Museum on land on the Wardwick 

donated by Sir Abraham Woodiwiss, the current mayor and a member of the Art 

Gallery Committee, and funded by Michael Thomas Bass to the cost of £3000 

[Fig.160].942 Designed by J. S. Story in an eclectic mix of architectural styles, it had 

two storeys, top-lighting and two main galleries, each measuring 60 by 24 feet, 

earning it the encomium in The Builder ÏÆ ȬÍÏÄÅÌ ÇÁÌÌÅÒÙȭ [Fig.161].943 $ÅÒÂÙȭs 

ȬÏ×Î ÁÒÔ ÔÅÍÐÌÅȭ was attributed with  an important social function as a means of 

ÃÉÖÉÌÉÓÉÎÇ ÁÎÄ ÍÏÒÁÌÌÙ ÉÍÐÒÏÖÉÎÇ ÔÈÅ ÔÏ×ÎȭÓ ×ÏÒËÉÎÇ ÃÌÁÓÓ ÔÈÒÏÕÇÈ ÒÁÉÓÉÎÇ ÔÈÅÉÒ 

thoughts to the higher realms of art.944 The Gallery was made as accessible as 

possible with proposals for free admission being made early in its history.945 

 The Gallery was a monument to cultural philanthropy , a gift to the town 

from Michael Thomas Bass, head of the Bass brewery and a prominent figure 

within the Midlands [Fig.162]. Having assumed directorship of the Burton-upon-

Trent firm in 1827, Bass had steered the firm to become, in the words of 

ÃÏÎÔÅÍÐÏÒÁÒÉÅÓȟ Á ȬÍÅÒÃÁÎÔÉÌÅ ÃÏÌÏÓÓÕÓȭȟ ÁÓ ÉÔ ÂÅÃÁÍÅ ÔÈÅ ÌÁÒÇÅÓÔ ÁÌÅ ÂÒÅ×ÅÒÙ ÉÎ 

the world by the late 1860s.946  Benefiting from the ever extending railway 

network, by the 1880s the firm had an international scope with a strong domestic 

market and export market through its agencies in London, Liverpool and Paris, 

the distinctive red triangle of Bass beer ɀ which it fiercely protected ɀ becoming 

recognisable wÏÒÌÄ×ÉÄÅȟ ÁÓ ÉÓ ÅÐÉÔÏÍÉÓÅÄ ÉÎ ÉÔÓ ÄÅÐÉÃÔÉÏÎ ÉÎ -ÁÎÅÔȭÓ Bar at the 

                                                        
940 ȰȰ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȡȱ (ÉÓ ,ÉÆÅ ÁÎÄ ,ÁÂÏÕÒÓȢ 0ÁÒÔ ςȟȱ The Derby Mercury, 21 March 1883. 
941 Ȱ4ÈÅ .Å× &ÒÅÅ ,ÉÂÒÁÒÙ ÁÎÄ -ÕÓÅÕÍȟ $ÅÒÂÙȟȱ The Derbyshire Advertiser, 28 & 30 June 1879, 
single sheet, BA 027.4, Derby Local Studies Library. 
942 (Ȣ -Ȣ #ÕÎÄÁÌÌȟ Ȱ/ÕÒ 0ÒÏÖÉÎÃÉÁÌ !ÒÔ -ÕÓÅÕÍÓ ÁÎÄ 'ÁÌÌÅÒÉÅÓȢ )))Ȣ ɀ .ÏÔÔÉÎÇÈÁÍ ÁÎÄ $ÅÒÂÙȟȱ The 
Art Journal 18 (1892),ρςσȠ 7ÉÌÌÉÁÍ "ÅÍÒÏÓÅȟ Ȱ4ÈÅ 0ÕÂÌÉÃ )ÎÓÔÉÔÕÔÉÏÎÓ ÏÆ Derby. II. The 
#ÏÒÐÏÒÁÔÉÏÎ !ÒÔ 'ÁÌÌÅÒÙȟȱ The Derby Mercury, 5 March 1884. 
943 Ȱ4ÈÅ $ÅÒÂÙ !ÒÔ 'ÁÌÌÅÒÙȟȱ The Builder, ρρ .ÏÖÅÍÂÅÒ ρψψςȟ φσρȠ "ÅÍÒÏÓÅȟ Ȱ0ÕÂÌÉÃ )ÎÓÔÉÔÕÔÉÏÎÓȢȱ 
944 ȰȰ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȡȱ (ÉÓ ,ÉÆÅ ÁÎÄ ,ÁÂÏÕÒÓȢ 0ÁÒÔ ςȟȱ The Derby Mercury, 21 March 1883. 
945 "ÅÍÒÏÓÅȟ Ȱ0ÕÂÌÉÃ )ÎÓÔÉÔÕÔÉÏÎÓȢȱ 
946 #Ȣ #Ȣ /×ÅÎȟ Ȱ4ÈÅ (ÉÓÔÏÒÙ ÏÆ "ÒÅ×ÉÎÇ ÉÎ "ÕÒÔÏÎ ÕÐÏÎ 4ÒÅÎÔȟȱ Journal of the Institute of Brewing 
93, no.1 (January-February 1987), 37-39. 
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Folies-Bergeres [Fig.163].947 In this respect, the company is representative of the 

international network in which the Midlands, and Derby, was situated and which 

was frequently stressed in the 1880s. As guidebooks such as Through the Peak 

make clear, the town was viewed within a national network of towns and cities, 

ÂÅÃÏÍÉÎÇ ÎÏÔÁÂÌÅ ÆÏÒ ÉÔÓ ȬÃÅÎÔÒÁÌ ÐÏÓÉÔÉÏÎȭ [Fig.164].948 His firm prospering from 

this connectivity, Bass gained considerable social and material status, his 

holdings in the firm amounting to over a million pounds by 1877 and his 

property , Rangemore Hall, covering 2283 acres.949 Like many brewers of the 

time, and despite opposition from the gentry and aristocracy to trade, Bass 

complemented this position by taking an active role within the county.950 In 1852 

he became magistrate and deputy lieutenant for Staffordshire and Derbyshire, 

concerning himself in the welfare of the working class, organising excursions for 

his employees, and acting as spokesman for the brewing industry.951 

 "ÁÓÓȭÓ ÉÎÖÏÌÖÅÍÅÎÔ ÉÎ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌȟ ÓÏÃÉÁÌ ÁÎÄ ÃÉÖÉÃ ÌÉÆÅ ×ÁÓ ÂÏÒÎ ÆÒÏÍ 

the 31-years he served as senior, Liberal MP for the town.952 In this he was 

ÓÉÍÉÌÁÒ ÔÏ ÍÁÎÙ ÏÆ ÔÈÅ !ÒÔ 'ÁÌÌÅÒÙ #ÏÍÍÉÔÔÅÅȭÓ ρφ ÍÅÍÂÅÒÓ ×ÈÏ were also 

councillors and established figures throughout Derbyshire.953 Thus, despite his 

ÆÉÒÍȭÓ ÌÏÃÁÔÉÏÎ ÉÎ "ÕÒÔÏÎ-upon-Trent, he ÁÌÓÏ ÈÁÄ ÁÎ ÁÃÔÉÖÅ ÒÏÌÅ ÉÎ $ÅÒÂÙȭÓ 

development, funding a number of philanthropic initiatives like the public baths 

and recreation ground on Siddals Road [Fig.165].954 Subsequently, during the 

1880s, Bass was frequently praised for his munificence, the Derbyshire Advertiser 

asserting that his Ȭphilanthropic and benevolent generosity to the town of Derby 

                                                        
947 2Ȣ 'Ȣ 7ÉÌÓÏÎȟ Ȱ"ÁÓÓȟ -ÉÃÈÁÅÌ 4ÈÏÍÁÓ ɉρχωω-ρψψτɊȟȱ Oxford Dictionary of National Biography, 
last modified 2004, accessed 23 September 2016, 
http://www.oxforddnb.com/view/article/1631?docPos=1 .  
&ÏÒ ÍÏÒÅ ÏÎ ÔÈÅ ÐÒÏÔÅÃÔÉÏÎ ÏÆ ÔÈÅ ÔÒÁÄÅÍÁÒË ÓÅÅȡ $Ȣ -Ȣ (ÉÇÇÉÎÓ ÁÎÄ 3Ȣ 6ÅÒÍÁȟ Ȱ4ÈÅ ÂÕÓÉÎÅÓÓ ÏÆ 
protection: Bass & Co. and trade mark defence, c.1870-ρωτπȟȱ Accounting, Business & Financial 
History 19, no.1 (2009): 1-19. 
948 4ÈÒÏÕÇÈ ÔÈÅ 0ÅÁËȟ ÂÅÔ×ÅÅÎ ,ÏÎÄÏÎ ÁÎÄ -ÁÎÃÈÅÓÔÅÒȢ 4ÈÅ 2ÁÉÌ×ÁÙ 4ÒÁÖÅÌÌÅÒ ÁÎÄ 4ÏÕÒÉÓÔȭÓ 'ÕÉÄÅ 
between London and Manchester, via Derby, Matlock, and Buxton; with illustrations, notes, and 
tables of distances, useful to the tourist and general traveller through the Peak District (Derby & 
Matlock Bath: Bemrose and Sons, 1871), 2. 
949 /×ÅÎȟ τπȠ 7ÉÌÓÏÎȟ Ȱ"ÁÓÓȟ -ÉÃÈÁÅÌ 4ÈÏÍÁÓȢȱ 
950 $ÁÖÉÄ 7Ȣ 'ÕÔÚËÅȟ Ȱ4ÈÅ 3ÏÃÉÁÌ 3ÔÁÔÕÓ ÏÆ ,ÁÎÄÅÄ "ÒÅ×ÅÒÓ ÉÎ "ÒÉÔÁÉÎ ÓÉÎÃÅ ρψτπȟȱ Histoire Sociale 
ɀ Social History 17, no.33 (1984), 93-113. 
951 7ÉÌÓÏÎȟ Ȱ"ÁÓÓȟ -ÉÃÈÁÅÌ 4ÈÏÍÁÓȱȠ /×ÅÎȟ τπȢ 
952 Ȱ4ÈÅ .Å× &ÒÅÅ ,ÉÂÒÁÒÙ ÁÎÄ -ÕÓÅÕÍȟ $ÅÒÂÙȢȱ  
953 Twelfth Annual Report, 2. 
954 7ÉÌÓÏÎȟ Ȱ"ÁÓÓȟ -ÉÃÈÁÅÌ 4ÈÏÍÁÓȢȱ 
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has ever been of the most widÅÓÐÒÅÁÄ ÁÎÄ ÌÉÂÅÒÁÌ ÃÈÁÒÁÃÔÅÒȭȟ ÎÏÔÉÎÇ ÔÈÁÔ ÈÉÓ 

ÅÎÅÒÇÉÅÓ ÅØÔÅÎÄÅÄ ÔÏ ȬÅÖÅÒÙ ÓÃÈÅÍÅ ÆÏÒ ÁÍÅÌÉÏÒÁÔÉÎÇ ÔÈÅ ÒÅÌÉÇÉÏÕÓȟ ÓÏÃÉÁÌȟ 

ÓÁÎÉÔÁÒÙȟ ÁÎÄ ÉÎÔÅÌÌÅÃÔÕÁÌ ÃÏÎÄÉÔÉÏÎ ÏÆ ÔÈÅ ÐÅÏÐÌÅȭȢ955  TÈÅ ÓÃÏÐÅ ÏÆ "ÁÓÓȭÓ 

ÉÎÖÏÌÖÅÍÅÎÔ ÉÎ ÔÈÅ ÔÏ×ÎȭÓ ÄÅÖÅÌÏÐÍÅÎÔ ÁÎÄ his interest in the social welfare of 

its population was extensive, bringing him considerable prestige. The crowds 

that gathered to witness the unveiling of a statue in Market Place, 

commemorating him within  the town following his death in 1884 reflects this 

[Fig.166]. 

Whilst the art gallery was in keeping with these improving initiatives, it 

×ÁÓ ÁÌÓÏ ÄÉÓÔÉÎÃÔÉÖÅ ÉÎ ÄÅÍÏÎÓÔÒÁÔÉÎÇ "ÁÓÓȭÓ support of the arts and his 

investment in Derby, particularly as he did not establish an equivalent institution 

in Burton. Whilst his son, Michael Arthur Bass, appears to have been a far greater 

art collector, filling his London home primarily with 18th-century British 

paintings, the gallery symbolises the elder "ÁÓÓȭÓ ÅÎÃÏÕÒÁÇÅÍÅÎÔ ÏÆ art even 

though he did not contribute to the collection.956 Bass can, therefore, be seen 

alongside men like Joseph Strutt and Francis Wright notable for their role in the 

development of the town.  

As has been discussed in Chapter Five, new legislation had facilitated 

practical steps to address the problems caused by rapid urban expansion so that 

by the 1880s there had been real improvements in living conditions.957 The 1882 

Municipal Corporation Act built upon this further as it extended the power and 

scope of local governance.958 Thus, despite the continually increasing population, 

which reached a total of 621,636 people by 1901, by the closing decades of the 

19th-century ÔÈÅ ÆÏÃÕÓ ÆÏÒ ÃÉÖÉÃ ÉÍÐÒÏÖÅÍÅÎÔ ÈÁÄ ÓÈÉÆÔÅÄ ÔÏ×ÁÒÄÓ ȬÉÄÅÁÓ ÏÆ ÃÉÖÉÃ 

ÐÒÉÄÅ ÁÎÄ ÍÕÎÉÃÉÐÁÌ ÓÏÃÉÁÌÉÓÍȢȭ959 Thus, during the 1880s, quality of life became 

a concern within the town, resulting in the provision of social services like parks, 

libraries, a police force and public baths, whilst civic pride was expressed 

                                                        
955 Ȱ4ÈÅ .Å× &ÒÅÅ ,ÉÂÒÁÒÙ ÁÎÄ -ÕÓÅÕÍȟ $ÅÒÂÙȢȱ 
956 #ÈÁÒÌÅÓ 7ÅÌÃÈȟ Ȱ"ÁÓÓȟ -ÉÃÈÁÅÌ !ÒÔÈÕÒȟ ÆÉÒÓÔ "ÁÒÏÎ "ÕÒÔÏÎ ɉρψσχ-ρωπωɊȟȱ Oxford Dictionary of 
National Biography, rev. R. G. Wilson, last modified 2004, accessed 23 September, 2016, 
http://www.oxforddnb.com/view/article/30634 . 
957 Beckett, 243; Craven, Derby, 174. 
958 Standen, 175-6. 
959 Beckett, 249. 
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ÔÈÒÏÕÇÈ ÔÈÅ ÃÈÁÎÇÅÓ ÔÏ ÔÈÅ ÔÏ×ÎȭÓ ÁÐÐÅÁÒÁÎÃÅȢ960 )ÒÏÎÇÁÔÅȟ 3ÔȢ *ÁÍÅÓȭÓ ,ÁÎÅ ÁÎÄ 

St. Peter Street ×ÅÒÅ ÁÌÌ ×ÉÄÅÎÅÄȠ ÔÈÅ ÏÌÄ Ȱ0ÉÁÚÚÁÓȱȟ ÔÈÅ ȰÓÈÁÍÂÌÅÓȱȟ ÁÎÄ 2ÏÔÔÅÎ 

2Ï× ×ÅÒÅ ȬÓ×ÅÐÔ Á×ÁÙȭȠ Ánd new buildings were erected, including the 

$ÅÒÂÙÓÈÉÒÅ #ÈÉÌÄÒÅÎȭÓ (ÏÓÐÉÔÁÌ ÉÎ ρψψτȟ ÔÈÅ 'ÒÁÎÄ 4ÈÅÁÔÒÅ ÉÎ ρψψφ ÁÎÄ ÔÈÅ 

Rowditch Asylum in 1888 [Fig. 167 to 169].961 The Art Gallery was, therefore, 

consistent with this as, with the museum, ÉÔ ×ÁÓ ÅØÐÅÃÔÅÄ ÔÏ ȬÁÕÇÍÅÎÔ ÔÈÅ ÐÒÉÄÅ 

ÁÎÄ ÓÁÔÉÓÆÁÃÔÉÏÎȭ ÏÆ ÔÈÅ ÔÏ×ÎÓÐÅÏÐÌÅȟ ÃÏÎÔÒÉÂÕÔÉÎÇ ÔÏ ÔÈÅ ÏÖÅÒÁÌÌ ÐÅÒÃÅÐÔÉÏÎ ÏÆ ÔÈÅ 

ÔÏ×Î ÁÓ Á Ȭ×ÅÌÌ-ÂÕÉÌÔȟ ÂÕÓÙȟ ÁÎÄ ÔÈÒÉÖÉÎÇ ÔÏ×Îȭ ÓÕÃÃÅÓÓÆÕÌÌÙ ÃÈÁÎging and 

improving in order to meet the social and cultural needs of its populace.962 

TÈÅ ÃÅÌÅÂÒÁÔÉÏÎ ÏÆ ÔÈÅ ÎÅ× ÁÒÔ ÇÁÌÌÅÒÙ ÔÈÒÏÕÇÈ ÁÎ ÅØÈÉÂÉÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ 

work placed the artist at the centre of ÔÈÅ ÔÏ×ÎȭÓ ÃÉÖÉÃ life. From its inception the 

relationship between painter and place was made clear as the circular for the 

exhibition ÏÕÔÌÉÎÅÄ ÔÈÅ ÉÎÔÅÎÔÉÏÎ ÔÈÁÔ ÉÔ ×ÏÕÌÄ ȬÇÉÖÅ éclat to the Opening of a local 

Institution which promises to confer such great and lasting benefits upon the 

#ÏÍÍÕÎÉÔÙȭ.963 The Mayor expressed the hope that the art on display would be 

ȬÁ ÓÏÕÒÃÅ ÏÆ ÊÏÙ ÁÎÄ ÉÎÔÅÌÌÅÃÔÕÁÌ ÐÌÅÁÓÕÒÅ ÔÏ ÔÈÏÕÓÁÎÄÓ ÏÆ ÖÉÓÉÔÏÒÓȟ ×ÈÏ ×ÏÕÌÄ 

come hither to examine the productions of one of the men whom Derbyshire 

ÄÅÌÉÇÈÔÅÄ ÔÏ ÈÏÎÏÕÒȢȭ964 7ÒÉÇÈÔȭÓ ÌÏÃÁÌÉÓÍ ÈÁÄ Á ÄÏÕÂÌÅ ÆÕnction therefore; it 

served the didactic purpose of the exhibition as it made his achievements appear 

attainable by demonstrating the success of a Derby man and, along with the 

gallery itself, it provided another source of civic pride. The Derby Mercury 

asÓÅÒÔÅÄ ÔÈÁÔ 7ÒÉÇÈÔ Ȭ×ÉÌÌ ÅÖÅÒ ÈÏÎÏÕÒ $ÅÒÂÙ ÂÙ ÔÈÅ ÁÓÓÏÃÉÁÔÉÏÎ ÏÆ ÈÉÓ ÒÁÒÅ ÔÁÌÅÎÔÓ 

and blameless life, and whom Derby will now honour with honest homage in her 

Ï×Î ÔÅÍÐÌÅȭȢ965  Similarly, The Leisure Hour asserted ÔÈÁÔ Ȭ$ÅÒÂÙȣ ÈÁÓ ÄÏÎÅ 

                                                        
960 Standen, 89. 
961 "ÌÁÃËȭÓ 4ÏÕÒÉÓÔ 'ÕÉÄÅ ÔÏ $ÅÒÂÙÓÈÉÒÅȟ ÉÔÓ ÔÏ×ÎÓȟ ×ÁÔÅring-places, dales and mansions, 14th Edn. 
(Edinburgh: Adam and Charles Black, 1881),139; Standen, 89. 
962 "ÅÍÒÏÓÅȭÓ 6ÉÓÉÔÏÒ 'ÕÉÄÅ ÁÎÄ Handy book to Derby; being a concise and useful compilation of 
information and facts for the benefit of visitors to the town and county, and to the Royal Agricultural 
Show (Derby: Bemrose and Sons, 1881), 79; Through the Peak, 5. 
963 Charles Black to the Trustees of the National Gallery, enclosing a letter from the Derby Free 
,ÉÂÒÁÒÙ ÒÅÑÕÅÓÔÉÎÇ ÔÈÅ ÌÏÁÎ ÏÆ 7ÒÉÇÈÔȭÓ ÐÉÃÔÕÒÅ The Air Pump, 21 October 1882, enclosing circular 
from the Derby Free Library, Letters to the National Gallery 1878-1914, NG7/41/18(ii), National 
Gallery, London. 
964 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȢ %ØÈÉÂÉÔÉÏÎ ÏÆ ÈÉÓ ÐÉÃÔÕÒÅÓȢ 4ÈÅ -ÁÙÏÒȭÓ #ÏÎÖÅÒÓÁÚÉÏÎÅȟȱ The Derbyshire 
Advertiser, 22 March 1883 in Bemrose, Life and Works, extra-illustrated vol., 176. 
965 ȰȰ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȡȱ (ÉÓ ,ÉÆÅ ÁÎÄ ,ÁÂÏÕÒÓȢ 0ÁÒÔ ςȟȱ The Derby Mercury, 21 March 1883. 
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honour to itself as well ÁÓ ÔÏ ÉÔÓ ÆÁÍÏÕÓ ÁÒÔÉÓÔȭ, highlighting that the exhibition and 

Wright had becomÅ ÐÁÒÔ ÏÆ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÃÁÐÉÔÁÌ.966   

Whilst exhibitions were, by the late 19th-century, a gauge of the cultural 

aspirations and prestige of a provincial town or city, they were also a means 

through which a distinctive identity, independent of London, could be 

cultivated.967  For example, it was in the late 19th-century that the Norwich 

School of Art began to be defined, institutionalised, and promoted within the city, 

whilst, in Liverpool, Stubbs was reclaimed through an exhibition in 1885, 

showing ÔÈÅ ÃÉÔÙȭÓ support of local artists.968 Yet, 1883 also asserted $ÅÒÂÙȭÓ 

distinctive artistic culture as there were few one-man exhibitions held in the 

provinces at this time.969 This is impÌÉÅÄ ÉÎ $Ȣ #Ȣ 4ÈÏÍÓÏÎȭÓ ÊÕÄÇÅÍÅÎÔ ÔÈÁÔ ÔÈÅ 

ÅØÈÉÂÉÔÉÏÎ ȬÍÁÙ ÂÅ ÒÅÇÁÒÄÅÄ ÁÓ Á ÍÏÄÅÌ ÏÎÅȟ ÅÖÅÎ ÉÎ ÔÈÅÓÅ ÄÁÙÓ ÏÆ ÁÄÍÉÒÁÂÌÙ 

ÁÒÒÁÎÇÅÄ ÃÏÌÌÅÃÔÉÏÎÓȭȟ ÁÓ ÉÔ ÓÕÇÇÅÓÔÓ ÔÈÁÔ $ÅÒÂÙ ×ÁÓ ÔÁËÉÎÇ Á ÃÕÌÔÕÒÁÌ ÌÅÁÄ ×ÉÔÈ ÔÈÅ 

Wright exhibition.970  

 

Ȭ/F MUCH MORE THAN LOCAL IMPORTANCEȭȡ WRIGHTȭS REPRESENTATION 

AND RECEPTION IN 1883 

Primarily organised by William Bemrose, the chairman of the Art Gallery 

Committee, the exhibition comprised 116 oil paintings, 62 original studies and 

sketches, 41 engravings, and a collection of WrightȭÓ ÓËÅÔÃÈÂÏÏËÓ ÁÎÄ 

memorabilia [Fig.170].971 Although there is little visual material relating to the 

exhibition (unli ke the earlier Derby exhibitions which are characterised by the 

unusual wealth of surviving material culture), written records document that the 

exhibition was closely hung with the oils in the upper gallery whilst the works on 

                                                        
966 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Leisure Hour (June 1883), 377. 
967 Fawcett, 214. 
968 (ÅÍÉÎÇ×ÁÙȟ Ȱ#ÕÌÔÕÒÁÌ 0ÈÉÌÁÎÔÈÒÏÐÙȱȠ Loan Collection of Pictures by George Stubbs, A.R.A., Born 
1774, Died 1806, and Engravings from his Works, rev. edn. (London: J & W. Vodkins, 1885), 16. 
969 Fawcett, 67. 
970 D. C. Thomson, Ȱ*ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Art Journal 9 (July 1883), 205. 
971 Twelfth Annual Report, 5; William Bemrose, Catalogue of the Paintings by Joseph Wright, A.R.A., 
ÃÏÍÍÏÎÌÙ ÃÁÌÌÅÄ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ ÔÏÇÅÔÈÅÒ ×ÉÔÈ ÓÏÍÅ /ÒÉÇÉÎÁÌ $ÒÁ×ÉÎÇÓȟ ÁÎÄ Á ÃÏÍÐÌÅÔÅ 
Collection of Prints after his Works, on view in the Corporation Art Gallery, The Strand, Derby 
(London & Derby: Bemrose and Sons, 1883). 
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paper and memorabilia were in the lower gallery.972  The press at the time 

ÒÅÐÏÒÔÅÄ ÔÈÁÔ ÉÎ ÔÈÅ ÕÐÐÅÒ ÇÁÌÌÅÒÙ ȬÅÖÅÒÙ ÉÎÃÈ ÏÆ ×ÁÌÌ ÓÐÁÃÅ ÈÁÓ ÂÅÅÎ ÊÕÄÉÃÉÏÕÓÌÙ 

and tastefully ÆÉÌÌÅÄ ×ÉÔÈ ÔÈÅ ÏÉÌ ÐÁÉÎÔÉÎÇÓ ÏÆ ÔÈÅ ÃÅÌÅÂÒÁÔÅÄ ÁÒÔÉÓÔȭȟ ÁÎÄ ÔÈÁÔ ÔÈÅ 

frames in the lower gallery could contain up to 100 sketches.973 Therefore, as 

well as making it an unprecedented spectacle, the numerical richness of the 

exhibition ensured that it fulfiÌÌÅÄ ÉÔÓ ÁÉÍ ÔÏ ÂÅ ȬÁ ÔÈÏÒÏÕÇÈ ÒÅÐÒÅÓÅÎÔÁÔÉÖÅ 

ÃÏÌÌÅÃÔÉÏÎȭ ÏÆ 7ÒÉÇÈÔȭÓ ÁÒÔȢ974 )Ô ×ÁÓȟ ÁÓ ×ÁÓ ÒÅÃÏÇÎÉÓÅÄ ÂÙ ÃÏÎÔÅÍÐÏÒÁÒÉÅÓȟ ȬÁÎ 

opportunity of seeing what various and rich gifts the genius of this painter was 

ÃÏÍÐÏÓÅÄȭȢ975 

Reviews of the exhibition addressed thÅ ÖÁÒÉÅÔÙ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÁÎÄ 

began to highlight previously overlooked aspects of his oeuvre. Prominent 

amongst these reviewers is William Cosmo Monkhouse, a well-known art critic 

of the day who regularly contributed to The Academy, the Magazine of Art and the 

Saturday Review and who had published several books including Masterpieces of 

English Art in 1869 [Fig.171]. 976  His interest in Wright would have been 

noteworthy as he already had a reputation for shaping the perception of an artist 

as, in 1879, his crÉÔÉÃÁÌ ÓÔÕÄÙ ÏÆ 4ÕÒÎÅÒ ÈÁÄ ÏÆÆÅÒÅÄ Á ÃÏÕÎÔÅÒ ÒÅÁÄÉÎÇ ÔÏ 2ÕÓËÉÎȭÓ 

by examining the formal value of his paintings.977 It is significant therefore, that 

in assessing the exhibition of 1883 Monkhouse immediately picked up on its 

importance in expanding the underÓÔÁÎÄÉÎÇ ÏÆ 7ÒÉÇÈÔȭÓ ÏÅÕÖÒÅ, for prior to the 

exhibition the painter had been commonly considered ÔÏ ÂÅ Ȭa sort of Schalken 

ÏÎ Á ÌÁÒÇÅ ÓÃÁÌÅȭ, so an artist of light effects.978  

This view ɀ which was, to some extent, consolidated by the !ÉÒ 0ÕÍÐȭs 

presence at the National Gallery and the continued circulation of mezzotints after 

                                                        
972 Bemrose, Catalogue. 
973 ȰȰ4ÈÅ 7ÒÉÇÈÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 14 March 1883; Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȢ %ØÈÉÂÉÔÉÏÎ ÏÆ 
ÈÉÓ ÐÉÃÔÕÒÅÓȢ 4ÈÅ -ÁÙÏÒȭÓ #ÏÎÖÅÒÓÁÚÉÏÎÅȟȱ The Derbyshire Advertiser, 22 March 1883 in Bemrose, 
Life and Works, extra-illustrated vol., 176. 
974 Cundall, 123. 
975 7ÉÌÌÉÁÍ #ÏÓÍÏ -ÏÎËÈÏÕÓÅȟ Ȱ4ÈÅ Ȱ7ÒÉÇÈÔȱ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ The Academy, 31 March 1883, 
227. 
976 !ÕÓÔÉÎ $ÏÂÓÏÎȟ Ȱ-ÏÎËÈÏÕÓÅȟ 7ÉÌÌÉÁÍ #ÏÓÍÏ ɉρψτπ-ρωπρɊȟȱ /ØÆÏÒÄ $ÉÃÔÉÏÎÁÒÙ ÏÆ .ÁÔÉÏÎÁÌ 
Biography, rev. Say oni Basu, last modified 2004, accessed 4 October 2016, 
http://www.oxforddnb.com/view/article/ 35067. 
977 For further discussion of this see: Smiles, J. M. W. Turner, 80-83. 
978 -ÏÎËÈÏÕÓÅȟ Ȱ4ÈÅ Ȱ7ÒÉÇÈÔȱ %ØÈÉÂÉÔÉÏÎȟȱ ςςψȢ 
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7ÒÉÇÈÔȭs early work ɀ was consolidated and promoted in the exhibition [Fig.172]. 

TÈÅ ÃÁÔÁÌÏÇÕÅ ÎÏÔÅÄ ÔÈÁÔ ÌÉÇÈÔ ÅÆÆÅÃÔÓ ×ÅÒÅ ȬÁ ÂÒÁÎÃÈ ÉÎ ×ÈÉÃÈ ÎÏ %ÎÇÌÉÓÈ ÐÁÉÎÔÅÒ 

ÈÁÓ ÅØÃÅÌÌÅÄ ÈÉÍȭ.979 The Orrery was hung in the centre of the far wall making it 

highly conspicuous, as is reflected ÉÎ ÉÔÓ ÒÅÃÅÐÔÉÏÎ ÁÓ ȬÏÎÅ ÏÆ ÔÈÅ ÍÏÓÔ ÒÅÍÁÒËÁÂÌÅ 

ÆÅÁÔÕÒÅÓ ÏÆ ÔÈÅ $ÅÒÂÙ %ØÈÉÂÉÔÉÏÎȭ ÁÎÄ as proof ÏÆ Ȭ7ÒÉÇÈÔȭÓ ÐÏ×ÅÒÓ ÁÓ ÁÎ ÏÂÓÅÒÖÅÒ 

of expression and gesture, as a painter of light, as a grand composer, and as a 

ÃÏÌÏÕÒÉÓÔȭȢ980 Similarly, The Alchymist ×ÁÓ ÈÉÇÈÌÉÇÈÔÅÄ ÁÓ Á ȬÇÅÍȭ ÏÆ ÔÈÅ ÃÏÌÌÅÃÔÉÏÎ 

whilst the absence of the Air Pump in the display was considered to be the only 

gap.981 Although Bemrose had requested the loan of the Air Pump on the grounds 

that ȬÉÔ ÉÓ ÓÅÌÄÏÍ Á 0ÒÏÖÉÎÃÉÁÌ 4Ï×Î ÃÁÎ ÇÁÔÈÅÒ ÔÏÇÅÔÈÅÒ ÓÏ ÆÉÎÅ Á ÃÏÌÌÅÃÔÉÏÎ ÏÆ 

works by one Native ÁÒÔÉÓÔȭȟ ÔÈÅ .ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙ repeatedly withheld the loan on 

the grouÎÄÓ ÏÆ ÉÔÓ ÖÁÌÕÅ ÁÎÄ ÓÔÁÔÕÓ ÁÓ Ȭthe only example of the painter in the 

.ÁÔÉÏÎÁÌ 'ÁÌÌÅÒÙȭȢ982  

However, many of the reviewers also gave critical attentÉÏÎ ÔÏ 7ÒÉÇÈÔȭÓ 

other paintings ÓÈÏ×ÉÎÇ ÔÈÅ ÂÁÌÁÎÃÅ ÏÆ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÃÏÎÔÅÎÔ ÁÓ ÉÔ included 

over 60 portraits and conversation pieces and 25 landscapes in oil alone.983 Thus, 

whilst  the exhibition contributed to 7ÒÉÇÈÔȭÓ continuing reputation as a light 

painter, it  also displayed a greater breadth of his oeuvre and was, consequently, 

an ÉÍÐÏÒÔÁÎÔ ÍÅÁÎÓ ÔÈÒÏÕÇÈ ×ÈÉÃÈ ËÎÏ×ÌÅÄÇÅ ÁÎÄ ÁÐÐÒÅÃÉÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÁÒÔ 

was extended. Romeo and Juliet was praised for being ȬÍÏÒÅ ÄÒÁÍÁÔÉÃ ÉÎ 

ÃÈÁÒÁÃÔÅÒ ÔÈÁÎ ÁÎÙÔÈÉÎÇ ÅÌÓÅ ÉÎ ÔÈÅ ÒÏÏÍȭȠ Edwin ×ÁÓ ÄÅÓÃÒÉÂÅÄ ÁÓ Ȭ×ÏÒÔÈÙ ÏÆ ÔÈÅ 

ÂÅÓÔ ÈÁÎÄÓȣ ÅÌÅÇÁÎÔ ÁÎÄ ÆÉÎÅÌÙ ÄÒÁ×ÎȭȠ ÁÎÄȟ ÈÉÓ ÐÏÒÔÒÁÉÔÓ ÏÆ ÔÈÅ (ÕÒÔÓ ×ÅÒÅ 

ÌÁÕÄÅÄ ÆÏÒ ÂÅÉÎÇ ÉÎ ÈÉÓ ȬÈÁÐÐÉÅÓÔ ÍÁÎÎÅÒȭ [Fig.173]. 984  7ÒÉÇÈÔȭÓ pictures of 

children were especially well received, considered to be ȬÏÆ Á ÃÈÁÒÍ ÕÎÅØÐÅÃÔÅÄ 

                                                        
979 Bemrose, Catalogue, 4. 
980 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȢ %ØÈÉÂÉÔÉÏÎ ÏÆ ÈÉÓ ÐÉÃÔÕÒÅÓȢ 4ÈÅ -ÁÙÏÒȭÓ #ÏÎÖÅÒÓÁÚÉÏÎÅȟȱ The Derbyshire 
Advertiser, 22 March 1883 in Bemrose, Life and Works, extra-illustrated vol., 177; Ȱ7ÒÉÇÈÔ ÏÆ 
$ÅÒÂÙȟȱ The Leisure Hour (June 1883), 376; -ÏÎËÈÏÕÓÅȟ Ȱ4ÈÅ Ȱ7ÒÉÇÈÔȱ %ØÈÉÂÉÔÉÏÎȟȱ ςςχȢ 
981 Ȱ4ÈÅ 7ÒÉÇÈÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 14 March 1883; Thomson, 207. 
982 Charles Black to the Trustees of the National Gallery, enclosing a letter from the Derby Free 
,ÉÂÒÁÒÙ ÒÅÑÕÅÓÔÉÎÇ ÔÈÅ ÌÏÁÎ ÏÆ 7ÒÉÇÈÔȭÓ ÐÉÃÔÕÒÅ The Air Pump, 21 October 1882, enclosing circular 
from the Derby Free Library, Letters to the National Gallery 1878-1914, NG7/41/18(ii), National 
Gallery, London; Charles Eastlake to William Bemrose, 12 April 1883, Letterbook 24 April 1882-
2 June 1883, NG6/8/742, National Gallery, London. 
983 Bemrose, Catalogue.  
984 Ȱ4ÈÅ 7ÒÉÇÈÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 21 March 1883; Ȱ&ÉÎÅ !ÒÔÓȢ 4he Exhibition at 
$ÅÒÂÙȟȱ The Athenaeum, 14 April 1883, 482; William Bemrose, Criticism on some of the pictures by 
Wright of Derby, exhibited in the art gallery, Derby, 1883 (Derby: Bemrose & Sons, 1883), 6-7.  
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ÅÖÅÎ ÂÙ ÓÔÕÄÅÎÔÓ ÏÆ %ÎÇÌÉÓÈ ÁÒÔȭȢ985 .ÁÔÉÏÎÁÌÌÙ ÔÈÅÎȟ ÔÈÅ ÂÒÅÁÄÔÈ ÏÆ 7ÒÉÇÈÔȭÓ ÁÒÔ 

was greeted as a revelation, as is epitomised in D. C. 4ÈÏÍÓÏÎȭÓ assertion that 

ÕÎÔÉÌ ρψψσ Ȭ7ÒÉÇÈÔ ×ÁÓ ÃÏÎÓÉÄÅÒÅÄ ÔÏ ÂÅ ÍÏÒÅ ÎÏÔÅ×ÏÒÔÈÙ ÆÏÒ ÈÉÓ 

ÒÅÐÒÅÓÅÎÔÁÔÉÏÎÓ ÏÆ ÆÉÇÕÒÅÓ ÁÎÄ ÏÂÊÅÃÔÓ ÕÎÄÅÒ ÁÒÔÉÆÉÃÉÁÌ ÌÉÇÈÔȣ ÙÅÔ ÔÈÅ ÕÎÂÉÁÓÅÄ 

ÖÉÓÉÔÏÒ ÔÏ ÔÈÅ $ÅÒÂÙ ÃÏÌÌÅÃÔÉÏÎ ÍÕÓÔ ÁÄÍÉÔ ÔÈÁÔȣ ÈÅ ÉÓ ÑÕÉÔÅ ×ÏÒÔÈÙ ÏÆ ÂÅÉÎÇ 

considÅÒÅÄ Á ÍÁÓÔÅÒ ÏÆ ÈÉÓ ÁÒÔȢȭ986 His aptitude for all genres of art was frequently 

ÒÅÃÏÇÎÉÓÅÄ ÁÎÄ ÅÍÐÈÁÓÉÓÅÄȟ -ÏÎËÈÏÕÓÅ ÁÓÓÅÒÔÉÎÇ ÔÈÁÔ 7ÒÉÇÈÔ ×ÁÓ ȬÁÎ ÁÒÔÉÓÔ ÏÆ 

ÕÎÕÓÕÁÌ ÖÅÒÓÁÔÉÌÉÔÙȭȢ987  Even at the time, the exhibition was recognised as a 

medium through which the art-world ɀ ÔÈÏÓÅ Ȭ×ÈÏÓÅ ÐÒÅÖÉÏÕÓ ËÎÏ×ÌÅÄÇÅȣ ×ÁÓ 

ÏÆ ÔÈÅ ÍÏÓÔ ÓÈÁÄÏ×Ù ËÉÎÄȭ ɀ became enlightened to the range and merit of 

7ÒÉÇÈÔȭÓ ÁÒÔȢ988  

In this respect, the concern to represent Wright well reflected the 

exhibition organiserȭÓ intention to raise the painÔÅÒȭÓ ÐÒÏÆÉÌÅ ÎÁÔÉÏÎÁÌÌÙ ÁÎÄ 

prompt a re-evaluation of his artistic standing. This is immediately apparent in 

ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÃÁÔÁÌÏÇÕÅ ×ÈÉÃÈ ÃÌÁÉÍÓ 7ÒÉÇÈÔȭÓ ρχψυ ÓÏÌÏ ÓÈÏ× ÁÓ ÔÈÅ ÐÒÅÃÅÄÅÎÔ 

for 1883, associating the exhibition with another watershed moment ÉÎ 7ÒÉÇÈÔȭÓ 

reputation.989 The inclusion of a reproduction of the National Portrait Gallery Self 

Portrait in the catalogue further builds upon this by raising the prestige of Wright 

and the exhibition through emphasising their relationship with a national 

collection [Fig.174]. That the exhibition succeeded in prompting a reappraisal of 

7ÒÉÇÈÔȭÓ ÐÌÁÃÅ ×ÉÔÈÉÎ "ÒÉÔÉÓÈ ÁÒÔ ÈÉÓÔÏÒÙ ÉÓ ÁÐÐÁÒÅÎÔ ÉÎ ÔÈÅ ÐÒÅÓÓ ÒÅÖÉÅ×Ó ÏÆ ÔÈÅ 

time; the discussion in journals like the Art Journal, Academy, Magazine of Art and 

Athenaeum demonstrates his reintroduc tion to art circles of the time beyond the 

audience visiting the exhibition itself.  

"Ù ÔÈÅ ρψψπÓ 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ ×ÉÔÈÉÎ ÔÈÅ 18th-century British  school of art 

was widely accepted, The Derby Mercury asserting that a national art history 

×ÉÔÈÏÕÔ ÈÉÍ ×ÏÕÌÄ ÂÅ ȬÉÎÃÏÍÐÌÅÔÅ ÁÎÄ ÉÎÄÉÓÃÒÉÍÉÎÁÔÅȭȠ ÈÏ×ÅÖÅÒȟ ÈÉÓ ÐÏÓÉÔÉÏÎ 

                                                        
985 -ÏÎËÈÏÕÓÅȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ σψτȢ 
986 Thomson, 208. 
987 -ÏÎËÈÏÕÓÅȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ σψσȢ 
988 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Derby Mercury, 23 December 1885. 
989  Bemrose, Catalogue, 3; Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȢ %ØÈÉÂÉÔÉÏÎ ÏÆ ÈÉÓ ÐÉÃÔÕÒÅÓȢ 4ÈÅ -ÁÙÏÒȭÓ 
#ÏÎÖÅÒÓÁÚÉÏÎÅȟȱ The Derbyshire Advertiser, 22 March 1883 in Bemrose, Life and Works, extra-
illustrated vol., 176. 
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within the canon was not fixed.990 This is apparent in the comparisons 1883 

prompted ÂÅÔ×ÅÅÎ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÁÎÄ ÔÈÁÔ ÏÆ ÈÉÓ ÃÏÎÔÅÍÐÏÒÁÒÉÅÓȢ )Î $ÅÒÂÙ 

it was asserted that he ȬÓÔÁÎÄÓ ÁÍÏÎÇ ÔÈÅ ÈÉÇÈÅÓÔȟ ÎÏÔ ÏÎÌÙ ÏÆ ÅÉÇÈÔÅÅÎÔÈ ÃÅÎÔÕÒÙ 

ÁÒÔÉÓÔÓȟ ÂÕÔ ÏÆ "ÒÉÔÉÓÈ ÐÁÉÎÔÅÒÓ ÇÅÎÅÒÁÌÌÙȭ, whilst another critic considered Wright 

Á Ȭ×ÏÒÔÈÙ ÃÏÎÔÅÍÐÏÒÁÒÙ ÏÆ 7ÉÌÓÏÎ ÁÎÄ 2ÏÍÎÅÙ and Reynolds and 

'ÁÉÎÓÂÏÒÏÕÇÈȭ.991 Reiterating this Thomson noted thaÔ Ȭ×ÉÔÈ ÔÈÅ $ÅÒÂÙ ÃÏÌÌÅÃÔÉÏÎ 

ÆÏÒ ÒÅÆÅÒÅÎÃÅ ÉÔ ÉÓ ÅÁÓÙ ÔÏ ÐÌÁÃÅ 7ÒÉÇÈÔ ÁÍÏÎÇ ÔÈÅ ÆÏÕÎÄÅÒÓ ÏÆ "ÒÉÔÉÓÈ ÁÒÔȭȢ992 

(Ï×ÅÖÅÒȟ ×ÈÉÌÓÔ ÔÈÅ ÒÅÁÐÐÒÁÉÓÁÌ ÏÆ 7ÒÉÇÈÔȭÓ ÒÁÎË ×ÁÓ ÇÅÎÅÒÁÌÌÙ ÐÏÓÉÔÉÖÅȟ ÉÔ ÄÉÄ 

not have complete consensus. For example, it was also argued ÔÈÁÔ ȬÈÅ was not an 

epoch-ÍÁËÉÎÇ ÐÁÉÎÔÅÒȭȟ like Reynolds and Hogarth.993 

Monkhouse led 7ÒÉÇÈÔȭÓ ÒÅ-positioning within the canon. In both his 

articles for The Academy and the Magazine of Art he carefully situated Wright in 

relation to the five widely-accepted great artists of the 18th-century who, he felt, 

ȬÏÖÅÒÓÈÁÄÏ×ÅÄȭ ÈÉÍȡ (ÏÇÁÒÔÈȟ 2ÅÙÎÏÌÄÓȟ 'ÁÉÎÓÂÏÒÏÕÇÈȟ 2ÏÍÎÅÙ ÁÎÄ 7ÉÌÓÏÎȢ994 

!ÓÓÅÓÓÉÎÇ 7ÒÉÇÈÔȭÓ ÁÒÔ ÆÏÒÍÁÌÌÙȟ -ÏÎËÈÏÕÓÅ ÊÕÄÇÅÄ ÈÉÍ ÔÏ ÂÅ ÁÎ ÏÌÄ-fashioned 

painter, closer to Hogarth and Kneller due to his training with Hudson, and 

lacking Reynoldsȭ ÏÒ 'ÁÉÎÓÂÏÒÏÕÇÈȭÓ ÇÅÎÉÕÓ ÉÎ ÃÏÌÏÕÒȢ995 Drawing a connection 

between style and era, in which the period up to early-mid 18th-century was 

ÐÅÒÃÅÉÖÅÄ ÔÏ ÂÅ ÍÏÒÅ ÃÏÎÓÅÒÖÁÔÉÖÅ ÁÎÄ ÌÅÓÓ ÅØÐÒÅÓÓÉÖÅȟ ÃÈÁÒÁÃÔÅÒÉÓÅÄ ÁÓ ÔÈÅ ȬÄÒÙȟ 

solid, old %ÎÇÌÉÓÈ ÍÁÎÎÅÒȭȟ -ÏÎËÈÏÕÓÅ ÃÌÁÉÍÅÄ ÔÈÁÔ 7ÒÉÇÈÔ ×ÁÓ ÔÈÅ ÌÉÎË ÂÅÔ×ÅÅÎ 

generations.996 Accordingly, though considering him equal to Romney as a child 

ÐÏÒÔÒÁÉÔÉÓÔȟ ÁÌÉËÅ ÉÎ ȬÎÁÔÕÒÁÌ ÇÒÁÃÅȭ ÁÎÄ ÓÕÐÅÒÉÏÒ ÉÎ ÃÏÌÏÕÒ ÁÎÄ ÃÏÍÐÏÓÉÔÉÏÎȟ 

Monkhouse did not consider him equal to Reynolds or Gainsborough who, along 

with Hogarth, were credited with fathering British art.997 The exception to this 

was, however, in respect to his light effect paintings in which Monkhouse felt 

7ÒÉÇÈÔ ×ÁÓ ÐÒÅÅÍÉÎÅÎÔȟ ×ÉÔÈ ȬÎÏ ÓÕÐÅÒÉÏÒȣ ÅØÃÅÐÔ 4ÕÒÎÅÒȭȟ Á ÃÏÕÐÌÉÎÇ ÔÈÁÔ 

                                                        
990 Ȱ,ÏÃÁÌ .Å×ÓȢ 4ÈÅ 7ÒÉÇÈÔ %ØÈÉÂÉÔÉÏÎ,ȱ The Derby Mercury, 18 April 1883. 
991  Ȱ4ÈÅ 7ÒÉÇÈÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 14 March 1883; Ȱ,ÏÃÁÌ .Å×ÓȢ 4ÈÅ 7ÒÉÇÈÔ 
Exhibition,ȱ The Derby Mercury, 18 April 1883. 
992 Thomson, 208. 
993 Ȱ4ÈÅ Ȱ7ÒÉÇÈÔȱ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ !ÒÔ 'ÁÌÌÅÒÙȟȱ The Derby Mercury, 4 April 1883. 
994 -ÏÎËÈÏÕÓÅȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ σψφȢ 
995 -ÏÎËÈÏÕÓÅȟ Ȱ4ÈÅ Ȱ7ÒÉÇÈÔȱ %ØÈÉÂÉÔÉÏÎȟȱ ςςχȠ -ÏÎËÈÏÕÓÅȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ σψχȢ 
996 Ȱ&ÉÎÅ !ÒÔÓȢ 4ÈÅ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ The Athenaeum, 14 April 1883, 481. 
997 -ÏÎËÈÏÕÓÅȟ Ȱ4ÈÅ Ȱ7ÒÉÇÈÔȱ %ØÈÉÂÉÔÉÏÎȟȱ ςςψȠ -ÏÎËÈÏÕÓÅȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ σψχȢ 
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elevated Wright by associating him with an artist widely perceived as the great 

original genius of the 19th-century.998 Thus, on the basis of his invention and 

innovation, he argued that Wright should be seen as an equal to Hogarth, Wilson, 

2ÅÙÎÏÌÄÓ ÁÎÄ 'ÁÉÎÓÂÏÒÏÕÇÈ ȬÁÓ ÏÎÅ ÏÆ ÔÈÅ ÏÒÉÇÉÎÁÌ ÆÏÒÃÅÓ ÏÆ ÔÈÅ %ÎÇÌÉÓÈ ÓÃÈÏÏÌȭȢ999   

/ÖÅÒÁÌÌ ÔÈÅÎȟ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÓÕÃÃÅÅÄÅÄ ÉÎ ȬÒÅÓÔÏÒÉÎÇȭ 7ÒÉÇÈÔ ÆÒÏÍ ÔÈÅ 

marginal position within the canon that he had previously been perceived to hold 

and which had been ÐÅÒÐÅÔÕÁÔÅÄ ÂÙ ÔÈÅ 2ÅÄÇÒÁÖÅÓȭÓ ÁÓÓÅÓÓÍÅÎÔ ÏÆ ÔÈÅ ÐÁÉÎÔÅÒ, a 

reading which was frequently criticised at this time.1000  In this respect, the 

retrospective was symptomatic of the wider concern to establish and consolidate 

the national school of painting in which exhibitions had an important role as, like 

ÂÉÏÇÒÁÐÈÉÅÓȟ ÔÈÅÙ ÓÕÓÔÁÉÎÅÄ ÁÎ ÁÒÔÉÓÔȭÓ ÆÁÍÅ ÁÍÏÎÇ ÔÈÅ ÐÕÂÌÉÃ ÂÙ ÖÉÓÕÁÌÌÙ 

asserting that they deserved recognition. 1883 was, therefore, attributed with an 

ÉÎÔÒÉÎÓÉÃ ÖÁÌÕÅ ȬÓÉÍÐÌÙ ÁÓ ÁÒÔȭ ÁÎÄ Á ȬÈÉÓÔÏÒÉÃÁÌ ÖÁÌÕÅȭ by contributing to the 

understanding of 18th-century British art. 1001  As the first comprehensive 

ÃÏÌÌÅÃÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÐÉÃÔÕÒÅÓ ÔÏ ÂÅ ÂÒÏÕÇÈÔ ÔÏÇÅÔÈÅÒ ÉÎ ÔÈÅ 19th-century it was 

ÖÁÌÕÅÄ ÆÏÒ ÒÅÉÎÔÒÏÄÕÃÉÎÇ ÔÈÅ ÁÒÔÉÓÔȟ ÍÁËÉÎÇ ÉÔ ÏÆ ȬÎÏ ÓÍÁÌÌ ÉÍÐÏÒÔÁÎÃÅ ÉÎ ÔÈÅ 

hÉÓÔÏÒÙ ÏÆ %ÎÇÌÉÓÈ ÁÒÔȭȢ1002 More generally, as the national school was believed to 

ÈÁÖÅ ÂÅÅÎ ȬÉÎ ÉÔÓ Ó×ÁÄÄÌÉÎÇ-ÃÌÏÔÈÅÓȭ ÉÎ ÔÈÅ 18th-century the exhibition was also 

valued for representing an aspect of the early history of British art.1003 It was, 

therefore, attrÉÂÕÔÅÄ ×ÉÔÈ ȬÍÕÃÈ ÍÏÒÅ ÔÈÁÎ ÌÏÃÁÌ ÉÍÐÏÒÔÁÎÃÅȭ as it contributed to 

the national canon of artists.1004 

9ÅÔȟ ÓÉÇÎÉÆÉÃÁÎÔÌÙȟ ÉÎ ÓÅÅËÉÎÇ ÔÏ ÒÁÉÓÅ 7ÒÉÇÈÔȭÓ ÎÁÔÉÏÎÁÌ ÐÒÏÆÉÌÅ ÔÈÅ 

ÅØÈÉÂÉÔÉÏÎ ÄÉÄ ÎÏÔ ÏÖÅÒÌÏÏË ÏÒ ÉÇÎÏÒÅ ÔÈÅ ÐÁÉÎÔÅÒȭÓ provincialism. Held within the 

town to champion a local artist and celebrate the opening of a local art institution, 

the exhibition was predicated upon the ongoing relationship between Wright and 

Derby. This was further affirmed through the subject matter of the paintings on 

display which included local landscapes, like Cromford Cotton Mills by Moonlight 

                                                        
998 -ÏÎËÈÏÕÓÅȟ Ȱ4ÈÅ Ȱ7ÒÉÇÈÔȱ %ØÈÉÂÉÔÉÏÎȟȱ ςςχȠ -ÏÎËÈÏÕÓÅȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ σψυȢ 
999 -ÏÎËÈÏÕÓÅȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ σψωȢ 
1000 -ÏÎËÈÏÕÓÅȟ Ȱ4ÈÅ Ȱ7ÒÉÇÈÔȱ %ØÈÉÂÉÔÉÏÎȟȱ ςςχȠ Thomson, 206. 
1001 Ȱ4ÈÅ 7ÒÉÇÈÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 14 March 1883 
1002 ȰȰ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȡȱ (ÉÓ ,ÉÆÅ ÁÎÄ ,ÁÂÏÕÒÓȢ 0ÁÒÔ ςȟȱ The Derby Mercury, 21 March 1883. 
1003 Ibid. 
1004 -ÏÎËÈÏÕÓÅȟ Ȱ4ÈÅ Ȱ7ÒÉÇÈÔȱ %ØÈÉÂÉÔÉÏÎȟȱ ςςχȠ Thomson, 206. 
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lent by Thomas Haden Oakes, and many portraits of local worthies, including 

portraits of Samuel Crompton and his wife [Fig.175].1005 As in prior exhibitions, 

ÔÈÅÓÅ ÄÅÍÏÎÓÔÒÁÔÅÄ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÉÁrity with Derbyshire and his network of 

patrons and friends within the region. 

The lenders to 1883 were also predominantly from Derbyshire and the 

wider region [see Appendix Two]. Many had personal connections with Wright 

ÔÈÒÏÕÇÈ ÔÈÅÉÒ ÆÁÍÉÌÙȭÓ ÐÁÔÒÏÎÁÇÅ Ánd relationship with the artist, such as Lord 

Belper, and had also contributed to the previous exhibitions in Derby, like Sir 

Henry Wilmot who, among other paintings, again lent The Old Man and Death.1006 

This was remarked upon at the time as the assemblage wÁÓ ÁÔÔÒÉÂÕÔÅÄ ÔÏ ȬÔÈÅ 

ËÉÎÄÎÅÓÓ ÏÆ ÔÈÅ ÒÅÓÐÅÃÔÉÖÅ Ï×ÎÅÒÓȟ ×ÈÏ ×ÅÒÅ ÃÈÉÅÆÌÙ ÒÅÓÉÄÅÎÔÓ ÉÎ ÔÈÅ ÃÏÕÎÔÙȭȢ1007 

As this highlights, even towards the end of the 19th-century 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ 

continued to remain in the county as they were passed down through 

generatiÏÎÓȢ !ÌÌÕÄÉÎÇ ÔÏ ÔÈÉÓȟ ÏÎÅ ÃÏÍÍÅÎÔÁÔÏÒ ÎÏÔÅÄ ȬÁ $ÅÒÂÙÓÈÉÒÅ ÍÁÎÓÉÏÎ ÉÓ 

never complete without itÓ ÐÏÒÔÒÁÉÔ ÏÒ ÉÔÓ ÐÉÃÔÕÒÅ ÂÙ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȱȭȟ ×ÈÉÌÓÔ 

guidebooks to the regions often stressed the Wrights in local houses.1008  

As with the previous exhibitions discussed in this thesis, the lenders also 

ÉÎÃÌÕÄÅÄ Á ÎÕÍÂÅÒ ÏÆ 7ÒÉÇÈÔȭÓ ÄÅÓÃÅÎÄÁÎÔÓȢ 4ÈÅ 3ÉÍÐÓÏÎ ÁÎÄ #ÁÄÅ ÂÒÁÎÃÈÅÓ ÏÆ 

7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙ both lent paintings, their contributions ensuring authenticity as 

ÔÈÅÙ ×ÅÒÅ ÓÅÅÎ ÁÓ Á ÇÕÁÒÁÎÔÏÒ ÔÈÁÔ ÔÈÅ ÐÁÉÎÔÉÎÇÓ ×ÅÒÅ Ȭunquestionably 

ÇÅÎÕÉÎÅȭȢ1009  William Bemrose, ×ÈÏ ÈÁÄ ÍÁÒÒÉÅÄ 7ÒÉÇÈÔȭÓ ÇÒÅÁÔ-granddaughter, 

Margaret Romana Simpson, was also recognised ÁÓ Á ȬÌÉÂÅÒÁÌ ÃÏÎÔÒÉÂÕÔÏÒ ÔÏ ÔÈÅ 

ÅØÈÉÂÉÔÉÏÎȭȢ1010 Bemrose was the acknowledged lynchpin behind the exhibition, 

the Athenaeum asserting ÔÈÁÔ ȬÔÈÅ ÐÅÏÐÌÅ ÏÆ $ÅÒÂÙ Ï×Å ÍÕÃÈ ÔÏ ÔÈÅ ÚÅÁÌ ÁÎÄ ÃÁÒÅ 

which Mr W. Bemrose has expended on this exhibition. Without him it would 

probably not have been formed.1011 His role encompassed requesting works of 

                                                        
1005 Bemrose, Catalogue. 
1006 Ibid. 
1007 Cundall, 123. 
1008 Ȱ4ÈÅ Ȱ7ÒÉÇÈÔȱ #ÏÌÌÅÃÔÉÏÎȟȱ The Derby Mercury, 11 April 1883; John Hicklin and Alfred Wallis, 
"ÅÍÒÏÓÅȭÓ 'ÕÉÄÅ ÔÏ $ÅÒÂÙÓÈÉÒÅȡ ! #ÏÍÐÌÅÔÅ (ÁÎÄ-book for the Country (London, Derby & Matlock 
Bath: Bemrose and Sons, 1869), 25 & 299. 
1009 Ȱ&ÉÎÅ !ÒÔÓȢ 4ÈÅ %ØÈÉÂÉÔÉÏÎ ÁÔ $ÅÒÂÙȟȱ The Athenaeum, 14 April 1883, 481. 
1010 Ibid. 
1011 Ibid, 482. 
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art, selecting paintings for display, organising the logistics of handling, moving 

and insuring paintings (as is evident in the insurance papers for the loan of the 

.ÁÔÉÏÎÁÌ 0ÏÒÔÒÁÉÔ 'ÁÌÌÅÒÙȭÓ ÓÕÐÐÏÓÅÄ Self-Portrait ), and finally the hang of the 

works with the assistance of Alderman Sowter and Mr Thomas Heath, the 

librarian and curator of the gallery [Fig.176].1012 4ÈÕÓȟ ÉÎ ρψψσȟ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙ 

were at the forefront of the promotion of the painter, supporting the exhibition 

and driving the national reappraisal.  

Additionally, in 1883 the local audience was directly addressed; the 

ÅØÈÉÂÉÔÉÏÎ ×ÁÓ ÁÄÖÅÒÔÉÓÅÄ ÁÓ ȬÁÂÓÏÒÂÉÎÇÌÙ ÉÎÔÅÒÅÓÔÉÎÇȭ ÔÏ $ÅÒÂÙ ÐÅÏÐÌÅȟ The Derby 

Mercury ÓÔÒÅÓÓÉÎÇ ÔÈÁÔ ÉÔ ȬÓÈÏÕÌÄ ÂÅ ÖÉÓÉÔÅÄ ÂÙ ÅÖÅÒÙ $ÅÒÂÙÓÈÉÒÅ ÍÁÎ ÏÆ ÒÅÆÉÎÅÄ 

ÁÎÄ ÉÎÔÅÌÌÅÃÔÕÁÌ ÔÁÓÔÅÓȢȭ1013 TÈÅ ÅØÈÉÂÉÔÉÏÎ ×ÁÓ ȬÃÒÅÄÉÔÁÂÌÅ ÁÌÉËÅ to Wright, his 

ÎÁÔÉÖÅ ÔÏ×Îȟ ÁÎÄȣ ÔÈÅ ÅÎÅÒÇÅÔÉÃ ÁÎÄ ÅÎÔÈÕÓÉÁÓÔÉÃ ÓÐÉÒÉÔÓ ÂÙ ×ÈÏÍ ÉÔ ÈÁÓ been 

ÐÒÏÍÏÔÅÄ ÁÎÄ ÃÏÎÓÕÍÍÁÔÅÄȭ.1014 Again, the Mercury expresses this, stating: 

Derby owes more to Wright than Wright to Derby. The town shares the 

fame reflected upon her by her gifted son, and it is well that we should 

ÎÏ× ÓÔÉÒ ÏÕÒÓÅÌÖÅÓ ÂÙ Á Ȱ7ÒÉÇÈÔ %ØÈÉÂÉÔÉÏÎȱ ÔÏ ÓÈÏ× ÏÕÒ ÓÅÎÓÅ ÏÆ 

appreciation of the great master.1015 

The relationship also gave rise to comment from critics of the time. 

Monkhouse ÃÏÎÓÉÄÅÒÅÄ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÓÕÆÆÉØ ÈÁÄ ȬÁ ÑÕÁÌÉÆÙÉÎÇ ÁÓ ×ÅÌÌ ÁÓ Á 

ÌÏÃÁÌÉÓÉÎÇ ÅÆÆÅÃÔȭȟ ÒÅÄÕÃÉÎÇ ÈÉÓ ÎÁÔÉÏÎÁÌ ÓÔÁÔÕÒÅȢ1016  Echoing this, the 

Nottinghamshire Guardian ÊÕÄÇÅÄ ÔÈÁÔ ȬÈÉÓ ÒÅÐÕÔÁÔÉÏÎ ÈÁÓ ÓÕÆÆÅÒÅÄȟ ÐÅÒÈÁÐÓ ÆÒÏÍ 

his popular title. He has been localised, like Barker of Bath; but he was in no sense 

Á ÌÏÃÁÌ ÁÒÔÉÓÔȭ.1017 This misunderstanding of the painter was attributed to the 

                                                        
1012 Charles Black to the Trustees of the National Gallery, enclosing a letter from the Derby Free 
,ÉÂÒÁÒÙ ÒÅÑÕÅÓÔÉÎÇ ÔÈÅ ÌÏÁÎ ÏÆ 7ÒÉÇÈÔȭÓ ÐÉÃÔÕÒÅ The Air Pump, 21 October 1882, enclosing circular 
from the Derby Free Library, Letters to the National Gallery 1878-1914, NG7/41/18(i), National 
Gallery, London; Ȱ,ÉÔÅÒÁÔÕÒÅ Ǫ !ÒÔȟȱ Nottinghamshire Guardian, 12 January 1883; Ȱ-3 )ÎÓÕÒÁÎÃÅ 
ÄÏÃÕÍÅÎÔÓȟȱ ÉÎ 5ÎËÎÏ×Î ÍÁÎȟ ÆÏÒmerly known as Joseph Wright, unknown artist, painting folder 
[1858-], Registered Packet 29, NPG46/1/29, National Portrait Gallery, London; Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȢ 
%ØÈÉÂÉÔÉÏÎ ÏÆ ÈÉÓ ÐÉÃÔÕÒÅÓȢ 4ÈÅ -ÁÙÏÒȭÓ #ÏÎÖÅÒÓÁÚÉÏÎÅȟȱ The Derbyshire Advertiser, 22 March 1883 
in Bemrose, Life and Works, extra-illustrated vol., 176. 
1013 Ȱ4ÈÅ 7ÒÉÇÈÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 14 March 1883; Ȱ4ÈÅ Ȱ7ÒÉÇÈÔȱ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ 
!ÒÔ 'ÁÌÌÅÒÙȟȱ The Derby Mercury, 4 April 1883. 
1014 Ȱ4ÈÅ 7ÒÉÇÈÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 14 March 1883. 
1015 ȰȰ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȡȱ (ÉÓ ,ÉÆÅ ÁÎÄ ,ÁÂÏÕÒÓȟȱ The Derby Mercury, 14 March 1883. 
1016 -ÏÎËÈÏÕÓÅȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ σψφȢ 
1017 Ȱ,ÉÔÅÒÁÔÕÒÅ Ǫ !ÒÔȟȱ Nottinghamshire Guardian, 12 January 1883. 
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limited accessibility and circulation of his paintings. TÈÅ ÃÏÎÓÅÎÓÕÓ ×ÁÓ ÔÈÁÔ ȬÉÆ 

he had had somewhat less honour in his own country he would, in his own time 

at ÌÅÁÓÔȟ ÈÁÖÅ ÅÎÊÏÙÅÄ Á ÓÏÍÅ×ÈÁÔ ÈÉÇÈÅÒ ÒÅÐÕÔÅȭȟ ÁÌÔÈÏÕÇÈ ÔÈÉÓ ÔÏÏ ÓÈÏ×Ó ÔÈÅ 

ÍÉÓÃÏÎÃÅÐÔÉÏÎ ÁÒÏÕÎÄ 7ÒÉÇÈÔȭÓ ÓÕÃÃÅÓÓ ÉÎ ÌÉÆÅȢ1018 Consequently, the exhibition 

was a means of redressing this viewpoint  by ÄÅÍÏÎÓÔÒÁÔÉÎÇ ÔÈÁÔ 7ÒÉÇÈÔ Ȭ×ÁÓ ÎÏÔ 

ȰÌÏÃÁÌȟȱȣ ÉÎ ÁÎÙ ÄÉÓÐÁÒÁÇing senseȭ and through showing the importance of the 

ÔÏ×Î ÉÎ ÆÏÓÔÅÒÉÎÇ ÁÎÄ ÅØÔÅÎÄÉÎÇ 7ÒÉÇÈÔȭÓ ÒÅÐÕÔÁÔÉÏÎ.1019 7ÒÉÇÈÔȭÓ ÁÓÓÏÃÉÁÔÉÏÎ 

with his hometown was affirmed and celebrated through the exhibition as was 

his stature and merit as a national painter. As one ÒÅÖÉÅ×ÅÒ ÎÏÔÅÄȟ ȬÉÔ ÉÓ ÎÏÔ ÏÎÌÙ 

$ÅÒÂÙ ÂÕÔ %ÎÇÌÁÎÄ ÔÈÁÔ ÓÈÏÕÌÄ ÂÅ ÐÒÏÕÄȭȢ1020  

In claiming both local and national identities for Wright Derby appears to 

have taken an international model. CÏÍÐÁÒÉÓÏÎÓ ×ÅÒÅ ÍÁÄÅ ÂÅÔ×ÅÅÎ $ÅÒÂÙȭÓ 

promotion of Wright and the relationship between Rubens and Antwerp, The 

Derby Mercury stating: Ȭ!ÎÔ×ÅÒÐ ÉÓ ÐÒÏÕÄ ÏÆ 2ÕÂÅÎÓȠ ÁÎÄ ÉÔ ÉÓ ÆÉÔÔÉÎÇ ÔÈÁÔ ×Å 

should show that a painter has honour among his own kindred by Derby being 

ÐÒÏÕÄ ÏÆ 7ÒÉÇÈÔȢȭ1021 Although represented as very different artists ɀ Rubens the 

epitome of an extroverted, international artist and Wright the retiring, local 

painter ɀ $ÅÒÂÙ ÁÐÐÅÁÒÓ ÔÏ ÈÁÖÅ ÄÒÁ×Î ÕÐÏÎ !ÎÔ×ÅÒÐȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÏÆ 

Rubens in its approach to Wright. Bypassing national frameworks, such as the 

British InstitÕÔÉÏÎ ÏÒ 2ÏÙÁÌ !ÃÁÄÅÍÙȭÓ ÅØÈÉÂÉÔÉÏÎÓ ÏÆ ÄÅÃÅÁÓÅÄ "ÒÉtish artists, 

Derby looked to European examples. 1022  As Francis Haskell has discussed, 

Antwerp commemorated Rubens in order to proclaim his place as part of the 

ÃÉÔÙȭÓ ÃÕÌÔÕÒÁÌ ÉÄÅÎÔÉÔÙ ÁÎÄ ÈÉÓ ÉÍÐÏÒÔÁÎÃÅ ÁÓ a national symbol for the newly 

founded Belgian State.1023 4ÈÅ ρψχχ ÃÅÌÅÂÒÁÔÉÏÎÓ ÏÆ ÔÈÅ ÔÅÒÃÅÎÔÅÎÁÒÙ ÏÆ 2ÕÂÅÎÓȭ 

birth, which included a representative display of his work, was the most notable 

of the 19th-century, positioning Rubens as one of the foremost European 

                                                        
1018 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Leisure Hour (June 1883), 377. 
1019 Ibid. 
1020 Ȱ,ÏÃÁÌ .Å×ÓȢ 4ÈÅ 7ÒÉÇÈÔ %ØÈÉÂÉÔÉÏÎȟȱ The Derby Mercury, 18 April 1883. 
1021 ȰȰ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȡȱ (ÉÓ ,ÉÆÅ ÁÎÄ ,ÁÂÏÕÒÓȟȱ The Derby Mercury, 14 March 1883. 
1022 In discussing the development of a national school of painting William Vaughan discusses the 
role of the British Institution exhibitions in commemorating and rehabilitating British artists; see 
6ÁÕÇÈÁÎȟ Ȱ%ÎÇÌÉÓÈÎÅÓÓ ÏÆ "ÒÉÔÉÓÈ !ÒÔȟȱ ρτȢ 
1023 Haskell, 98-102. 



Chapter Six: 1880s 

218 
 

painters and conferring cultural prestige upon Antwerp and Belgium.1024 Due to 

the frequent references to the city within local press at this time, including a 

Midland Railway trip to Antwerp involving visits to the museums and churches 

×ÈÅÒÅ 2ÕÂÅÎÓȭ Ðaintings were displayed, it seems likely that Derby, particularly 

the organisers of 1883, would have been aware of these celebrations.1025  

-ÏÒÅ ÓÐÅÃÉÆÉÃÁÌÌÙȟ ÉÔ ÉÓ ÐÒÏÂÁÂÌÅ "ÅÍÒÏÓÅ ËÎÅ× ÁÂÏÕÔ !ÎÔ×ÅÒÐȭÓ 

commemoration of Rubens as his niece, Charlotte Annie Bemrose, kept a travel 

journal in 1885 recording her trip through Belgium and Holland [Fig.177].1026 In 

this she also refers to her visit to Antwerp three years earlier, prior to the 1883 

exhibition, thus it seems likely she would have shared her experiences with her 

uncle.1027  3ÈÅ ×ÁÓ ÁÌÓÏ ÁÃÃÏÍÐÁÎÉÅÄ ÂÙ ÈÅÒ ÆÁÔÈÅÒȟ 7ÉÌÌÉÁÍȭÓ ÂÒÏÔÈÅÒ ÁÎÄ 

ÂÕÓÉÎÅÓÓ ÐÁÒÔÎÅÒȟ (ÅÎÒÙ (Ï×Åȟ ÆÕÒÔÈÅÒ ÓÕÇÇÅÓÔÉÎÇ "ÅÍÒÏÓÅȭÓ ËÎÏ×ÌÅÄÇÅ ÏÆ ÔÈÅ 

ÃÉÔÙȟ ÃÏÎÎÅÃÔÉÎÇ ÔÈÅÉÒ ÐÕÂÌÉÓÈÉÎÇ ÆÉÒÍ ×ÉÔÈ ÈÅÒ ÖÉÓÉÔ ÔÏ ÔÈÅ 0ÌÁÎÔÉÎȭÓ ÈÏÕÓÅ 

museum.1028 In the journal she draws attention to the art in Antwerp, particularly 

that of Rubensȟ ÁÎÄ ÒÅÃÏÒÄÓ ÔÈÅ ÃÉÔÙȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎ ÏÆ ÔÈÅ ÁÒÔÉÓÔ ÔÈÒÏÕÇÈ ÔÈÅ 

statue of him erected in 1840, the bicentenary of his death [Fig.178].1029 This 

suggests that even if the 1877 celebrations were not known in Derby, those of 

1840 were.1030 1883 was, therefore, an important moment, generating a new 

interest in Wright and re-positioning him as a local artist, a national painter, and 

a European master.  

 

Ȭ/NE OF THE MOST SATISFACTORY RESULTSȭȡ THE PURCHASE AND 

PRESENTATION OF THE ALCHYMIST AND THE ORRERY, 1883-1884 

The exhibition was temporary; the subsequent purchase by subscription and 

presentation of The Alchymist and The Orrery to the Art Gallery was an important 

                                                        
1024 Haskell, 98-102. 
1025 Ȱ4ÈÅ -ÉÄÌÁÎÄ 2ÁÉÌ×ÁÙ )ÎÓÔÉÔÕÔÅ #ÏÎÔÉÎÅÎÔÁÌ 4ÒÉÐȟȱ The Derby Mercury, 3 June 1896. 
1026 CharlotÔÅ !ÎÎÉÅ "ÅÍÒÏÓÅȟ Ȱ"ÅÌÇÉÕÍ Ǫ (ÏÌÌÁÎÄ 4ÒÁÖÅÌ *ÏÕÒÎÁÌȟȱ "ÅÍÒÏÓÅ 0ÁÐÅÒÓȟ ÖÏÌȢσȟ ρψψυȟ 
D5239/3/1, Derby Local Studies Library. 
1027 Ibid, 6 & 9. 
1028 Ibid, 9 & 25. 
1029 Ibid, 8-9. 
1030 Ibid, 9. 
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channel ÔÈÒÏÕÇÈ ×ÈÉÃÈ ÔÈÅ ÐÁÉÎÔÅÒȭÓ relationship with the town was permanently 

commemorated [Fig.179].  Marking the beginnings of the Joseph Wright 

ÃÏÌÌÅÃÔÉÏÎ ÁÔ $ÅÒÂÙȟ ÉÔ ×ÁÓ ÒÅÃÏÇÎÉÓÅÄ ÂÙ ÃÏÎÔÅÍÐÏÒÁÒÉÅÓ ÔÈÁÔ ȬÏÎÅ ÏÆ ÔÈÅ ÍÏÓÔ 

ÓÁÔÉÓÆÁÃÔÏÒÙ ÒÅÓÕÌÔÓ ÏÆ ÔÈÉÓ ÅØÈÉÂÉÔÉÏÎȣ ÉÓ ÔÈÁÔ ÔÈÅ ÔÏ×Î ÎÏ× ÐÏssesses two of the 

ÁÒÔÉÓÔȭÓ ÆÉÎÅÓÔ ÐÁÉÎÔÉÎÇÓȭȢ1031 

The Alchymist was bought first, the final of three instalments totalling 

£170 being paid in 1884; however, it was over-shadowed by The Orrery which, 

as has been discussed in Chapter Five, already had a display history in Derby.1032 

This painting had also been available for sale in 1883 for £400 but, despite the 

endorsement of Sir Philip Cunliffe Owen, director of the South Kensington 

-ÕÓÅÕÍȟ ×ÈÏ ÁÒÇÕÅÄ ÔÈÁÔ ÉÔ ×ÁÓ $ÅÒÂÙȭÓ ÄÕÔÙ ÔÏ ÁÃÑÕÉÒÅ ÔÈÅ ÐÁÉÎÔÉÎÇȟ ÔÈÅ ÆÕÎÄÓ 

could not be raised.1033 Instead, what money that had been raised was spent on 

The Alchymist, the town having to start a new subscription in 1884 when The 

Orrery came back onto the market at a cheaper price as part of the sale of the 

Osmaston collection held at the Derby Lecture Hall.1034 Purchased for £210, The 

Orrery entered the gallery collection in September 1884.1035 Thus, The Alchymist 

ÉÍÍÅÄÉÁÔÅÌÙ ÁÐÐÅÁÒÅÄ ÁÓ Á ÐÏÏÒ ÓÅÃÏÎÄȟ ÉÔÓ ÐÕÒÃÈÁÓÅ ÂÅÉÎÇ ÇÒÅÅÔÅÄ ×ÉÔÈ ȬÇÒÅÁÔ 

ÒÅÇÒÅÔȭ ÁÓ ÉÔ ×ÁÓ ÃÏÎÓÉÄÅÒÅÄ ȬÁ ÌÅÓÓ ÆÁÍÏÕÓ ÁÎÄ ÅÆÆÅÃÔÉÖÅ ÅØÁÍÐÌÅ ÏÆ ÔÈÅ ÍÁÓÔÅÒȭÓ 

ÇÅÎÉÕÓȢȭ1036  !ÌÔÈÏÕÇÈ ÉÔ ×ÁÓ ÐÒÁÉÓÅÄ ÁÓ Á ȬÆÉÎÅ ÃÏÍÐÏÓÉÔÉÏÎȭ ÃÏÎÔÅÍÐÏÒÁÒÉÅÓ 

considered that The Alchymist could not compare with The Orrery which was 

ÈÅÒÁÌÄÅÄ ÁÓ ÏÎÅ ÏÆ 7ÒÉÇÈÔȭÓ ÂÅÓÔ ×ÏÒËÓȟ ÈÉÓ ȬÍÁÓÔÅÒÐÉÅÃÅȭȢ1037 Upon their gifting 

to the gallery the paintings were first displayed in the upper gallery from 1885 

to 1887 and then the lower gallery until 1890.1038 This was important given the 

ÃÏÎÃÅÒÎ ÔÈÁÔ ÔÈÅÙ ÂÅ ȬÅØÈÉÂÉÔÅÄ ×ÉÔÈ ÔÈÅ ÈÏÎÏÕÒ ×ÈÉÃÈ ÉÓ ÄÕÅ ÔÈÅÍȭ ×ÈÉÃÈ ×ÁÓ 

                                                        
1031 Cundall, 123. 
1032 7ÉÌÌÉÁÍ "ÅÍÒÏÓÅȟ Ȱ!Î !ÃÃÏÕÎÔ ÏÆ ÔÈÅ 0ÕÒÃÈÁÓÅ ÁÎÄ 0ÒÅÓÅÎÔÁÔÉÏÎ ÏÆ ÔÈÅ 0ÉÃÔÕÒÅÓ ÃÁÌÌÅÄ Ȱ4ÈÅ 
!ÌÃÈÙÍÉÓÔȱ ÁÎÄ Ȱ4ÈÅ /ÒÒÅÒÙȱ ÁÓ -ÅÍÏÒÉÁÌÓ ÏÆ ÔÈÅ 0ÁÉÎÔÅÒȟ *ÏÓÅÐÈ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȱ ɉÕÎÐÕÂÌÉÓÈÅÄ 
manuscript, 1883-84), Derby Local Studies Library. Three instalments were paid for the 
Alchymist: £120 on 27 September 1883; £30 on 23 November 1883; and, £20 in early January 
1884.  
1033 Ȱ,ÏÃÁÌ .Å×Óȟȱ The Derby Mercury, 27 June 1883.  
1034 Ȱ3ÁÌÅ ÏÆ ÔÈÅ /ÓÍÁÓÔÏÎ -ÁÎÏÒ 0ÉÃÔÕÒÅÓȟȱ Nottinghamshire Guardian, 21 March 1884. 
1035 Ȱ$ÉÓÔÒÉÃÔ .Å×Óȟȱ The Sheffield & Rotherham Independent, 5 September 1884. 
1036 Ȱ,ÏÃÁÌ 4ÏÐÉÃÓȟȱ The Derby Mercury, 30 July 1884. 
1037 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Derby Mercury, ρρ *ÕÌÙ ρψψσȠ Ȱ,ÏÃÁÌ 4ÏÐÉÃÓȟȱ The Derby Mercury, 30 
July 1884. 
1038 "ÅÍÒÏÓÅȟ Ȱ0ÕÂÌÉÃ )ÎÓÔÉÔÕÔÉÏÎÓȱȠ &ÏÒ ÄÉÓÐÌÁÙ ÄÅÔÁÉÌÓ ÓÅÅ #ÏÒÐÏÒÁÔÉÏÎ !ÒÔ 'ÁÌÌÅÒÙ ÅØÈÉÂÉÔÉÏÎ 
catalogues, spring 1885 to autumn 1889. 
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further compounded by the belief that the Air Pump was poorly represented in 

the National Gallery as it was ÈÕÎÇ ȬÔÏÏ ÈÉÇÈ ÔÏ ÄÏ ÉÔ ÊÕÓÔÉÃÅȭ [Fig.180].1039 

TÈÅ !ÒÔ 'ÁÌÌÅÒÙȭÓ ÃÏÌÌÅÃÔÉÏÎ ×ÁÓ ÂÏÒÎ ÏÕÔ ÏÆ ÔÈÅ ÄÉÓÐÅÒÓÁÌ ÏÆ ÔÈÅ 7ÒÉÇÈÔ 

ÆÁÍÉÌÙȭÓ ÃÏÌÌÅÃÔÉÏÎȟ ÁÆÆÉÒÍÉÎÇ ÔÈÅ ÆÁÍÉÌÙȭÓ ÃÌÏÓe links with Derby. Francis Wright 

who had owned The Orrery died in 1873 and his collection appears to have been 

distributed amongst his family; whilst Osmaston Manor and The Orrery passed to 

his son John Osamaston, The Alchymist went to Francis Beresford Wright, another 

of his sons.1040  That both works were sold at a similar time is, therefore, 

suggestive of financial difficulties within the family, ultimately leading to the sale 

of the estate to Sir A. B. Walker in 1884.1041 Yet, significantly, it also represents 

another moment in which the elite of Derby invested in its cultural development; 

whilst many municipal galleries were increasingly active within the art market 

ÉÎ $ÅÒÂÙ ÉÔ ×ÁÓ ÄÅÃÌÁÒÅÄ ÔÈÁÔ ÔÈÅÒÅ ×ÁÓ ȬÎÏ ÐÒÏÂÁÂÉÌÉÔÙ ÏÆ ÔÈÅ #ÏÒÐÏÒÁÔÉÏÎ 

purchasing it [The OrreryɎȭȢ1042  Subsequently, both paintings were purchased 

ÔÈÒÏÕÇÈ ÓÕÂÓÃÒÉÐÔÉÏÎȟ ÔÈÅ ÇÁÌÌÅÒÙ ÃÏÍÍÉÔÔÅÅ ÁÐÐÅÁÌÉÎÇ ÔÏ ȬÔÈÅ ÇÅÎÅÒÏÓÉÔÙ ÏÆ ÌÏÖÅÒÓ 

of art, in the town and countyȭȢ1043 As the list of subscribers affirms ɀ including 

Sir Abraham Woodiwiss, Michael Thomas Bass, the Duke of Devonshire, and 

William Bemrose ɀ this drew upon the local support of Wright in the region and 

the tradition of cultural philant hropy in the town [Fig.181].1044 

As with the exhibition, Bemrose took a leading role which is documented 

in his account of the endeavour, the successful purchase of the paintings being 

ÁÔÔÒÉÂÕÔÅÄ ÔÏ ÈÉÓ ȬÅØÅÒÔÉÏÎÓȭ [Fig.182].1045 Bemrose became acknowledged as one 

ÏÆ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÐÒÉÎÃÉÐÁÌ champions. Francis Beresford Wright encapsulated this 

when, recognising BemrosÅȭÓ ÃÉÖÉÃ ÁÎÄ ÃÕÌÔÕÒÁÌ ÁÃÔÉÖÉÔÉÅÓ, he asserted that Ȭ$ÅÒÂÙ 

                                                        
1039 Ȱ.ÏÔÅÓ ÏÎ !ÒÔ ÁÎÄ !ÒÃÈÁÅÏÌÏÇÙȟȱ The Academy, no.639 (August 1884), 83. 
1040 Smith, In Memoriam, 65-χςȠ Ȱ4ÈÅ /ÓÍÁÓÔÏÎ -ÁÎÏÒ 0ÉÃÔÕÒÅÓȟȱ Nottinghamshire Guardian, 14 
March 1884. 
1041 Ȱ4ÈÅ /ÓÍÁÓÔÏÎ -ÁÎÏÒ 0ÉÃÔÕÒÅÓȟȱ Nottinghamshire Guardian, 14 March 1884. 
1042 +ÅÎÎÅÔÈ -Ã#ÏÎËÅÙȟ Ȱ(ÁÕÎÔÓ ÏÆ !ÎÃÉÅÎÔ 0ÅÁÃÅȟȱ ÉÎ Geographies of Englishness: Landscape and 
the National Past, 1880-1940, ed. David Peters Corbett, Ysanne Holt and Fiona Russell (New Haven 
& London: Yale University press, 2002), 6φȠ Ȱ,ÏÃÁÌ .Å×Óȟȱ The Derby Mercury, 27 June 1883. 
1043 Ȱ,ÏÃÁÌ .Å×Óȟȱ The Derby Mercury, 27 June 1883. 
1044 "ÅÍÒÏÓÅȟ Ȱ!Î !ÃÃÏÕÎÔȢȱ 
1045 Ȱ,ÉÔÅÒÁÔÕÒÅ ÁÎÄ !ÒÔȟȱ Nottinghamshire Guardian, 8 August 1884. 
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Ï×ÅÓ ÙÏÕ Á ÐÌÁÃÅ ÉÎ ÈÅÒ ÆÕÔÕÒÅ ÇÁÌÌÅÒÙ ÏÆ ÐÏÒÔÒÁÉÔÓ ÏÆ ÌÏÃÁÌ ÂÅÎÅÆÁÃÔÏÒÓȭ 

[Fig.183].1046 

 

AN Ȭ%DITION DE LUXEȭ: THE PUBLICATION OF THE ARTISTȭS BIOGRAPHY, 

1885 

Following shortly after the retrospective exhibition in Derby and the subsequent 

acquisition of The Alchymist and The Orrery, the first biography of the painter, The 

,ÉÆÅ ÁÎÄ 7ÏÒËÓ ÏÆ *ÏÓÅÐÈ 7ÒÉÇÈÔȟ !Ȣ2Ȣ!Ȣ ÃÏÍÍÏÎÌÙ ÃÁÌÌÅÄ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȱ, was 

published in 1885. This was significant as, prior to its publication, Wright had 

received little literary attention ɀ the 1883 catalogue was praised as ȬÁ ÒÅÆÅÒÅÎÃÅ 

ÆÏÒ ÁÌÌ ÔÉÍÅȭ, highlighting the paucity of scholarship regarding the painter.1047  

Wri tten by William Bemrose, the biography was published by Bemrose 

and Sons, a Derby firm founded in 1826 and, by 1885, a thriving business in which 

William had been co-director from 1858 [Fig.184].1048 As with the town overall, 

the printing industry in Derby had greatly expanded from the 1840s; Bemrose 

and Sons matched this, their success evincing itself in the opening of a London 

printing office in 1875.1049 Highlighting the national scope of the firm, this move 

was launched from Derby in which the firm had a prominent position and, like 

"ÁÓÓȭÓ ÂÒÅ×ÅÒÙȟ ÂÅÎÅÆÉÔÔÅÄ ÆÒÏÍ ÔÈe connectedness of the town through the 

railway. Within Derby itself the firm had a shop in Irongate, open since 1839, and 

a premises on Wellington Street, known as the Midland Place property; opening 

in 1854, this latter property  continued to be extended during the 19th-century, 

ÒÅÍÁÉÎÉÎÇ ÔÈÅ ÆÉÒÍȭÓ ÍÁÉÎ ÐÌÁÎÔ ÕÎÔÉÌ ρωχτ [Fig.185].1050 Thus, the firm had a 

significant presence within the town, located in the city centre and within close 

proximity of the railway.  

                                                        
1046 &Ȣ "ÅÒÅÓÆÏÒÄ 7ÒÉÇÈÔ ÔÏ 7ÉÌÌÉÁÍ "ÅÍÒÏÓÅȟ ςχ 3ÅÐÔÅÍÂÅÒ ρψψσȟ ÉÎ Ȱ!Î Account of the Purchase 
ÁÎÄ 0ÒÅÓÅÎÔÁÔÉÏÎ ÏÆ ÔÈÅ 0ÉÃÔÕÒÅÓȣȟȱ ÂÙ 7ÉÌÌÉÁÍ "ÅÍÒÏÓÅ ɉÕÎÐÕÂÌÉÓÈÅÄ ÍÁÎÕÓÃÒÉÐÔȟ ρψψσ-84), 
Derby local Studies Library. 
1047 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȢ %ØÈÉÂÉÔÉÏÎ ÏÆ ÈÉÓ ÐÉÃÔÕÒÅÓȢ 4ÈÅ -ÁÙÏÒȭÓ #ÏÎÖÅÒÓÁÚÉÏÎÅȟȱ The Derbyshire 
Advertiser, 22 March 1883 in Bemrose, Life and Works, extra-illustrated vol., 176. 
1048 Bemrose, House of Bemrose, 55. 
1049 Standen, 34; Bemrose, House of Bemrose, 84. 
1050 Bemrose, House of Bemrose, 61-92. 
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As has been discussed in Chapter Five, the railway junction at Litchurch 

had transformed the town as was recognised at the time, John Ward commenting 

ÔÈÁÔ ȬÉÔÓ ÂÒÁÎÃÈÅÓ ÓÐÒÅÁÄ ÆÒÏÍ ÓÅÁ ÔÏ ÓÅÁȣ Á ÎÅ× $ÅÒÂÙ ÈÁÓ ÓÐÒÕÎÇ ÕÐ ÁÒÏÕÎÄ 

ÔÈÅÍȢȭ1051 By the 1880s Litchurch was the largest railway works in Europe; not 

only did it boost industry in the county, causing the town to shift from a textile to 

an engineering centre, it gave Derby a national and international reach, 

increasing its importance and integration with the rest of the country 

[Fig.186].1052 This is epitomised by St Pancras station; owned by the Midland 

Railway Company and constructed by the Butterley Company, highlighting the 

relationships between local businesses, it became one of the most important 

gateways to London in the 19th-century, demonstrating the influence and reach 

Derby had [Fig.187].1053 Consequently, the Midland Place premises demonstrates 

Bemrose and Sons response to the changing axis of the town, highlighting its 

alignment with the momentum of expansion and progress in the area; its 

consolidation of its relationship with the Midland Railway Company, with whom 

it had a lucrative printing contract; and its harnessing of the geographic reach the 

railway provided the firm with. 1054 It  was, therefore, alert to, and invested in, the 

development of the town, as is also evident in its paternalistic approach to its 

employees.1055  

In the light of this, the investment of the firm in the town suggests that a 

motivation for publishing the biography would have been to promote Derby by 

stressing the cultural capital of the town and providing an alternative to its 

ÉÎÄÕÓÔÒÉÁÌ ÒÅÐÕÔÁÔÉÏÎȢ 4ÈÉÓ ÉÓ ÁÌÌÕÄÅÄ ÔÏ ÉÎ &ÒÅÄÅÒÉÃË #ÈÁÒÌÅÓ !ÒË×ÒÉÇÈÔȭÓ 

ÅØÐÒÅÓÓÉÏÎ ÏÆ ÁÄÍÉÒÁÔÉÏÎ ÆÏÒ ÔÈÅ ÂÉÏÇÒÁÐÈÙȟ ÓÔÁÔÉÎÇ ÔÈÁÔ Ȭ$ÅÒÂÙÓÈÉÒÅ ÉÎ ÐÁÒÔÉÃÕÌÁÒ 

is indebted for such a valuable memorial of a celebrated fellow county ÍÁÎȭȢ1056 

As a member of the well-known Derbyshire industrialist family, which also had a 

ÈÉÓÔÏÒÙ ÏÆ ÐÁÔÒÏÎÉÓÉÎÇ 7ÒÉÇÈÔȟ !ÒË×ÒÉÇÈÔ ÉÓ ÌÉËÅÌÙ ÔÏ ÈÁÖÅ ÓÈÁÒÅÄ "ÅÍÒÏÓÅȭÓ 

interest and investment in the cultural prestige of the town. Thus, it is 

                                                        
1051 John Ward, Derby from Age to Age (Derby, Nottingham & Leicester: Frank Murray, 1892), 50. 
1052 Beckett, 190, 228 & 274. 
1053 Ȱ(ÉÓÔÏÒÙȟȱ 3Ô 0ÁÎÃÒÁÓ )ÎÔÅÒÎÁÔÉÏÎÁÌȟ ÁÃÃÅÓÓÅÄ ρτ /ÃÔÏÂÅÒ ςπρυȟ ÈÔÔÐȡȾȾÓÔÐÁÎÃÒÁÓȢÃÏÍȾÈÉÓÔÏÒÙȢ 
1054 Bemrose, House of Bemrose, 44. 
1055 Standen, 69. 
1056 F. C. Arkwright to Bemrose & Sons, 12 January 1886, in Bemrose, Life and Works, extra-
illustrated vol., 129. 
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noteworthy that the value of the book was framed in terms of its local importance 

and as a means of laying claim to Wright within Derbyshire. The biography can, 

therefore, be seen as another Derby-driven initiative to promote Wright as it is 

intertwine d with the history of the town and the firm. 

The desire to promote Wright through the biography is also reflected in 

the production of the book. The Life and Works was published in two versions: a 

standard and a large paper copy [Fig. 188 and 189]. The latter were traditionally 

more expensive volumes published in smaller numbers often for subscription or 

presentation.1057 BemroseȭÓ is consistent with this, limited to a hundred copies, 

its high quality is evident in the heavy paper used and the India paper used for 

printing the inset illustrations [Fig. 190 and 191].1058 Nevertheless, the standard 

version is still an elaborate book and luxury item: both versions include large 

plates on high quality paper; the insets in both self-consciously imitate 

woodblock printi ng; both use advanced technology in their illustrations; and, 

both have large amounts of white space, a sign of extravagance.1059 

This is significant as the lavish materiality of the book served two main 

functions: conferring importance upon Wright and raising the reputation of the 

publishing firm. In regards to the latter, Bemrose and Sons already had an 

established reputation for high quality artistic volumes.1060 The Life and Works 

continued this, extending ÔÈÅ ÆÉÒÍȭÓ ÐÒÅÓÔÉÇÅ ÂÙ demonstrating its ability to 

produce sumptuous volumes and to contribute to art historical scholarship.1061 

Thus the $ÅÒÂÙ !ÄÖÅÒÔÉÓÅÒȭÓ praise is particularly pertinent, asserting that it was:  

the most perfect specimen of the art of printing which has ever, probably 

been produced in Derby, reminding one of the kindred genius of the 

Plantins, of Antwerp, who were alike princes of printing, friends of 

                                                        
1057 John Carter and Nicolas Barker, ABC for Book Collectors, 8th Edn. (London & Newcastle: Oak 
Knoll Press & The British Library, 2004), 139. 
1058 Elisabeth Fairman, Senior Curator of Rare Books and Manuscripts at the Yale Center for 
British Art, in discussion with the author, 8 October 2014. The standard version uses photographs 
of woodblocks instead. 
1059 Bemrose, House of Bemrose, 59-60 & 84; Elisabeth Fairman, in discussion with the author, 8 
October 2014. 
1060 Correspondent, Ȱ0ÁÒÉÓ %ØÈÉÂÉÔÉÏÎ !×ÁÒÄÓȢ 'ÏÌÄ -ÅÄÁÌ 7ÉÎÎÅÒÓȟȱ The Standard, 20 August 
1900. 
1061 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Derby Mercury, 23 December 1885. 
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Rubens, and patrons of art. All praise is due to Mr William Bemrose, who 

ÔÈÕÓȟ ÁÆÔÅÒ ÍÁÎÙ ÙÅÁÒÓȟ ÈÁÓ ÐÁÉÄ ÔÏ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ ×ÉÔÈ ÒÉÃÈÅÓÔ 

treasures and abundant interest, the tribute that was his due.1062 

As the $ÅÒÂÙ !ÄÖÅÒÔÉÓÅÒȭÓ ÃÏÍÍÅÎÔ ÔÈÁÔ ÔÈÅ ÂÏÏË ×ÁÓ ȬÔÈÅ ÔÒÉÂÕÔÅ ÔÈÁÔ ×ÁÓ 

ÈÉÓ ɍ7ÒÉÇÈÔȭÓɎ ÄÕÅȭ suggests, the books materiality also conferred importance and 

prestige upon the painter by visually asserting that he deserved rich recognition 

and commemoration. In particular, the volume drew upon the 18th-century 

ÔÒÁÄÉÔÉÏÎ ÏÆ ÇÌÏÒÉÏÕÓ ÇÉÆÔ ÂÏÏËÓ ÓÕÃÈ ÁÓ %ÒÁÓÍÕÓ $ÁÒ×ÉÎȭÓ Botanical Gardens 

which Bemrose owned and had quoted from in his 1864 biographical notice of 

Wright. 1063  This is evident in the leather bindings, gold detailing, elaborate 

letterheads, and marbled paper cover sheets of the volume, all of which were 

typical of 18th-century ȬÇÌÁÍÏÕÒ ÂÏÏËÓȭȢ1064 Again showing the expertise of the 

firm as they had won awards for antique binding in 1862, these features 

materially referenced Wright's fame in his own day, implying that his celebrity 

and the value of his work was enduring.1065  

#ÏÎÓÉÓÔÅÎÔ ×ÉÔÈ ÉÔÓ ÖÁÌÕÅ ÁÓ ÁÎ ȬÅÄÉÔÉÏÎ ÄÅ ÌÕØÅȭȟ ÔÈÅ ÂÉÏÇÒÁÐÈÙ ×ÁÓ printed 

by subscription (although it is not clear whether this applies to both versions of 

the book), the standard version costing £1.1s and the large paper copy costing 

double at £2.2s.1066 Whilst this price is not unusual for illustrated gift-books of 

the time, the cost underscores that it was intended to be a luxury item, 

representing Wright impressively.1067 IÔ ×ÁÓ ÐÒÅÄÉÃÔÅÄ ÔÈÁÔ ÉÔ ×ÏÕÌÄ ȬÂÅÃÏÍÅ ÏÎÅ 

                                                        
1062 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ Derby Advertiser, 25 December 1885, in Bemrose, Life and Works, extra-
illustrated vol., 141. 
1063 Catalogue of Old Derby, Chelsea-Derby, Worcester, Bow, Rockingham, and other China, Cabinet 
0ÉÃÔÕÒÅÓȟ 0ÁÉÎÔÉÎÇÓ ÂÙ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȣ #ÏÌÌÅÃÔÉÏÎ ÏÆ $ÅÒÂÙÓÈÉÒÅ "ÏÏËÓȟ 3ÍÁÌÌ ÁÎÄ 2ÁÒÅ #ÏÌÌÅÃÔÉÏÎ 
of Berlin Iron Jewellery, &c., &c. To be sold by auction by Messrs. Oliver, Newbold, & Oliver, on 
Wednesday, the 23rd Day of February, 1876. By order of Mr. W. Bemrose, Jun., who is changing 
residence (London & Derby: Bemrose and Sons, 1876), 16; Bemrose Jun., Biographical Notice, 20. 
1064 Elisabeth Fairman, in discussion with the author, 8 October 2014. 
1065 A. E. Owen-Jones, The Romance of a Century 1826-1926: Being a description of the House of 
Bemrose as a Modern Printing Organisation (Derby: Universal Printers Limited, 1926), 21. 
1066 Ȱ4ÈÅ 2ÅÁÄÅÒȟȱ The Graphic, ςπ &ÅÂÒÕÁÒÙ ρψψφȠ Ȱ'ÏÓÓÉÐ ÏÎ ÂÏÏËÓȟ ÍÕÓÉÃȟ ÁÎÄ ÁÒÔȟȱ The Leeds 
Mercury, 5 May 1883; Sir Francis Seymour Haden to William Bemrose, 19 April 188?; W. H. Wayne 
to Bemrose and Sons, 18 January 1886; F. C. Arkwright to William Bemrose, 12 January 1886; L. 
Solony? to William Bemrose, 22 December 1885, all in Bemrose, Life and Works, extra-illustrated 
vol., 129. 
1067 For example, in Birthday presents and bridal gifts: Catalogue of books of the best authors, in 
ÏÒÎÁÍÅÎÔÁÌ ÂÉÎÄÉÎÇÓȟ ÏÎ ÓÁÌÅ ÁÔ -ÕÄÉÅȭÓ 3ÅÌÅÃÔ ,ÉÂÒÁÒÙȟ ,ÏÎÄÏÎȣ (London: MudÉÅȭÓ 3ÅÌÅÃÔ ,ÉÂÒÁÒÙȟ 
ρψχψɊȟ ÔÈÅ ÐÒÉÃÅÓ ÒÁÎÇÅ ÆÒÏÍ ρςπ ÔÏ τ ÓÈÉÌÌÉÎÇÓȠ 'ÅÏÒÇÅ %ÌÉÏÔȭÓ Middlemarch in 4 vols., with half 
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of the most treasured and valuable volumes in the libraries of the gentry of this 

town and neighbourhood, and of criÔÉÃÓ ÔÈÒÏÕÇÈÏÕÔ %ÎÇÌÁÎÄ ÁÎÄ ÔÈÅ ×ÏÒÌÄȭȢ1068  

In "ÅÍÒÏÓÅȭÓ extra-illustrated copy of the biography there are letters of 

thanks from Frederick Charles Arkwright, representative of the Derbyshire 

gentry, and John Calcott Horsley, the treasurer of the Royal Academy 

[Fig.192]. 1069  These suggest that Bemrose had personally overseen the 

distribution of the books. The biography was immediately received as part of the 

ÐÁÉÎÔÅÒȭÓ ÍÁÔÅÒÉÁÌ ÃÏÍÍÅÍÏÒÁÔÉÏÎȢ As The Athenaeum ÁÓÓÅÒÔÅÄ ȬÉÎ ÔÈÉÓ 

handsome folio Mr. Bemrose has crowned his work of rehabilitating his relative 

ÉÎ ÔÈÅ ÅÙÅÓ ÏÆ ÔÈÅ ÇÅÎÅÒÁÌ ÐÕÂÌÉÃȭȢ1070 !Ó !ÕÓÔÉÎ $ÏÂÓÏÎ ÈÉÇÈÌÉÇÈÔÅÄ ÁÔ ÔÈÅ ÔÉÍÅȟ ȬÉÔ 

was in Derby that his name most lived on the tongues of men. But, as his 

biographer does not fail to point out, he deserves a wideÒ ÆÁÍÅ ÔÈÁÎ ÔÈÉÓȢȭ1071 

 

Ȭ(E DESERVES A WIDER FAMEȭ: THE DEPICTION OF WRIGHT THROUGH THE 

TEXT AND ILLUSTRATIONS OF THE LIFE AND WORKS  

"ÅÍÒÏÓÅȭÓ ÎÁÒÒÁÔÉÖÅ was also constructed according to the popular genre of 

ÁÒÔÉÓÔȭÓ ÌÉÖÅÓȢ1072 AÎ ÁÒÔÉÓÔȭÓ ÌÉÆÅ was seen as the key to unlocking the meaning of 

ÔÈÅÉÒ ×ÏÒË ×ÈÉÃÈȟ ÉÎ ÔÕÒÎȟ ×ÁÓ ÃÏÎÓÉÄÅÒÅÄ ÔÏ ÈÁÖÅ ȬÁ ÐÅÒÓÏÎÁÌÉÔÙȭ ÉÎ ÉÔÓÅÌÆȢ1073 

Bemrose adopted such tropes of the genre as interspersing the narrative with 

ÒÅÐÒÏÄÕÃÔÉÏÎÓ ÏÆ ÃÏÒÒÅÓÐÏÎÄÅÎÃÅ ÁÎÄ ÅÐÈÅÍÅÒÁ ÒÅÌÁÔÅÄ ÔÏ ÔÈÅ ÁÒÔÉÓÔȭÓ life or 

anecdotes [Fig.193].1074 For example, in recounting tales of people confusing 

7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ×ÉÔÈ ÒÅÁÌ ÏÂÊÅÃÔÓ "ÅÍÒÏÓÅ ×ÁÓ ÄÒÁ×ÉÎÇ ÕÐÏÎ Á ÔÒÁÄÉÔÉÏÎ ÔÈÁÔ 

                                                        
morocco binding is 21 shillings, the equivalent to the standard copy of The Life and Works of 
Joseph Wright.  
1068 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ Derbyshire Advertiser, 25 December 1885, in Bemrose, Life and Works, 
extra-illustrated vol., 141. 
1069 Bemrose, Life and Works, extra-illustrated vol., 129-135. 
1070  Ȱ4ÈÅ ,ÉÆÅ ÁÎÄ 7ÏÒËÓ ÏÆ *ÏÓÅÐÈ 7ÒÉÇÈÔȟ !Ȣ2Ȣ!Ȣȟ ÃÏÍÍÏÎÌÙ ÃÁÌÌÅÄ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȱȟȱ The 
Athenaeum, no.3063 (July, 1886), 55. 
1071 !ÕÓÔÉÎ $ÏÂÓÏÎȟ Ȱ&ÉÎÅ !ÒÔȟȱ The Academy, no.737 (June 1886), 438. 
1072 Codell, Victorian Artist, 2. 
1073 John Evan Hodgson, Fifty Years of British Art, as illustrated by the pictures and drawings in the 
Manchester Royal Jubilee Exhibition, 1887 (Manchester: John Heywood, 1887), 30. 
1074 David Amigoni, ed., Life Writing and Victorian Culture (Aldershot: Ashgate Publishing Limited, 
2006), 29. 
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×ÅÎÔ ÂÁÃË ÔÏ !ÐÅÌÌÅÓȢ 3ÉÍÉÌÁÒÌÙȟ ÂÙ ÅÓÔÁÂÌÉÓÈÉÎÇ 7ÒÉÇÈÔȭs middle-class genealogy 

and detailing his childhood Bemrose again replicated an established mode 

whereby the early years were privileged as the origins for the adult artist. For 

example, Bemrose linked 7ÒÉÇÈÔȭÓ ÅÁÒÌÙ ÉÎÔÅÒÅÓÔ ÉÎ ÍÅÃÈÁÎÉÃÓ with his later 

industrial and scientific paintings.1075 Thus, although not greeted with universal 

approval, The Art Journal scathingly remarking ÔÈÁÔ ÔÈÅ ȬÐÁÇÅÓ ÁÒÅ ÏÃÃÕÐÉÅÄ ×ÉÔÈ 

the usual mainstay of biographers ɀ letters, descriptions of important pictures, 

ÁÎÄȣ ÆÁÍÉÌÙ ÄÅÔÁÉÌÓȭ, The Life ÕÎÄÅÒÓÃÏÒÅÓ "ÅÍÒÏÓÅȭÓ familiarity with the 

genre.1076 

Bemrose carefully depicted Wright as an ideal citizen, committed to his 

work, and closely tied to Derby [Fig.194]. His portrayal was of an exemplary man: 

liberal, continually learning, a family man and a Derby man. Thus, whilst 

ÃÏÎÔÉÎÕÉÎÇ ÔÈÅ ÉÄÅÁ ÏÆ 7ÒÉÇÈÔȭÓ ÌÉÂÅÒÁÌÉÔÙ ÁÎÄ ÄÅÄÉÃÁÔÉÏÎ ÔÏ ÈÉÓ ÁÒÔȟ ÔÈÉÓ ÒÅÐÒÅÓÅÎÔÓ 

a considerable shift from his immediate posthumous representation as he is 

shown as a public, sociable figure. Bemrose confined his sensitivity to his 

constitution and tÅÍÐÅÒÅÄ ÈÉÓ ÒÅÆÅÒÅÎÃÅÓ ÔÏ 7ÒÉÇÈÔȭÓ ÄÅÐÒÅÓÓÉÏÎȠ ÔÈÕÓȟ ×ÈÉÌÓÔ 

Á×ÁÒÅ ÏÆ 7ÒÉÇÈÔȭÓ ÉÌÌÎÅÓÓȟ ÖÕÌÎÅÒÁÂÉÌÉÔÙ ÁÎÄ ÓÅÌÆ-ÄÏÕÂÔ ÔÈÒÏÕÇÈ ÔÈÅ ÐÁÉÎÔÅÒȭÓ 

ÃÏÒÒÅÓÐÏÎÄÅÎÃÅ ×ÉÔÈ 7ÉÌÌÉÁÍ (ÁÙÌÅÙ ɉÉÎÓÅÒÔÅÄ ÉÎ "ÅÍÒÏÓÅȭÓ ÅØÔÒÁ-illustrated 

volume) he describes him as [Fig.195]:1077 

Respected and honoured by his townsmen, and enjoying the close 

intimacy and friendship of men eminent by their position and 

distinguished by their talents in literature and art, he passed his days in 

the midst of those he loved, industriously labouring at his profession, 

although at times suffering from long periods of nervous depression 

until his death in 1797.1078 

Subsequently, his success is shown to be hard-earned and well-deserved, a 

representation endorsed by the list of his paintings in the biography emphasising 

his productivity and labour [Fig.196]. 

                                                        
1075 Codell, Victorian Artist, 181; Bemrose, Life and Works, 52. 
1076 Ȱ!ÒÔ .ÏÔÅÓ ÁÎÄ 2ÅÖÉÅ×Óȟȱ The Art Journal 12 (1886), 96. 
1077 Bemrose, Life and Works, extra-illustrated vol., 148-152. 
1078 Bemrose, Life and Works, 5. 
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 Bemrose stresses that alongside his work ethic Wright was a well-

rounded character; far from being isolated he portrays him as a family man with 

a close circle of friends. He notes that Wright participated in ÈÉÓ ÃÈÉÌÄÒÅÎȭÓ ÐÌÁÙȠ 

that he loved music, playing the flute and joining in weekly concerts with his 

friends; and, that in later years, he enjoyed days drawing with Thomas 

Gisborne.1079  3ÔÒÅÓÓÉÎÇ 7ÒÉÇÈÔȭÓ ÇÅÎÉÁÌÉÔÙ ÆÕÒÔÈÅÒȟ ÈÅ ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ ÐÁÉÎÔÅÒȭÓ 

generosÉÔÙ ÉÎ ÈÉÓ ÓÔÁÔÅÍÅÎÔ ÔÈÁÔ ȬÏÆ ÈÉÓ ÌÉÂÅÒÁÌÉÔÙ ÓÕÆÆÉÃÉÅÎÔ ÐÒÏÏÆ ÉÓ ÁÆÆÏÒÄÅÄ ÂÙ ÈÉÓ 

ÎÕÍÅÒÏÕÓ ÇÉÆÔÓ ÏÆ ÖÁÌÕÁÂÌÅ ÐÉÃÔÕÒÅÓ ÔÏ ÉÎÄÉÖÉÄÕÁÌÓȭȢ1080 Thus he continues with 

the earlier representation of Wright as detached from commercial concerns, 

valuing friendship and honesty instead. In this respect, the narrative moulded 

Wright into the exemplar of a British artist: middle-class, sociable, domestic, 

liberal, and modest.1081 

 7ÉÔÈÉÎ ÔÈÉÓȟ $ÅÒÂÙ ÉÓ ÎÏÔ ÊÕÓÔ ÔÈÅ ÂÁÃËÄÒÏÐ ÔÏ 7ÒÉÇÈÔȭÓ ÂÉÏÇÒÁÐÈÙȠ 

Bemrose credits the town with shaping the man and his work into the ideal 

British artist. Rather than re-ÏÒÉÅÎÔÁÔÉÎÇ 7ÒÉÇÈÔȭÓ ÓÔÏÒÙ ÔÏ×ÁÒÄÓ ,ÏÎÄÏÎȟ $ÅÒÂÙ 

ÒÅÍÁÉÎÓ ÃÅÎÔÒÁÌ ÁÓ ÉÓ ÁÐÐÁÒÅÎÔ ÉÎ ÔÈÅ ÅÍÐÈÁÓÉÓ ÕÐÏÎ 7ÒÉÇÈÔȭÓ ÈÏÕÓÅÓȢ 7Èereas 

his house in Italy, Liverpool and Bath are either skimmed over or omitted 

ÃÏÍÐÌÅÔÅÌÙȟ ÈÉÓ ÂÉÒÔÈÐÌÁÃÅ ÁÎÄ Ô×Ï ÈÏÕÓÅÓ ÉÎ $ÅÒÂÙ ÁÒÅ ÉÌÌÕÓÔÒÁÔÅÄȟ ÔÈÅ 3Ô (ÅÌÅÎȭÓ 

house described as an old building on the outskirts of the town to which Wright 

was well-suited and his Queen Street house described, less pleasantly, as Á ȬÄÕÌÌ 

ÐÒÏÓÐÅÃÔ ÆÏÒ ÈÉÍȭ [Fig. 197 to 199]. 1082  Characteristic of the 19th-century 

preoccupation with artists or writers homes, evident in the market for books like 

7ÉÌÌÉÁÍ (Ï×ÉÔÔȭÓ Homes and Haunts of the Most Eminent British Poets, by pin-

pointing particul ar places related to Wright Bemrose was appealing to this taste 

and its accompanying tourist industry. 1083  Additionally, this also reinforced 

$ÅÒÂÙ ÁÓ 7ÒÉÇÈÔȭÓ ÈÏÍÅÔÏ×Î ÂÙ situating him there visually and textually. 

 $ÅÒÂÙȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍ ×ÁÓ ÊÕÄÉÃÉÏÕÓÌÙ ÒÅÆÒamed so that it appeared as a 

ÎÕÒÔÕÒÉÎÇ ÅÎÖÉÒÏÎÍÅÎÔ ÉÎ ×ÈÉÃÈ 7ÒÉÇÈÔȭÓ ÁÒÔ ÃÏÕÌÄ ÂÅ ÃÕÌÔÉÖÁÔÅÄ ÁÎÄ ÈÉÓ 

                                                        
1079 Bemrose, Life and Works, 9. 
1080 Ibid, 24. 
1081 Codell, Victorian Artist, 74-77. 
1082 Bemrose, Life and Works, 51 & 102. 
1083 Howitt.  
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versatility developed.1084 3ÕÂÓÅÑÕÅÎÔÌÙȟ 7ÒÉÇÈÔȭÓ ÉÄÅÎÔÉÔÙ ÁÎÄ ÓÔÁÔÕÓ ÁÓ Á local 

artist was also positively recast as Derby was not presented as a poor second to 

London. Derby became re-presented as a distinctive and important aspect of 

7ÒÉÇÈÔȭÓ ÉÄÅÎÔÉÔÙ ÁÓ ÉÔ ×ÁÓ ÃÏÕÐÌÅÄ ×ÉÔÈ ÈÉÓ ÃÈÁÒÁÃÔÅÒȟ ÁÒÔ ÁÎÄ ÓÕÃÃÅÓÓȟ Á 

ÃÉÒÃÕÍÓÔÁÎÃÅ ×ÈÉÃÈ ÁÌÓÏ ÆÁÃÉÌÉÔÁÔÅÄ ÈÉÓ ÁÐÐÒÏÐÒÉÁÔÉÏÎ ÉÎÔÏ ÔÈÅ ÔÏ×ÎȭÓ ÃÕÌÔÕÒÅ ÏÆ 

civic commemoration and pantheon of local worthies. Therefore, whilst 

aÃËÎÏ×ÌÅÄÇÉÎÇ ÔÈÁÔ ȬÐÅÒÈÁÐÓ ÔÈÅ ÏÒÄÉÎÁÒÙ ÁÆÆÉØ ÔÏ 7ÒÉÇÈÔȭÓ ÎÁÍÅ ÈÁÓ ÔÏ ÓÏÍÅ 

ÅØÔÅÎÔ ÉÎÔÅÒÆÅÒÅÄ ×ÉÔÈ ÈÉÓ ÒÅÐÕÔÁÔÉÏÎȭȟ "ÅÍÒÏÓÅ suggests that this is grounded 

ÕÐÏÎ ÔÈÅ ÍÉÓÃÏÎÃÅÐÔÉÏÎ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍ was synonymous with 

limited talent and importance. 

 As well as consolidating 7ÒÉÇÈÔȭÓ relationship with Derby, in the 

biography his position within British art history was reappraised, primarily in 

the preface to the book. This was written by Monkhouse who had championed 

Wright in 1883 and ×ÁÓ ÃÒÅÄÉÔÅÄ ÂÙ ÃÏÎÔÅÍÐÏÒÁÒÉÅÓ ÁÓ ȬÆÏÒÅÍÏÓÔȟ ÁÎÄ ÁÌÍÏÓÔ 

ÁÌÏÎÅȟ ÉÎ ÈÉÓ ÅÎÄÅÁÖÏÕÒÓ ÔÏ ÅÓÔÁÂÌÉÓÈ Á ÓÏÕÎÄ ÁÎÄ ÆÉÎÁÌ ÅÓÔÉÍÁÔÅ ÏÆ 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ 

ÉÎ %ÎÇÌÉÓÈ ÁÒÔȭȢ1085 For Monkhouse Wright was a solid, gifted painter but not a 

genius, as is epitomised in his assertion that:  

)Ô ×ÉÌÌȣ ÂÅ ÇÅÎÅÒÁÌÌÙ ÁÃËÎÏ×ÌÅÄÇÅÄ ÔÈÁÔ ÂÅÔ×ÅÅÎ ÓÕÃÈ ÎÁÍÅÓ ÁÓ 

Hogarth, Reynolds, Gainsborough, and Wilson, and such as West, 

Northcote, Barry and Hamilton, there is a gap ɀ sensibly to be felt. In 

this gap, but near to the greater than lesser men, a place has of late 

years been found for Romney It is but a modest claim for Wright that 

the same distinction should be accorded to him.1086 

 "ÅÍÒÏÓÅȭÓ ÎÁÒÒÁÔÉÖÅ builds ÕÐÏÎ -ÏÎËÈÏÕÓÅȭÓ ÔÈÅÍÅÓ. For example, he 

recognises the influence of Hudson in his early portraits, signalling a more old 

fashioned style and he cites the 1883 exhibition ÁÓ ÐÒÏÏÆ ÏÆ 7ÒÉÇÈÔȭÓ ÖÅÒÓÁÔÉÌÉÔÙȟ 

ÄÉÓÐÅÌÌÉÎÇ ÔÈÅ ȬÉÌÌÕÓÉÏÎȭ ÔÈÁÔ ÈÅ ÏÎÌÙ ÐÁÉÎÔÅÄ ÌÉÇÈÔ ÅÆÆÅÃÔÓȢ1087 However, it is also in 

regards to this braÎÃÈ ÏÆ 7ÒÉÇÈÔȭÓ ÁÒÔ ÔÈÁÔ "ÅÍÒÏÓÅ ÇÏÅÓ ÆÕÒÔÈÅÒ ÔÈÁÎ -ÏÎËÈÏÕÓÅȟ 

                                                        
1084 Bemrose, Life and Works, 5. 
1085 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Saturday Review 61, no.1589 (April 1886), 516. 
1086 -ÏÎËÈÏÕÓÅȟ Ȱ0ÒÅÆÁÃÅȟȱ ÖȢ 
1087 Bemrose, Life and Works, 50 & 74. 
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ÃÌÁÉÍÉÎÇ ÔÈÁÔ 7ÒÉÇÈÔ ×ÁÓ ÁÔ ÔÈÅ ÆÏÒÅÆÒÏÎÔ ÏÆ "ÒÉÔÉÓÈ ÁÒÔ ÁÓ ÁÎ ȬÉÎÎÁÔÅ ÇÅÎÉÕÓȭ ÁÎÄ 

innovator in light effects.1088 

 Monkhouse states, ȬÔÈÅ ÎÁÍÅ ÏÆ *ÏÓÅÐÈ 7ÒÉÇÈÔȟ ÏÆ $ÅÒÂÙȟ ÏÎÃÅ ÏÆ ÈÉÇÈ 

repute among %ÎÇÌÉÓÈ !ÒÔÉÓÔÓȟ ÈÁÓȣ ÓÕÎËȟ ÁÌÔÏÇÅÔÈÅÒ ÕÎÄÅÓÅÒÖÅÄÌÙȟ ÉÎÔÏ Á ÓÔÁÔÅ ÏÆ 

semi-ÏÂÌÉÖÉÏÎȭȢ1089 Whilst the neglected artist was a trope of the time, Stubbs 

ÓÉÍÉÌÁÒÌÙ ÂÅÉÎÇ ÄÅÓÃÒÉÂÅÄ ÁÓ ȬÁ ÐÁÉÎÔÅÒ ×ÈÏ ÏÃÃÕÐÉÅÄ ÈÉÇÈ ÐÌÁÃÅ ÉÎ ÈÉÓ ÔÉÍÅȟ ÂÕÔ 

×ÈÏ ÉÓ ÎÏ× ÏÖÅÒÌÏÏËÅÄȭȟ ÔÈÅ connection made to place is specific to Wright.1090 

4ÈÉÓ ÉÓ ÂÕÉÌÔ ÕÐÏÎ ÉÎ "ÅÍÒÏÓÅȭÓ ÄÉÓÃÕÓÓÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ,ÏÎÄÏÎ 

ÁÓ ÈÅ ÃÏÎÔÅÎÄÓ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÎÅÇÌÅÃÔ ÂÅÇÁÎ ÄÕÒÉÎÇ ÈÉÓ ÌÉÆÅÔÉÍÅ ÄÕÅ ÔÏ the 

!ÃÁÄÅÍÙȭÓ ÂÉÁÓ ÁÇÁÉÎÓÔ ÈÉÍȢ1091  Using John Leigh PhilipsȭÓ ÃÏÒÒÅÓÐÏÎÄÅÎÃÅȟ 

"ÅÍÒÏÓÅ ÃÌÁÉÍÓ ÔÏ ÇÉÖÅ Á ÔÒÕÅ ÁÃÃÏÕÎÔȟ ÈÅÁÖÉÌÙ ÃÒÉÔÉÃÉÓÉÎÇ ÔÈÅ 2ÅÄÇÒÁÖÅÓȭÓ 

judgement of Wright in 1866 [Fig.200].1092 4ÈÕÓȟ ÆÏÒ "ÅÍÒÏÓÅȟ ÉÔ ×ÁÓ ÎÏÔ 7ÒÉÇÈÔȭÓ 

provincialism but his chequered relationship with the Academy that led to his 

neglect and continued to damage his reputation nationally, further reiterating the 

image of the Academy, and thus London, as the home of petty illiberalism with 

Derby its opposite. Wright of Derby is, therefore, synonymous with Wright Ȭnot 

of Londonȭ ÉÎ ÒÅÓÐÅÃÔ to the politics and values of the places but not in regards to 

his stature as an artist. This is also ÃÏÎÓÏÌÉÄÁÔÅÄ ÂÙ "ÅÍÒÏÓÅȭÓ ÅÍÐÈÁÓÉÓ ÕÐÏÎ 

7ÒÉÇÈÔȭÓ ÉÎÔÅÒÁÃÔÉÏÎ ×ÉÔÈ ÍÅÍÂÅÒÓ ÏÆ ÔÈÅ ,ÏÎÄÏÎ ÁÒÔ ×ÏÒÌÄȟ ÈÉÇÈÌÉÇÈÔÉÎÇ ÈÉÓ 

training alongside Reynolds and Mortimer; his recognition from Wilson, who 

ÆÁÍÏÕÓÌÙ ÓÁÉÄ ÔÏ 7ÒÉÇÈÔ Ȭ)ȭÌÌ ÇÉÖÅ ÙÏÕ air, ÁÎÄ ÙÏÕȭÌÌ ÇÉÖÅ ÍÅ ÆÉÒÅȭ; and, the artists 

and writers he associated with, like William Hayley [Fig.201].1093 Consequently, 

Wright was re-presented as local and national. 

 This written account of Wright was also complemented and reinforced by 

the illustrations in the volume, particularly as they were received with such 

approbation at the  ÔÉÍÅȟ ÏÎÅ ÒÅÖÉÅ×ÅÒ ÁÓÓÅÒÔÉÎÇ ÔÈÁÔ ȬÔÈÅÒÅ ÉÓ ÎÏÔ ÁÎ ÉÌÌÕÓÔÒÁÔÉÏÎ 

in the volume that does not ÍÅÒÉÔ ÐÒÁÉÓÅ ÏÆ ÓÏÍÅ ÓÏÒÔȭȢ1094 The volume had two 

                                                        
1088 Bemrose, Life and Works, 11. 
1089 -ÏÎËÈÏÕÓÅȟ Ȱ0ÒÅÆÁÃÅȟȱ ÖȢ 
1090 Joseph Mayer, Early Exhibitions of Art in Liverpool, with some notes for a memoir of George 
Stubbs, R.A. (Liverpool: Privately Printed, 1876), 93. 
1091 Bemrose, Life and Works, chapter six, 57-68. 
1092 Ibid , 58. 
1093 Ibid , 8, 53 & 58-60. 
1094 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Derby Mercury, 23 December 1885. 
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types of illustration: insets within the text and stand-alone plates interspersed 

throughout the biography. The former are generally stylised or simplified, small-

scale images intended as an accompaniment to the narrative rather than as a 

ÍÅÁÓÕÒÅ ÏÆ 7ÒÉÇÈÔȭÓ ÏÅÕÖÒÅ [Fig.202]. Additionally, the few that do reproduce 

7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÁÒÅ ÐÒÅÄÏÍÉÎÁÎÔÌÙ ÌÉÇÈÔ ÅÆÆÅÃÔÓȟ ÓÕÇÇÅÓÔÉÎÇ ÔÈÁÔ ÔÈÉÓ ÁÓÐÅÃÔ ÏÆ 

ÈÉÓ ÁÒÔ ×ÁÓ ÓÔÉÌÌ ÖÉÓÕÁÌÌÙ ÐÒÅÓÅÎÔ ÄÅÓÐÉÔÅ ÔÈÅ ÎÁÒÒÁÔÉÖÅȭÓ ÅÍÐÈÁÓÉÓ ÕÐÏÎ 7ÒÉÇÈÔȭÓ 

diversity, a concern that echoes the reviews of the earlier exhibition [Fig.203]. On 

the other hand, the latter consists of seven plates printed on heavier, higher 

quality paper and occupying full pages. All but three are reproduced by Da×ÓÏÎȭÓ 

Positive Etching process, a photographic printing technique in which a carbon 

print was made from a negative then coated in gold and used to make a copper 

plate through electrotyping. 1095  As such photographic techniques enabled 

accurate reproductions of originals to be made with relative ease, the use of 

$Á×ÓÏÎȭÓ ÐÒÏÃÅÓÓ ÓÕÇÇÅÓÔÓ ÔÈÅ ÃÏÎÃÅÒÎ ÔÏ ÒÅÐÒÅÓÅÎÔ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÆÁÉÔÈÆÕÌÌÙȟ 

conveying their quality and character through the reproduction.1096 

 The subject matter of the plates is significant: they reproduce the self-

portrait Wright gifted to Gisborne; 4ÈÅ 4×ÉÎÓȠ -ÁÒÉÁ ÆÒÏÍ 3ÔÅÒÎÅȭÓ Ȭ3ÅÎÔÉÍÅÎÔÁÌ 

*ÏÕÒÎÅÙȭȠ *ÏÓÅÐÈ ÁÎÄ (ÁÒÒÉÅÔȟ Ô×Ï ÏÆ 7ÒÉÇÈÔȭÓ ÃÈÉÌÄÒÅÎȠ %Ä×ÉÎ ÆÒÏÍ $ÒȢ "ÅÁÔÔÉÅȭÓ 

Ȭ-ÉÎÓÔÒÅÌȭȠ ÁÎÄ Ô×Ï ÃÏÎÖÅÒÓÁÔÉÏÎ ÐÉÅÃÅÓ ÏÆ 2ÉÃÈÁÒÄ !ÒË×ÒÉÇÈÔȭÓ ÃÈÉÌÄÒÅÎȢ As these 

are all portraits, Bemrose highlighting that the Maria and Edwin represent real 

people as well as literary subjects, the plates build upon the exhibition of 1883 in 

drawing attention to his talents in this genre [Fig. 204 and 205].1097  

Furthermore, they are predominantly portraits of children, an aspect of 

7ÒÉÇÈÔȭÓ ×ÏÒË ÔÈÁÔ ÈÁÄ ÐÒÅÖÉÏÕÓÌÙ ÇÏÎÅ ÕÎÎÏÔÉÃÅÄ. Such pictures were highly 

popular in the 19th-century, ÃÏÎÓÉÓÔÅÎÔ ×ÉÔÈ ÔÈÅ ȬÔÁÎÇÉÂÌÅ ÃÕÌÔ ÏÆ ÃÈÉÌÄÈÏÏÄȭ ÏÆ ÔÈÅ 

time, ÁÓ ÉÓ ÅÖÉÄÅÎÔ ÉÎ (ÅÎÒÙ "ÌÁÃËÂÕÒÎȭs allusion to their proliferation as he 

ÂÅÍÏÁÎÅÄ ÔÈÅ ȬÆÁÍÉÌÙ ÏÆ ÌÉÔÔÌÅ ÃÈÉÌÄÒÅÎ ÍÅÅÔÉÎÇ ÕÓ ÁÔ ÅÖÅÒÙ ÔÕÒÎ ÉÎ ÎÅÁÒÌÙ ÅÖÅÒÙ 

ÍÉÎÏÒ ÅØÈÉÂÉÔÉÏÎȭȢ1098 *ÏÈÎ %ÖÅÒÅÔÔ -ÉÌÌÁÉÓȭ Cherry Ripe, 1880, is an important 

                                                        
1095 Raymond Lister, Prints and Printmaking: A dictionary and handbook  of the art in nineteenth-
century Britain (London: Methuen, 1984), 94. 
1096 Lister, 66. 
1097 Bemrose, Life and Works, 69. 
1098  3ÏÎÉÁ 3ÏÌÉÃÁÒÉȟ Ȱ3ÅÌÌÉÎÇ 3ÅÎÔÉÍÅÎÔȡ 4ÈÅ #ÏÍÍÏÄÉÆÉÃÁÔÉÏÎ ÏÆ %ÍÏÔÉÏÎ ÉÎ 6ÉÃÔÏÒÉÁÎ 6ÉÓÕÁÌ 
#ÕÌÔÕÒÅȟȱ 19: Interdisciplinary Studies in the Long Nineteenth Century 4 (2007), DOI: 
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example ÏÆ ÔÈÉÓ ÔÁÓÔÅȠ ÂÁÓÅÄ ÕÐÏÎ 2ÅÙÎÏÌÄÓȭ ρχψψ ÐÏÒÔÒÁÉÔ of Penelope Boothby 

it demonstrates the popularity of fancy pictures, the renewed interest in the 

18th-century, and the pride in national art [Fig. 206 and 207]. During the 1880s 

Georgian England was increasingly perceived as a Golden Age, when the nation 

was prosperous, at peace, rural, and enriched by great artists.1099 As a result of 

this, Laura Bradley has argued, that such images of children, particularly those 

referencing Reynolds or Gainsborough, were a means of invoking this reassuring 

and idealised agÅȟ ÁÌÌÕÄÉÎÇ ÔÏ ÔÈÅ ÎÁÔÉÏÎȭÓ ÇÌÏÒÉÏÕÓ ÃÕÌÔÕÒÁÌ ÈÅÒÉÔÁÇÅȢ1100  

The Twins and Edwin received further attention as etchings by Sir Francis 

Seymour Haden: ÔÈÒÏÕÇÈ ÔÈÅÉÒ ÉÎÃÌÕÓÉÏÎ ȬÔÈÅ ÉÎÔÅÒÅÓÔ ÏÆ ÔÈÅ ÖÏÌÕÍÅ ×ÉÌÌ ÔÈÅÒÅÂÙ 

ÅÎÈÁÎÃÅÄȭ [Fig.208].1101 Haden was a well-known etcher and advocate for the 

medium, becoming one of its most important spokesmen in the 19th-century. He 

campaigned for etchers to be recognised as academicians and was the first 

president of the Society of Painter-Etchers, founded in 1880.1102 Like Monkhouse, 

ÈÉÓ ÃÏÎÔÒÉÂÕÔÉÏÎ ÒÁÉÓÅÄ ÔÈÅ ÐÒÅÓÔÉÇÅ ÏÆ ÔÈÅ ÂÉÏÇÒÁÐÈÙȠ ÁÓ ÏÎÅ ÒÅÖÉÅ×ÅÒ ÎÏÔÅÄ ȬÔÈÅ 

conjunction of names on the title-ÐÁÇÅȣ ÅØÐÒÅÓÓÅÓ Á ÎÁÔÕÒÁÌ ÃÏÎÃÉÎÎÉÔÙȢȭ1103 

Additionally, Haden had a personal motivation  as he had a long-standing interest 

in Wright (evident in his attendance at the 1883 exhibition and etching of Edwin 

prior to the biography) and was related to Thomas Haden, the sitter in Edwin, 

and Ann and Sarah Haden, the two women in The Twins.1104 The etchings were, 

therefore, a commemoration of his ancestors and an expression of his admiration 

of Wright. 

 These etchings are also distinctive as they are not exact reproductions but 

original piecesȟ ÄÉÓÐÌÁÙÉÎÇ (ÁÄÅÎȭÓ ÓËÉÌÌ ÁÎÄ ÁÒÔÉÓÔÉÃ ÐÅÒÓÏÎÁÌÉÔÙȢ )Î ÔÈÉÓ ÔÈÅÙ 

                                                        
ÈÔÔÐȡȾȾÄÏÉȢÏÒÇȾρπȢρφωωυȾÎÔÎȢτυψȠ (ÅÎÒÙ "ÌÁÃËÂÕÒÎȟ Ȱ%ÎÇÌÉÓÈ !ÒÔ ÉÎ ρψψσȟȱ The National Review 
2, no.7 (September 1883), 50.  
1099 ,ÁÕÒÁ "ÒÁÄÌÅÙȟ Ȱ&ÒÏÍ %ÄÅÎ ÔÏ %ÍÐÉÒÅȡ *ÏÈÎ %ÖÅÒÅÔÔ -ÉÌÌÁÉÓȭÓ Ȱ#ÈÅÒÒÙ 2ÉÐÅȱȟȱ Victorian Studies 
34, no.2 (1991), 184 & 190. 
1100 Ibid, 179-203. 
1101 Ȱ,ÏÃÁÌ 4ÏÐÉÃÓȟȱ The Derby Mercury, 6 June 1883. 
1102  !Ȣ -Ȣ (ÉÎÄȟ Ȱ(ÁÄÅÎȟ 3ÉÒ &ÒÁÎÃÉÓ 3ÅÙÍÏÕÒ ɉρψρψ-ρωρπɊȟȱ /ØÆÏÒÄ $ÉÃÔÉÏÎÁÒÙ ÏÆ .ÁÔÉÏÎÁÌ 
Biography, rev. E. Chambers, last modified October 2005, accessed 10 October 2016, 
http://www.oxforddnb.com/view/article/33627?docPos=1 . 
1103 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Saturday Review 61, no.1589 (April 1886), 516. 
1104  Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟ %ØÈÉÂÉÔÉÏÎ ÏÆ ÈÉÓ ÐÉÃÔÕÒÅÓȢ 4ÈÅ -ÁÙÏÒȭÓ #ÏÎÖÅÒÓÁÚÉÏÎÅȟȱ Derbyshire 
Advertiser, 22 March 1883, in Bemrose, Life and Works, extra-illustrated vol., 176. 
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exemplify (ÁÄÅÎȭÓ ÁÒÇÕÍÅÎÔ ÔÈÁÔ ÅÔÃÈÉÎÇ ×ÁÓ Á Íeans of original expression, 

there being a distinction between painter-etchers who interpret and 

reproductive engravers who copy.1105 They were, therefore, implicated in the 

debates around the status of etchers and their work, Wright becoming associated 

with the etching revival of the 1880s. In particular, it allied Wright with 

ÃÏÎÔÅÍÐÏÒÁÒÙ ÃÏÎÃÅÒÎÓ ÒÅÇÁÒÄÉÎÇ ÔÈÅ !ÃÁÄÅÍÙȭÓ ÅÌÉÔÉÓÍ ÁÎÄ ÔÈÅ ÎÅÅÄ ÆÏÒ 

ÉÎÓÔÉÔÕÔÉÏÎÁÌ ÁÃÃÅÐÔÁÎÃÅ ÆÏÒ ÓÕÃÃÅÓÓ ÁÓȟ ÔÈÒÏÕÇÈ "ÅÍÒÏÓÅȭÓ ÎÁÒÒÁÔÉÖÅȟ 7ÒÉÇÈÔ ×ÁÓ 

presented as an example of the neglect resulting from ÔÈÅ !ÃÁÄÅÍÙȭÓ ÓÍÁÌÌ-

mindedness and illiberality.  

"ÅÍÒÏÓÅȭÓ ÂÉÏÇÒÁÐÈÙ ÒÅÐÒÅÓÅÎÔÓ 7ÒÉÇÈÔ ÁÓ part of the 18th-century canon 

ÏÆ "ÒÉÔÉÓÈ ÐÁÉÎÔÅÒÓȢ 4ÈÅ ÎÁÒÒÁÔÉÖÅ ÁÆÆÉÒÍÓ 7ÒÉÇÈÔȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍȟ ÓÉÔÕÁÔÉÎÇ ÈÉÍ 

within Derby ɀ as do the illustrations in their representation of local people ɀ at 

the same time as it asserts WrÉÇÈÔȭÓ national stature. Consequently, Derby is no 

longer presented as a measure of his merit as a painter or as a limitation to his 

posthumous reputation. This is apparent in 4ÈÅ !ÔÈÅÎÁÅÕÍȭÓ positive view of 

7ÒÉÇÈÔ ÐÒÏÍÐÔÅÄ ÂÙ ÔÈÅ ÂÉÏÇÒÁÐÈÙ ÁÓ ȬÏÎÅ ÏÆ ÔÈÏÓÅ ÂÅÓÔ ÁÓ ×ÅÌÌ ÁÓ ÏÎÅ ÏÆ ÔÈÅ ÌÁÓÔ 

ÏÆ ÏÕÒ ÐÕÒÅÌÙ ÐÒÏÖÉÎÃÉÁÌ ÁÒÔÉÓÔÓȭ ÁÌÏÎÇÓÉÄÅ 3ÔÕÂÂÓ ÁÔ ,ÉÖÅÒÐÏÏÌȟ #ÒÏÍÅ ÁÔ .ÏÒ×ÉÃÈȟ 

and others.1106   

 

Ȭ!N ACCOUNT GIVEN CON AMOREȭ: WILLIAM BEMROSEȭS EXTRA-

ILLUSTRATED COPY OF THE BIOGRAPHY 

Popular during the 18th and 19th centuries, extra-illustration was the practice of 

Ȭcustomisingȭ books with various images and ephemera, thus staging an 

individual reading of the text.1107 As such extra-illustra ted volumes displayed the 

personal taste, interest, engagement and interaction of the owner with the text, 

creating a sense of exhibition that was compounded by the frequently public 

                                                        
1105 Francis Seymour Haden, The Relative Claims of Etching and Engraving to rank as Fine Arts, and 
to be represented as such in the Royal Academy of Arts (London: Metchim and Son, 1883), 5 & 13. 
1106  Ȱ4ÈÅ ,ÉÆÅ ÁÎÄ 7ÏÒËÓ ÏÆ *ÏÓÅÐÈ 7ÒÉÇÈÔȟ !Ȣ2Ȣ!Ȣȟ ÃÏÍÍÏÎÌÙ ÃÁÌÌÅÄ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȱȟȱ The 
Athenaeum, no.3063 (July 1886): 55. 
1107  ,ÕÃÙ 0ÅÌÔÚȟ Ȱ&ÁÃÉÎÇ ÔÈÅ 4ÅØÔȡ ÔÈÅ ÁÍÁÔÅÕÒ ÁÎÄ ÃÏÍÍÅÒÃÉÁÌ ÈÉÓÔÏÒÉÅÓ ÏÆ ÅØÔÒÁ-illustration, 
c.1770-ρψτπȟȱ Én Owners, annotators and the signs of reading, ed. Robin Myers, Michael Harris and 
Giles Mandelbrote (London & New Castle: Oak Knoll & The British Library, 2005), 91. 
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consumption of the book and their continued expansion beyond the original 

owner. 1108  "ÅÍÒÏÓÅȭÓ ÃÏÐÙ ÉÓ ÓÉÇÎÉÆÉÃÁÎÔ ÁÓ Á ÄÉÓÐÌÁÙ ÏÆ ÈÉÓ ÉÎÔÅÒÅÓÔÓ, his 

investment in Wright, ÔÈÅ ÒÏÌÅ ÏÆ ÈÉÓ ÆÁÍÉÌÙ ÉÎ ÓÈÁÐÉÎÇ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÐÏÓÔÈÕÍÏÕÓ 

reputation, the interrelation between the events promoting Wright in the 1880s, 

and the relationship of this with Derby. 

 The pages are filled with memorabilia relating to the artist. They are 

interspersed with further images of the people and places mentioned in the text, 

such as George Romney; variations of the prints included in the book and 

photographs of the paintings; and, original letters, exhibition catalogues, 

miscellaneous documents ÓÕÃÈ ÁÓ 7ÒÉÇÈÔȭÓ ÂÒÏÔÈÅÒȟ 2ÉÃÈÁÒÄȭÓȟ ÃÅÒÔÉÆÉÃÁÔÅ ÏÆ 

medicine, and some sketches of classical busts and statues by the artist [Fig. 209 

and 210]. Additionally, there are numerous newspaper-cuttings referring to the 

production and reception of the book and the role of the Bemrose family and, by 

ÅØÔÅÎÓÉÏÎȟ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙȢ 4ÈÉÓ ÍÁÔÅÒÉÁÌ ÉÓ ÃÏÍÐÁÒÁble with other extra-

illustrated volumes, like the Memoirs of the Life of John Constable compiled by 

#ÈÁÒÌÅÓ 2ÏÂÅÒÔ ,ÅÓÌÉÅ ÆÏÒ .ÏÒÁ $ÕÎÌÏÐȟ ÁÎÄ ÒÅÆÌÅÃÔÓ ÔÈÅ ÁÕÔÈÏÒȭÓ ÄÅÓÉÒÅ ÔÏ 

commemorate the artist appropriately [Fig. 211 and 212].1109 It demonstrates 

"ÅÍÒÏÓÅȭÓ ÃÌÏÓÅÎÅÓÓ ÔÏ ÔÈÅ ÍÁÔÅÒÉÁÌ ÁÎÄ ÈÉÓ ÁÃÃÅÓÓ ÔÏ ÏÒÉÇÉÎÁÌ ÄÏÃÕÍÅÎÔÓȟ 

building upon his experience of writing a biographical notice of the artist in 1864 

and the detailed catalogue for the 1883 exhibition  which was commended at the 

ÔÉÍÅ ÆÏÒ ÃÏÎÔÁÉÎÉÎÇ ȬÁÎ ÁÍÏÕÎÔ ÏÆ ÒÅÌÉÁÂÌÅ ÄÅÔÁÉÌ ÐÅÒÓÏÎÁÌ ÔÏ ÔÈÅ ÁÒÔÉÓÔ ÁÎÄ ÈÉÓ 

×ÏÒËÓȭȢ1110  The extra-illustrate d volume combines an intimate reading 

ÅØÐÅÒÉÅÎÃÅȟ ÒÅÖÅÁÌÉÎÇ "ÅÍÒÏÓÅȭÓ ÐÅÒÓÏÎÁÌ ÉÎÔÅÒÁÃÔÉÏÎÓ ÁÎÄ ÉÎÔÅÒÖÅÎÔÉÏÎÓ ÁÎÄ 

7ÒÉÇÈÔȭÓ ÐÅÒÓÏÎÁÌÉÔÙ ÔÈÒÏÕÇÈ ÔÈÅ ÏÒÉÇÉÎÁÌ ÄÏÃÕÍÅÎÔÓȟ ×ÉÔÈ Á ÐÕÂÌÉÃ ÏÎÅȟ ÁÓ ÔÈÅ 

book is likely to have been displayed and outlived the author as an organic 

ÄÉÓÐÌÁÙ ÔÏ ×ÈÉÃÈ "ÅÍÒÏÓÅȭÓ ÓÏÎÓ ÁÌÓÏ ÁÄÄÅÄȢ 

 In the extra-ÉÌÌÕÓÔÒÁÔÅÄ ÃÏÐÙ ÔÈÅ ÁÕÔÈÏÒ ÁÎÄ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ 

Derby is explicit, highlighting that the biography was intended to promote his 

                                                        
1108 Peltz, 95 & 108. 
1109 C. R. Leslie, Memoirs of the life of John Constable, Esq. R.A. Composed chiefly of his Letters 
(London: James Carpenter, 1843), extra-illustrated vol. (c.1851), ND497 C7 L47 1843+, Yale 
Center for British Art, New Haven.  
1110  Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟ %ØÈÉÂÉÔÉÏÎ ÏÆ ÈÉÓ ÐÉÃÔÕÒÅÓȢ 4ÈÅ -ÁÙÏÒȭÓ #ÏÎÖÅÒÓÁÚÉÏÎÅȟȱ Derbyshire 
Advertiser, 22 March 1883, in Bemrose, Life and Works, extra-illustrated vol., 176. 
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hometown. This is most apparent in the newspaper clippings, one linking 

"ÅÍÒÏÓÅ ÁÎÄ 7ÒÉÇÈÔ ×ÉÔÈ ÏÎÅ ÁÎÏÔÈÅÒ ÁÎÄ $ÅÒÂÙ ÁÓ ȬÆÅÌÌÏ× ÔÏ×ÎÓÍÁÎȭ ÁÎÄ 

another from The Derby Mercury ÁÓÓÅÒÔÉÎÇ ÔÈÁÔ Ȭ*ÏÓÅÐÈ 7ÒÉÇÈÔȭÓ ÎÁÍÅ ÉÓ ÓÏ 

inseparably connected with Derby one is apt to forget that the same genius which 

illumÉÎÁÔÅÄ Á -ÉÄÌÁÎÄ ÐÒÏÖÉÎÃÉÁÌ ÔÏ×Îȣ ÓÈÏÎÅ ×ÉÔÈ ÓÃÁÒÃÅÌÙ ÌÅÓÓ ÓÐÌÅÎÄÏÕÒ ÉÎ 

ÔÈÅ ×ÉÄÅÒ ÁÒÔÉÓÔÉÃ ×ÏÒÌÄ ÏÆ %ÎÇÌÁÎÄȭ [Fig.213].1111 Echoing the narrative of the 

ÂÉÏÇÒÁÐÈÙ ÉÎ ÁÓÓÅÒÔÉÎÇ ÔÈÅ ÃÏÍÐÁÔÉÂÉÌÉÔÙ ÏÆ 7ÒÉÇÈÔȭÓ ÌÏÃÁÌÉÓÍ ÁÎÄ ÓÔÁÔÕÒÅ ÁÓ Á 

national artist, this raiseÓ $ÅÒÂÙȭÓ ÐÒÅÓÔÉÇÅ ÔÈÒÏÕÇÈ ÁÆÆÉÒÍÉÎÇ ÉÔÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ 

a nationally celebrated painter. 7ÈÅÒÅÁÓ ÔÈÅ ÐÕÂÌÉÓÈÅÄ ÔÅØÔ ÂÁÌÁÎÃÅÓ 7ÒÉÇÈÔȭÓ 

connections with Derby and London, as is epitomised in the title-page, the extra-

illustrated volume confirms and consolidates the relationship between the artist, 

ÔÈÅ ÂÏÏËȭÓ ÐÒÏÄÕÃÔÉÏÎ ÁÎÄ ÔÈÅ ÔÏ×Î [Fig.214]. 

 4ÈÅ ÖÏÌÕÍÅ ÁÌÓÏ ÐÒÏÖÉÄÅÓ ÁÎ ÉÎÓÉÇÈÔ ÉÎÔÏ "ÅÍÒÏÓÅȭÓ ÃÈÁÒÁÃÔÅÒȟ 

particularly his interest in art as a collector and amateur painter himself.1112 As 

his continued engagement with the biography shows, his interest in Wright was 

an important aspect of this, his son, Arthur Cade Bemrose, describing him as the 

ȬÒÅÃÏÇÎÉÓÅÄ ÁÕÔÈÏÒÉÔÙ ÏÎ 7ÒÉÇÈÔȭÓ ×ÏÒËȭȢ1113 Significantly, Arthur notes that his 

ÆÁÔÈÅÒȭÓ ÅØÐÅÒÔÉÓÅ ×ÁÓ ȬÕÎÉÖÅÒÓÁÌÌÙ ÁÃÃÅÐÔÅÄ ÂÙ ÔÈÅ ÃÏÇÎÏÓÃÅÎÔÉȭ ÉÍÐÌÙÉÎÇ ÔÈÅ 

ÃÕÌÔÕÒÁÌ ÐÒÅÓÔÉÇÅ ÔÈÁÔ "ÅÍÒÏÓÅȭÓ ÃÈÁÍÐÉÏÎÓÈÉÐ ÏÆ 7ÒÉÇÈÔ ÂÒÏÕÇÈÔȢ1114 

Furthermore, the newspaper clippings included often praise the craftsmanship 

ÏÆ ÔÈÅ ÂÉÏÇÒÁÐÈÙ ÓÕÇÇÅÓÔÉÎÇ "ÅÍÒÏÓÅȭÓ ÐÒÉÄÅ ÉÎ ÈÉÓ ÁÃÃÏÍÐÌÉÓÈÍÅÎÔȠ the Saturday 

Review for example ÓÔÁÔÅÄ ÔÈÁÔ Ȭ-Ò "ÅÍÒÏÓÅȭÓ ÂÉÏÇÒÁÐÈÉÃÁÌ ÍÅÔÈÏÄ ÉÓ 

ÅØÃÅÌÌÅÎÔȭȢ1115  4ÈÉÓ ÁÌÓÏ ÓÉÔÕÁÔÅÓ ÔÈÅ ÂÉÏÇÒÁÐÈÙ ÁÌÏÎÇÓÉÄÅ "ÅÍÒÏÓÅȭÓ ÏÔÈÅÒ 

publications, such as The Pottery & Porcelain of Derbyshire, which again 

                                                        
1111Ȱ/ÌÄ -ÁÓÔÅÒÓ ÁÔ "ÕÒÌÉÎÇÔÏÎ (ÏÕÓÅȢ 4ÈÅ %ÎÇÌÉÓÈ 3ÃÈÏÏÌȟȱ London News, 1886, in Bemrose, Life 
and Works, extra-illustrated vol., 147; Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Derby Mercury, 14 April 1886, in 
Bemrose, Life and Works, extra-illustrated vol., 141. 
1112 3Ȣ %Ȣ &ÒÙÅÒȟ Ȱ"ÅÍÒÏÓÅȟ 7ÉÌÌÉÁÍ ɉρψσρ-ρωπψɊȟȱ /ØÆÏÒÄ $ÉÃÔÉÏÎÁÒÙ ÏÆ .ÁÔÉÏÎÁÌ "ÉÏÇÒÁÐÈÙȟ ÒÅÖȢ 
Clive D. Edwards, last modified 2004, accessed 10 October 2016,  
http://www.oxforddnb.com/view/article/30701 . 
1113 A. Cade Bemrose, letter to the editor, Derby Daily Express, 29 January 1912, in Bemrose, Life 
and Works, extra-illustrated vol., 171. 
1114 Ibid. 
1115 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Saturday Review, 10 April 1886, in Bemrose, Life and Works, extra-
illustrated vol., 142. 
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demonstrate his interest in art and experience in producing high quality art 

books.1116 

 !ÄÄÉÔÉÏÎÁÌÌÙȟ ÁÓ ×ÅÌÌ ÁÓ ÓÈÏ×ÉÎÇ "ÅÍÒÏÓÅȭÓ ÉÎÔÅÒÅÓÔ ÉÎ ÁÒÔ ÁÎÄ ÐÒÏÍÏÔÉÏÎ 

ÏÆ $ÅÒÂÙȟ ÔÈÅ ÖÏÌÕÍÅ ÍÁËÅÓ ÔÈÅ ÁÕÔÈÏÒȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ 7ÒÉÇÈÔ ÅØÐÌÉÃÉÔȢ 

!ÌÔÈÏÕÇÈ -ÏÎËÈÏÕÓÅ ÁÌÌÕÄÅÄ ÔÏ ÔÈÅ ȬÔÒÉÐÌÅ ÌÏÖÅ ɀ the love of art, the love of family, 

ÁÎÄ ÔÈÅ ÌÏÖÅ ÏÆ ÌÏÃÁÌÉÔÙȭ ÁÓ "ÅÍÒÏÓÅȭÓ ÍÏÔÉÖÁÔÉÏÎȟ ÉÔ ÉÓ ÔÈÅ ÅØÔÒÁ-illustrated copy 

ÔÈÁÔ ÏÐÅÎÌÙ ÁÃËÎÏ×ÌÅÄÇÅÓ ÈÉÓ ÍÁÒÒÉÁÇÅ ÉÎÔÏ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙȢ1117 The bookplate 

ÄÅÔÁÉÌÓ ÈÉÓ ÍÁÒÒÉÁÇÅ ÔÏ -ÁÒÇÁÒÅÔ 2ÏÍÁÎÁ 3ÉÍÐÓÏÎȟ 7ÒÉÇÈÔȭÓ ÇÒÅÁÔ-granddaughter 

[Fig.215]. Again, the newspaper clippings build upon this, the Derby Advertiser 

ÄÅÓÃÒÉÂÉÎÇ ÔÈÅ ÂÉÏÇÒÁÐÈÙ ÁÓ ȬÁÎ ÁÃÃÏÕÎÔ ÇÉÖÅÎ con amore, out of his own great 

storehouse of love for the kinsman he has helped more than anyone to glorify and 

to immortaÌÉÓÅȢȭ1118  

 It was this familial connection which also gave Bemrose access to the 

original material relating to the painter, inheriting many Wright family treasures 

and pictures.1119 Conveying the authenticity of the narrative, this material also 

suggests the monetary considerations behind the publication. As a means of 

increasing the fame of a painter, biographies could influence the value of art 

works.1120 This and the criticisms of trivialisation levelled at family biographies 

may be why Bemrose played-down his relationship with the artist in the 

publication.1121 Whilst sharing many characteristics with family biographers, like 

the emphasis upon original documents and hybrid form, The Life was not 

positioned within the genre allowing it to retain its value as a serious piece of art 

historical scholarship.1122 The extra-illustrated volume is, therefore, significant 

ÉÎ ÒÅÖÅÁÌÉÎÇ ÔÈÅ ÅØÔÅÎÔ ÏÆ ÔÈÅ 7ÒÉÇÈÔ ÆÁÍÉÌÙȭÓ ÅÎÇÁÇÅÍÅÎÔ ÉÎ ÈÉÓ ÐÏÓÔÈÕÍÏÕÓ 

ÒÅÐÕÔÁÔÉÏÎȢ )ÎÓÃÒÉÂÅÄ ÂÙ "ÅÍÒÏÓÅ ÁÓ Ȭ4Ï ÍÙ %ÌÄÅÓÔ 3ÏÎ 7ÍȢ 7ÒÉÇÈÔ "ÅÍÒÏÓÅȭȟ ÉÔ 

passed down through the family and continued to be added to as some of the 

newspaper clippings and photographs date from the 20th century [Fig.216]. As 

                                                        
1116 Wallis and Bemrose. 
1117 -ÏÎËÈÏÕÓÅȟ Ȱ0ÒÅÆÁÃÅȟȱ ÖȢ 
1118 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ Derby Advertiser, 25 December 1885, in Bemrose, Life and Works, extra-
illustrated vol., 142. 
1119 Craven, Derbians of Distinction, 34-37. 
1120 Codell, Victorian Artist, 175. 
1121 Ibid, 195. 
1122 Codell, Victorian Artist, 183-ςπρȠ 3ÁÎÄÅÒÓȟ Ȱ6ÉÃÔÏÒÉÁÎ ,ÉÆÅ 7ÒÉÔÉÎÇȟȱ ρςȢ 



Chapter Six: 1880s 

236 
 

ÍÁÎÙ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÁÎÄ ÄÏÃÕÍÅÎÔÓ ÒÅÍÁÉÎÅÄ ×ÉÔÈÉÎ ÔÈÅ ÆÁÍÉÌÙ 

throughout the 19th-century, William Bemrose alone amassing another volume 

of biographical notes about Wright and a collection of original, related material 

ÌÉËÅ ÅØÈÉÂÉÔÉÏÎ ÃÁÔÁÌÏÇÕÅÓȟ ÉÔ ÉÓ ÅÖÉÄÅÎÔ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÅØÔÅÎÄÅÄ ÆÁÍÉly continued 

to be his principal promoters and gatekeepers [Fig.217].1123 

 

Ȭ7RIGHT OF DERBY ɀ WRONG OF ACADEMYȭȡ THE ROYAL ACADEMY 

WINTER EXHIBITION OF WRIGHTȭS PAINTINGS, 1886 

Marking the culmination of the momentum around Wright, and the last 

ÅØÈÉÂÉÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÉÎ ÔÈÅ 19th-century, ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȭÓ ×ÉÎÔÅÒ 

exhibitiÏÎȟ ×ÉÔÈ ȬÔ×Ï ÓÐÅÃÉÁÌ ÆÅÁÔÕÒÅÓȭ ɀ twelve paintings by Joseph Wright and a 

collection of watercolours by Turner ɀ ran from the 4th January until the 13th 

March 1886 [Fig.218].1124 As his soubriquet had traditionally perpetuated the 

view that Wright was an outsider of the national art world, 1886 represents a 

turning point in his posthumous reputation, affirming his stature and place 

within  the canon. Attracting 30,555 visitors, a far greater number than the 11,573 

that visited Derby in 1883, it was also a significant channel through which Wright 

was re-introduced to a wider audience.1125  

 4ÈÅ ÄÅÃÉÓÉÏÎ ÔÏ ÅØÈÉÂÉÔ 7ÒÉÇÈÔȭÓ ×ÏÒË ÁÔ ÔÈÅ !ÃÁÄÅÍÙ ×ÁÓ ÍÁÄÅ ÉÎ ÔÈÅ 

autumn of 1885 by the exhibition committee, assigning the responsibility of 

selecting works by the painter to John Calcott Horsley.1126 Collections across the 

country were visited, ÔÈÅ ÃÏÍÍÉÔÔÅÅ ÒÅÐÏÒÔÉÎÇ ÔÈÁÔ ȬÔÈÅ Ï×ÎÅÒÓ ÁÐÐÌÉÅÄ ÔÏ 

                                                        
1123 Ȱ"ÉÏÇÒÁÐÈÉÃÁÌ .ÏÔÅÓ ÏÎ *ÏÓÅÐÈ 7ÒÉÇÈÔȟȱ ÂÙ 7ÉÌÌÉÁÍ "ÅÍÒÏÓÅȟ ÕÎ-paginated, extra-illustrated 
vol., Derby Museum and Art Gallery; Original and other documents relating to Joseph Wright of 
Derby, collected by Wm Bemrose, 1877, BA921, Derby Local Studies Library; Catalogues etc., 
relating to Joseph Wright of Derby, collected by Wm. Bemrose, 1877, BA921, Derby Local Studies 
Library.  
1124 Royal Academy of Arts, Annual Report from the Council of the Royal Academy to the general 
assembly of Academicians for the year 1886 (London: William Clowes and Sons, 1887),11; Royal 
Academy of Arts, Exhibition of Works by the Old Masters, and by Deceased Masters of the British 
School; including a selection from the works of Joseph Wright (of Derby), A.R.A., and a Collection of 
Water-Colour Drawings by Joseph M. W. Turner, R.A. Winter Exhibition, Seventeenth Year, 
MDCCCLXXXVI (London: Wm. Clowes and Sons, Limited, 1886), 2. 
1125 "ÅÍÒÏÓÅȟ Ȱ0ÕÂÌÉÃ )ÎÓÔÉÔÕÔÉÏÎÓȱȠ Royal Academy of Arts, Annual Report,11-12. 
1126 Royal Academy of Arts, Annual Report,10 & 22. 
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ÒÅÓÐÏÎÄÅÄ ÉÎ ÎÅÁÒÌÙ ÅÖÅÒÙ ÉÎÓÔÁÎÃÅ ×ÉÔÈ ÔÈÅ ÇÒÅÁÔÅÓÔ ÌÉÂÅÒÁÌÉÔÙȢȭ1127  Having 

secured loans, the arrangement of the paintings began on the 16th December 

1885 and involved hanging 256 works of art from 76 lenders, consisting of 149 

Old Masters, 61 pictures by deceased British artists and 46 watercolours by 

Turner. 1128  7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ×ÅÒÅ ÄÉÓÐÌÁÙÅÄ ÉÎ 'ÁÌÌÅÒÙ )ȟ ÔÈÅ ÆÉÒÓÔ ÇÁÌÌÅÒÙ 

entered and the gallery dedicated to British art, while 4ÕÒÎÅÒȭÓ ×ÁÔÅÒÃÏÌÏÕÒÓ 

were set slightly apart in the Watercolour Gallery.1129  The remaining three 

galleries displayed the Old Masters, moving through the Flemish and Dutch 

schools, the Italian, Spanish and French schools, and the early painters 

[Fig.219].1130 

 This arrangement presented British art as first amongst the national 

schools, its painters the inheritors of the Western art tradition  illustrated on the 

walls. This was in keeping with the broader purposes of the institution as the 

ȬÁÒÔÉÓÔÉÃ ÁÒÍ ÏÆ ÔÈÅ "ÒÉÔÉÓÈ ÓÔÁÔÅȭȢ1131 Whilst the Academy was no longer in a 

position of cultural hegemony by the 1880s it was still widely understood as the 

home of British art, promoting the national school and, through this, the health 

of the nation.1132 Continuing to draw tens of thousands of visitors every year, the 

exhibitions were an expression of ÔÈÅ !ÃÁÄÅÍÙȭÓ ÐÁÔÒÉÏÔÉÓÍ.1133  Whilst the 

ÓÕÍÍÅÒ ÅØÈÉÂÉÔÉÏÎÓ ÄÅÍÏÎÓÔÒÁÔÅÄ ÔÈÅ !ÃÁÄÅÍÙȭÓ ÓÕÐÐÏÒÔ ÏÆ ÌÉÖÉÎÇ ÁÒÔÉÓÔÓ ÁÎÄ its 

cultivation of British  art, the Earl of Southesk asserting that ȬÔÈÅ ÐÒÏÇÒÅÓÓ ÏÆ ÁÒÔ 

ÉÎ ÔÈÉÓ ÃÏÕÎÔÒÙȭ ÃÏÕÌÄ ÂÅ ÓÅÅÎ at Burlington House, the winter exhibitions 

promoted British art through displaying its history. 1134  After the British 

InstitutionȭÓ ÌÁÎÄÍÁÒË ÅØÈÉÂÉÔÉÏÎÓ ÏÆ ÄÅÃÅÁÓÅÄ British painters stopped in 1867, 

the winter exhibitions took the mantle and were, consequently, highly 

nationalistic, promoting native art and defining, and consolidating, the British 

                                                        
1127 Royal Academy of Arts, Annual Report, 22. 
1128 Ibid, 22 & 25. 
1129 Royal Academy of Arts, Exhibition of WorksȠ Ȱ2ÏÙÁÌ !ÃÁÄÅÍÙȟȱ Daily Chronicle, 4 January 1886 
in Bemrose, Life and Works, extra-illustrated vol., 145. 
1130 Ibid. 
1131 (ÁÌÌÅÔÔȟ Ȱ2ÅÁÄÉÎÇ ÔÈÅ 7ÁÌÌÓȟȱ υωφȢ 
1132 -ÏÎËÓȟ Ȱ,ÉÆÅ 3ÔÕÄÙȟȱ σ-4. 
1133  -ÁÒÃÉÁ 0ÏÉÎÔÏÎȟ Ȱ0ÏÒÔÒÁÉÔȱ 0ÏÒÔÒÁÉÔȦȦ 0ÏÒÔÒÁÉÔȦȦȦȟȱ ÉÎ Art on the Line: The Royal Academy 
Exhibitions at Somerset House 1780-1836, ed. David Solkin (New Haven & London: Yale University 
Press, 2001), 99. 
1134 Earl of Southesk, "ÒÉÔÁÉÎȭÓ !ÒÔ 0ÁÒÁÄÉÓÅȡ ÏÒȟ .ÏÔÅÓ ÏÎ ÓÏÍÅ 0ÉÃÔÕÒÅÓ ÉÎ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȡ 
MDCCCLXXI (Edinburgh: Edmonston & Douglas, 1871), 3. 
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school.1135 This also generated national pride in historic art as the British schools 

ÐÒÏÇÒÅÓÓ ×ÁÓ ÔÒÁÃÅÄ ȬÆÒÏÍ ÔÈÅ ÄÁÙÓ ×ÈÅÎ (ÏÌÂÅÉÎ ÌÉÍÎÅÄ ÔÈÅ ÃÏÕÒÔÉÅÒÓ ÏÆ (ÅÎÒÙ 

6))) ÄÏ×Î ÔÏ ÔÈÅ ÅÎÄ ÏÆ ÔÈÅ ÅÉÇÈÔÅÅÎÔÈ ÃÅÎÔÕÒÙȟȭ ÌÁÙÉÎÇ ÔÈÅ ÆÏÕÎÄÁÔÉÏÎÓ ÆÏÒ ÔÈÅ ÁÒÔ 

of the 19th-century.1136  

The Academy was seen to be integral to 7ÒÉÇÈÔȭÓ national rehabilitation, 

The Derby Mercury ÁÓÓÅÒÔÉÎÇ ÔÈÁÔ ȬÎÏÔÈÉÎÇ ×ÉÌÌ ÔÅÎÄ ÓÏ ÍÕÃÈ ÔÏ ÁÄÄ ÔÏ ÈÉÓ ÁÒÔÉÓÔÉÃ 

ÆÁÍÅȭ than the exhibition, particularly as so few of his works were accessible 

south of Derbyshire.1137 1886 was, therefore, commended as ȬÁ ÍÅÍÏÒÁÂÌÅ ÅÖÅÎÔȭ 

and the Academy praised for its rediscovery and reinstitution of forgotten 

painters.1138 This is implicit in the $ÁÉÌÙ 4ÅÌÅÇÒÁÐÈȭÓ report  ÔÈÁÔ 7ÒÉÇÈÔ ×ÁÓ ȬÏÎÅ 

×ÈÏÍ ÉÔ ÉÓ ÈÉÇÈ ÔÉÍÅ ÔÏ ÈÏÎÏÕÒ ÉÎ ÔÈÅ ÍÅÔÒÏÐÏÌÉÓ ÏÆ %ÎÇÌÉÓÈ ÁÒÔȭ.1139 

 7ÒÉÇÈÔȭÓ ×ÏÒË ×ÁÓ displayed alongside a further 50 paintings by various 

artists, filling  the other three walls of the gallery.1140 These included paintings by 

Romney, Wilson, Gainsborough and Reynolds, as well as artists who had died in 

the early 19th-century like Constable and William Etty.1141 WrightȭÓ ρς ÐÁÉÎÔÉÎÇÓ 

were only distinguished as a special feature of the exhibition through their 

grouping together, filling the majority of the left-hand wall.1142 With The Orrery 

ÉÎ ÔÈÅ ÃÅÎÔÒÅȟ ÔÈÅ ÒÅÍÁÉÎÉÎÇ ρρ ÐÁÉÎÔÉÎÇÓ ×ÅÒÅ ȬÇÒÏÕÐÅÄ ÒÏÕÎÄ ÉÔȭ ÁÃÃÏÒÄÉÎÇ Ôo 

the dictates of size, genre and symmetry.1143 On the left were hung the Portrait of 

Lady Wilmot and Child lent by Sir G. Wilmot Horton; The Old Man and Death lent 

by Sir Henry Wilmot; Portrait of the Painter lent by Thomas Charles Cade; 

Landscape: High Tor, Matlock, by Moonlight lent by Frederick Charles Arkwright; 

and, %Ä×ÉÎ ɉÆÒÏÍ $ÒȢ "ÅÁÔÔÉÅȭÓ Ȭ-ÉÎÓÔÒÅÌȟȭ "ÏÏË )ȢɊ lent by Lord Houghton; and, to 

the right were !ÎÔÉÇÏÎÕÓ ÉÎ ÔÈÅ 3ÔÏÒÍ ɉ3ÃÅÎÅ ÆÒÏÍ ÔÈÅ Ȭ7ÉÎÔÅÒȭÓ 4ÁÌÅȭɊ lent by 

                                                        
1135 6ÁÕÇÈÁÎȟ Ȱ%ÎÇÌÉÓÈÎÅÓÓ ÏÆ "ÒÉÔÉÓÈ !ÒÔȟȱ ρτȢ 
1136 7ÁÌÔÅÒ !ÒÍÓÔÒÏÎÇȟ Ȱ4ÈÅ %ÎÇÌÉÓÈ !ÒÔȟȱ The English Illustrated Magazine 54 (March 1888), 418-
419. 
1137 Ȱ,ÏÃÁÌ .Å×Óȟȱ The Derby Mercury, 14 October 1885. 
1138 Ȱ2ÏÙÁÌ !ÃÁÄÅÍÙ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎȟȱ Daily Chronicle, 4 January 1886, in Bemrose, Life and 
Works, extra-illustrated vol., 145. 
1139 Daily Telegraph, 1886? in Bemrose, Life and Works, extra-illustrated vol., 146. 
1140 Ȱ4ÈÅ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÏÆ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟȱ The Sheffield & Rotherham Independent, 4 
January 1886. 
1141 Royal Academy of Arts, Exhibition of Works. 
1142 Ibid. 
1143 Ȱ4ÈÅ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÏÆ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟȱ The Sheffield & Rotherham Independent, 4 
January 1886. 
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Haskett Smith; another view of the High Tor by moonlight and Portraits of the 

Children of Richard Arkwright, Esq, of Willersley, both lent by Arkwright; Maria 

ɉÆÒÏÍ 3ÔÅÒÎÅȭÓ 3ÅÎÔÉÍÅÎÔÁÌ *ÏÕÒÎÅÙȭɊ and 0ÏÒÔÒÁÉÔ ÏÆ !ÎÎÅ %ÌÉÚÁÂÅÔÈ ɉȰ.ÁÎÃÙȱɊ 

Wright, both lent by William Bemrose; and Two Boys with a Bladder lent by 

William D. James [Fig. 220 to 222]. These were organised so that the two large 

portraits bookended either side whilst  the landscapes and paintings of Edwin and 

Maria mirrored  one another across the wall. This conferred significance on 

Wright by presenting his work collectively and by positioning his canvases so 

they were the first seen as the visitor moved clockwise round the gallery.1144  

 The ÌÉÓÔ ÏÆ ÐÁÉÎÔÉÎÇÓ ÂÙ 7ÒÉÇÈÔ ÈÉÇÈÌÉÇÈÔÓ $ÅÒÂÙȭÓ ÃÏÎÔÉÎÕÅÄ ÒÏÌÅ ÉÎ 

shaping his posthumous representation, particularly as several of the paintings 

had also been displayed in Derby earlier in the century. The lenders to the 

exhibition were also predominantly from Derbyshire and, in the case of Thomas 

Charles Cade and William Bemrose, were members of WriÇÈÔȭÓ extended family 

[see Appendix Two]. 1145  Thus, the material support for the exhibition was 

ÐÒÉÍÁÒÉÌÙ ÆÒÏÍ 7ÒÉÇÈÔȭs hometown. Furthermore, BemroseȭÓ ÉÎÖÏÌÖÅÍÅÎÔ ÉÓ 

noteworthy as it extended to the organisation and conception of the exhibition. 

Building upon his earlier correspondence with Horsley, Bemrose became his 

primary point of contact and adviser in 1886.1146 As an advertisement in The 

Derby Mercury highlights, in which communications regarding paintings for the 

exhibition were directed to him, Bemrose had an active role in the Academy 

ÄÉÓÐÌÁÙȟ ÓÏÕÒÃÉÎÇ ÐÁÉÎÔÉÎÇÓ ÆÒÏÍ ÔÈÅ -ÉÄÌÁÎÄÓ ×ÈÅÒÅ ÔÈÅ ÍÁÊÏÒÉÔÙ ÏÆ 7ÒÉÇÈÔȭÓ 

work had remained.1147 Writing to Bemrose, Horsley commented Ȭ) ÁÍ ÓÕÒÅ ÙÏÕ 

ËÎÏ× ÍÏÒÅ ÁÂÏÕÔ 7ÒÉÇÈÔȭÓ ×ÏÒËÓ ÔÈÁÎ ÁÎÙ ÌÉÖÉÎÇ ÍÁÎȣ ) ËÎÏ× ×Å ÈÁÖÅ ÔÈÅ Ðick 

ÏÆ ÔÈÅ ÂÅÓÔ ÐÉÃÔÕÒÅÓ ÙÏÕ ÓÏ ÖÅÒÙ ËÉÎÄÌÙ ÉÎÔÒÏÄÕÃÅÄ ÍÅ ÔÏȭȟ demonstrating his 

recognition and utilisation of "ÅÍÒÏÓÅȭÓ ÅØÐÅÒÔÉÓÅȢ1148 This also alludes to the 

public profile and cultural prestige Bemrose had accrued through his 

                                                        
1144  Ȱ/ÌÄ -ÁÓÔÅÒÓȟȱ Manchester Courier, 7 January 1886 in Bemrose, Life and Works, extra-
illustrated vol., 146; Royal Academy of Arts, Exhibition of Works, 5. 
1145 Royal Academy of Arts, Exhibition of Works. 
1146 John Calcott Horsley to William Bemrose, 1885, in Bemrose, Life and Works, extra-illustrated 
vol., 131. 
1147 Ȱ,ÏÃÁÌ .Å×Óȟȱ The Derby Mercury, 14 October 1885. 
1148 John Calcott Horsley to William Wright Bemrose, 29 March 1886, in Bemrose, Life and Works, 
extra-illustrated vol., 131. 
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championship of Wright, The Athenaeum ×ÒÉÔÉÎÇ ÔÈÁÔ ȬÔÈÁÎËÓ ÔÏ -ÒȢ 7Ȣ "ÅÍÒÏÓÅ 

ÔÈÅ ×ÏÒÌÄ ÉÓ ÌÉËÅÌÙ ÔÏ ÂÅ ×ÅÌÌ ÉÎÆÏÒÍÅÄ ÁÂÏÕÔ ÔÈÅ ÍÅÒÉÔÓ ÏÆ 7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȭȢ1149  

 !ÄÄÉÔÉÏÎÁÌÌÙȟ ÔÈÅ ÒÅÌÁÔÉÏÎÓÈÉÐ ÂÅÔ×ÅÅÎ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÁÎÄ "ÅÍÒÏÓÅȭÓ 

biography of Wright was noted at the time; The Saturday Review stressed that the 

ÅØÈÉÂÉÔÉÏÎ ×ÁÓ ȬÏÆ ÖÁÌÕÁÂÌÅ ÓÅÒÖÉÃÅ ÔÏ -ÒȢ "ÅÍÒÏÓÅȭÓ ÒÅÁÄÅÒÓȭ ÁÎÄ ÔÈÅ Graphic 

ÁÓÓÅÒÔÅÄ ÔÈÁÔ ȬÁÎÙ ×ÈÏ ÈÁÖÅ ÓÅÅÎ ÔÈÅ 7ÒÉÇÈÔȭÓ ÁÔ ÔÈÉÓ ÙÅÁÒȭÓ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÏÆ 

ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟ ×ÉÌÌ ×ÉÓÈ ÔÏ ËÎÏ× ÓÏÍÅÔÈÉÎÇ ÍÏÒÅ ÏÆ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ and 

they may learn from this very beautiful volume a great deal about the painter and 

ÈÉÓ ×ÏÒËȢȭ1150 Both the exhibition and the book displayeÄ 7ÒÉÇÈÔȭÓ ÔÁÌÅÎÔ ÁÓ Á 

portraitist, particularly of children. These paintings were described ÁÓ ȬÐÏÒÔÒÁÉÔ-

memorials associaÔÅÄ ×ÉÔÈ ÔÈÅ ÔÏ×Î ÏÆ $ÅÒÂÙȭ.1151 

 $ÅÒÂÙȭÓ ÉÎÆÌÕÅÎÃÅ ÉÎ ÓÈÁÐÉÎÇ 7ÒÉÇÈÔȭÓ ÒÅÐÕÔÁÔÉÏÎ ÉÎ ρψψφ ÉÓ most evident 

in the exhibitionȭÓ ÄÅÖÅÌÏÐÍÅÎÔ ÏÆ themes that had already begun to emerge 

through the earlier promotion of the painter. Firstly, the recognition of the 

ÄÉÖÅÒÓÉÔÙ ÏÆ 7ÒÉÇÈÔȭÓ ÏÅÕÖÒÅ prompted by the exhibition in 1883 is apparent in 

ÔÈÅ ÃÈÏÉÃÅ ÏÆ Á ×ÉÄÅ ÒÁÎÇÅ ÏÆ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ×ÏÒË ÉÎ ρψψφ from landscapes to the 

Orrery. Secondly, many of the paintings favourably received in 1886 correspond 

with the bÒÁÎÃÈÅÓ ÏÆ 7ÒÉÇÈÔȭÓ ÁÒÔ ÔÈÁÔ ×ÅÒÅ ÐÏÓÉÔÉÖÅÌÙ ÒÅÁÐÐÒÁÉÓÅÄ ÅÁÒÌÉÅÒ ÉÎ ÔÈÅ 

decade. For example Edwin and Maria were two of the most praised paintings in 

ρψψφȟ ÂÅÉÎÇ ÌÁÕÄÅÄ ȬÁÓ ÔÈÅ ÒÏÍÁÎÔÉÃ ÉÄÅÁÌ ÏÆ ÁÎ ÁÇÅ ÏÒ ÅØÁÌÔÅÄ ÓÅÎÓÉÂÉÌÉÔÙ ÏÒ ÁÓ ÁÎ 

incomparable embodimenÔ ÏÆ Á ÐÏÅÔȭÓ ÃÏÎÃÅÐÔÉÏÎȭȢ1152  The portrait of the 

!ÒË×ÒÉÇÈÔ ÃÈÉÌÄÒÅÎ ×ÁÓ ÄÅÓÃÒÉÂÅÄ ÁÓ ȬÕÎÃÏÍÍÏÎÌÙ ÆÅÌÉÃÉÔÏÕÓȭ [Fig.223].1153  

TÈÅ ÊÕØÔÁÐÏÓÉÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ×ÉÔÈ 4ÕÒÎÅÒȭÓ ×ÁÔÅÒÃÏÌÏÕÒÓ ɀ which 

does not seem like an intuitive choice ɀ may have been influenced by 

-ÏÎËÈÏÕÓÅȭÓ ÅÁÒÌÉÅÒ ÒÅÖÉÅ×. He had linked the artists, asserting that Wright was 

ȬÔÈÅ ÆÉÒÓÔȟ ÁÔ ÁÌÌ ÅÖÅÎÔÓ ÉÎ %ÎÇÌÁÎÄȟ ÔÏ ÐÁÉÎÔ ×ÈÁÔ ÍÁÙ ÂÅ ÃÁÌÌÅÄ ȰÃÏÎÆÌÁÇÒÁÔÉÏÎ 

ÐÉÅÃÅÓȟȱ ÁÎÄ ÔÏ ÓÔÉÌÌ ÈÁÖÅ ÎÏ ÓÕÐÅÒÉÏÒ ÉÎ ÔÈÅÍ ÅØÃÅÐÔ 4ÕÒÎÅÒȢȭ1154  Whilst this 

                                                        
1149 Ȱ&ÉÎÅ !ÒÔÓȢ 4ÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙ ɉ3ÅÃÏÎÄ .ÏÔÉÃÅɊȟȱ The Athenaeum, no.3038 (January 1886), 
107. 
1150 The Graphic, 1886?, in Bemrose, Life and Works, extra-illustrated vol., 142. 
1151 The Daily Telegraph, 1886?, in Bemrose, Life and Works, extra-illustrated vol., 146. 
1152 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Saturday Review 61, no.1589 (April 1886), 516. 
1153 Ibid. 
1154 -ÏÎËÈÏÕÓÅȟ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ σψυȢ 
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highlights thaÔ 7ÒÉÇÈÔȭÓ ÅÁÒÌÙ ÄÉÓÐÌÁÙ ÓÕÇÇÅÓÔÅÄ ÐÁÒÁÌÌÅÌÓ ÂÅÔ×ÅÅÎ ÔÈÅ Ô×Ï 

painters in respect to their talent in capturing light effects, implicit in  the pairing 

is also the growing interest in Wright as a landscapist, praised for his ȬÖÅÒÙ 

independent step in the path ÏÆ 2Ȣ 7ÉÌÓÏÎȭȢ1155  (Ï×ÅÖÅÒȟ ÔÈÅ ÐÁÉÎÔÅÒȭÓ 

ÊÕØÔÁÐÏÓÉÔÉÏÎ ×ÉÔÈ 4ÕÒÎÅÒ ×ÁÓ ÎÏÔ ÁÌ×ÁÙÓ ÔÏ 7ÒÉÇÈÔȭÓ advantage; his 

watercolours far outnumbered the Wrights, displayed collectively in a dedicated 

gallery, and Turner received greater critical attention. 1156  The Academy 

ÅØÈÉÂÉÔÉÏÎ ÅÎÃÏÕÒÁÇÅÄ 7ÒÉÇÈÔȭÓ ÁÒÔ ÔÏ ÂÅ ÒÁÎËed alongside his contemporaries as 

he was fitted into a sequence of British masters, the consensus being that he was 

ȬÏÖÅÒÓÈÁÄÏ×ÅÄ ÂÙ ÔÈÅ ÂÒÉÌÌÉÁÎÔ ÍÁÓÔÅÒÓ ÏÆ ÈÉÓ ÔÉÍÅȭȢ1157 Comparisons between 

Wright and his contemporaries abounded: although Wright was sometimes 

compared favourably, Edwin ÂÅÉÎÇ ÃÌÁÉÍÅÄ ÁÓ ȬÑÕÉÔÅ ×ÏÒÔÈÙ ÏÆ 3ÉÒ *ÏÓÈÕÁ ÈÉÍÓÅÌÆȭ 

and Maria ȬÑÕÉÔÅ ÁÓ ÇÒÁÃÅÆÕÌ ÁÓ Á 'ÁÉÎÓÂÏÒÏÕÇÈȭȟ the majority were critical of the 

painter. 1158  For example, Lady Wilmot and Child was ÄÉÓÍÉÓÓÅÄ ÁÓ ȬÁ ÐÒÏÓÅ 

ÖÅÒÓÉÏÎ ÏÆ Á ÆÉÎÅ 2ÅÙÎÏÌÄÓȭ and The Athenaeum asserted ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÁÒÔ ×ÁÓ 

indebted to Romney [Fig.224].1159  

Despite the concern in the decade to re-ÐÒÅÓÅÎÔ ÔÈÅ ÄÉÖÅÒÓÉÔÙ ÏÆ 7ÒÉÇÈÔȭÓ 

oeuvre, it was The Orrery that was most discussed in 1886. Whilst it was 

described as ȬÏÎÅ ÏÆ ÔÈÅ ÌÉÏÎÓ ÏÆ ÔÈÅ ÃÏÕÎÔÙ ÃÁÐÉÔÁÌȭȟ ÉÍÐÌÙÉÎÇ ÉÔÓ ÉÍÐÏÒÔÁÎÃÅ as a 

monument to 7ÒÉÇÈÔȭs relationship with $ÅÒÂÙȟ ÉÔ ×ÁÓ ÁÌÓÏ ÃÒÉÔÉÃÉÓÅÄ ÁÓ ȬÁ ÐÏÏÒ 

reflection of the well-ËÎÏ×Î Ȱ!ÉÒ 0ÕÍÐȱȭ, whilst the Manchester Courier 

ÃÏÎÓÉÄÅÒÅÄ ÔÈÁÔ ÉÔ ȬÒÁÔÈÅÒ ÍÉÓÓÅÓ ÔÈÅ ÁÒÔÉÓÔÉÃ ÓÅÎÓÅ ÏÆ ÈÁÒÍÏÎÙȭȢ1160 Highlighting 

ÔÈÅ ÐÅÒÐÅÔÕÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÒÅÐÕÔÁÔÉÏÎ ÆÏÒ ÐÁÉÎÔÉÎÇ ÌÉÇÈÔ ÅÆÆÅÃÔÓȟ in which he was 

ÔÈÏÕÇÈÔ ÔÏ ÂÅ ȬÑÕÉÔÅ ÁÔ ÈÏÍÅȭȟ ÓÈÏ×ÉÎÇ ȬÄÁÒÉÎÇ ÁÎÄ ÓËÉÌÌȭ, these appraisals of The 

Orrery suggest the competition between Derby and London as the provincial 

                                                        
1155 Ȱ&ÉÎÅ !ÒÔÓȢ 4ÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙ ɉ3ÅÃÏÎÄ .ÏÔÉÃÅɊȟȱ The Athenaeum, no.3038 (January 1886), 
108. 
1156 Royal Academy of Arts, Annual Report, 22 & 25. 
1157 The Scotsman, 1886?, in Bemrose, Life and Works, extra-illustrated vol., 146. 
1158 Ȱ4ÈÅ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟȱ ρψψφȟ in Bemrose, Life and Works, extra-
illustrated vol., 145; The Scotsman, 1886?, in Bemrose, Life and Works, extra-illustrated vol., 146. 
1159 Ȱ&ÉÎÅ !ÒÔÓȢ 4ÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙ ɉ3ÅÃÏÎÄ .ÏÔÉÃÅɊȟȱ The Athenaeum, no.3038 (January 1886), 
108. 
1160 Ȱ4ÈÅ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÏÆ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟȱ Sheffield & Rotherham Independent, 4 January 
ρψψφȠ Ȱ7ÒÉÇÈÔȭÓ 0ÉÃÔÕÒÅÓ ÁÔ ÔÈÅ !ÃÁÄÅÍÙȟȱ The Times, 6 January 1886, in Bemrose, Life and Works, 
extra-illustrated vol., 147. 
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town sought to display a painting of equivalence to the Air Pump, and the 

dominance of the London art world as a tastemaker and cultural measure for 

towns outside the capital.1161 Furthermore, as with the Air Pump, in 1886 there 

was a lack of clarity around the subject matter of The Orrery. One reviewer 

ÁÌÌÕÄÅÄ ÔÏ ÉÔÓ ÓÕÂÊÅÃÔ ÂÙ ÄÅÓÃÒÉÂÉÎÇ 7ÒÉÇÈÔ ÁÓ ȬÁ ÍÁÎ ÏÆ ÓÃÉÅÎÔÉÆÉÃ ÂÅÎÔȭȟ ×ÈÉÌÓÔ ÔÈÅ 

exhibition catalogue stressed the portraits within the painting.1162  The large 

scale, unusual subject and drama of The Orrery made it difficult to position.1163  

#ÏÎÓÅÑÕÅÎÔÌÙȟ ÄÅÓÐÉÔÅ &ÒÁÎÃÉÓ 3ÅÙÍÏÕÒ (ÁÄÅÎȭÓ ÄÅÆÅÎÃÅ ÏÆ 7ÒÉÇÈÔ ÏÎ ÔÈÅ 

grounds that the Academy did not represent him well and the protest of one of 

7ÒÉÇÈÔȭÓ ÇÒÅÁÔ-ÇÒÁÎÄÓÏÎȭÓ against Ȭa judgement of his merits as a painter being 

formed on the very inadequate selection of his work now exhibited at the Royal 

!ÃÁÄÅÍÙȭȟ ÔÈÅ overall response to Wright was mixed.1164 This ranged from the 

damningly critical, one reviewer asserting that 7ÒÉÇÈÔ ÈÁÄ ÂÅÅÎ ȬÕÎ×ÉÓÅÌÙ 

rescued from oblivion', to the ÁÄÍÉÒÉÎÇȟ ÔÈÅ ÄÉÓÐÌÁÙ ÂÅÉÎÇ ÐÒÁÉÓÅÄ ÆÏÒ ȬÐÒÏÖÉÎÇ 

ÈÉÍ ÔÏ ÂÅ Á ÇÒÅÁÔ ÍÁÓÔÅÒ ÏÆ ÖÁÒÉÅÔÙȭȢ1165 Generally, however, critics took a more 

moderate stance which positioned him as a good but not great artist. For 

example, the Scotsman ÃÏÎÃÌÕÄÅÄ ÔÈÁÔ ȬÉÎ ÃÏÌÏÕÒ ÁÎÄ ÉÎ ÐÏ×ÅÒ ÏÆ ÅØÅÃÕÔÉÏÎȟ ÈÅ 

was much inferior to the leading lights of the Academy, but there is, nevertheless 

a sympathetic grace and a power of composition that stamp the canvases as of 

notable meritȭ, and The Times ÄÅÔÅÒÍÉÎÅÄ ÔÈÁÔ ȬÎÏ ÏÎÅ ×ÉÌÌ ÃÏÎÔÅÎÄ ÔÈÁÔ 7ÒÉÇÈÔ 

of Derby, though a many-sided genius of no inconsiderable proportions, was a 

ÇÒÅÁÔ ÐÁÉÎÔÅÒȢȭ1166 

 Building from the direct comparisons made between the painter and his 

contemporaries, ÍÕÃÈ ÏÆ 7ÒÉÇÈÔȭÓ ÒÅÃÅÐÔÉÏÎ ×ÁÓ ÆÒÁÍÅÄ ÁÒÏÕÎÄ a national 

                                                        
1161 Ȱ&ÉÎÅ !ÒÔÓȢ 4ÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙ ɉ3ÅÃÏÎÄ .ÏÔÉÃÅɊȟȱ The Athenaeum, no.3038 (January 1886), 
ρπψȠ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ The Saturday Review 61, no.1589 (April 1886), 516. 
1162 The Daily Telegraph, 1886?, in Bemrose, Life and Works, extra-illustrated vol., 146; Royal 
Academy of Arts, Exhibition of Works. 
1163 Moore, Impressions, 324. 
1164 &ÒÁÎÃÉÓ 3ÅÙÍÏÕÒ (ÁÄÅÎȟ Ȱ7ÒÉght of Derby at Burlington-(ÏÕÓÅȟȱ The Times, 15 January 1886; 
Ȱ7ÒÉÇÈÔȭÓ 0ÉÃÔÕÒÅÓȟ The Times, 6 January 1886, in Bemrose, Life and Works, extra-illustrated vol., 
147. 
1165 Ȱ4ÒÕÔÈȟȱ ρψψφȩȟ in Bemrose, Life and Works, extra-ÉÌÌÕÓÔÒÁÔÅÄ ÖÏÌȢȟ ρτχȠ Ȱ4ÈÅ 7ÉÎÔÅÒ %Øhibition 
ÏÆ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟȱ Sheffield & Rotherham Independent, 4 January 1886. 
1166 The Scotsman, 1886? in Bemrose, Life and Works, extra-ÉÌÌÕÓÔÒÁÔÅÄ ÖÏÌȢȟ ρτφȠ Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙ 
ÁÔ "ÕÒÌÉÎÇÔÏÎ (ÏÕÓÅȟȱ The Times, 1886? in Bemrose, Life and Works, extra-illu strated vol., 147. 
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perspective of the painter as one of many good artists, as is immediately apparent 

ÉÎ ÔÈÅ ÁÃËÎÏ×ÌÅÄÇÅÍÅÎÔ ÔÈÁÔ ȬÏÔÈÅÒ ÍÁÓÔÅÒs ÓÈÏ× ÁÔ ÔÈÅÉÒ ÂÅÓÔȭ ÉÎ ρψψφȢ1167 Hung 

alongside more famous paiÎÔÅÒÓȟ 7ÒÉÇÈÔȭÓ ÒÅÃÅÐÔÉÏÎ ×ÁÓ ÌÕËÅ×ÁÒÍȠ ÔÈÅ ÖÉÅ× ÔÈÁÔ 

ÔÈÏÕÇÈ ÈÅ ÃÏÕÌÄ ȬÈÏÌÄ ÈÉÓ Ï×Î ×ÉÔÈ ÍÁÎÙ ÐÁÉÎÔÅÒÓȣ ÈÅ ÐÏÓÓÅÓÓÅÓ ÌÉÔÔÌÅ ÏÒ ÎÏ 

ÍÁÒËÅÄ ÉÎÄÉÖÉÄÕÁÌÉÔÙ ÔÏ ÓÔÁÍÐ ÈÉÍ Á ÍÁÓÔÅÒȭ, the exhibition demonstrating his 

ÃÌÁÉÍ ÔÏ Á ȬÒÅÓÐÅÃÔÁÂÌÅ ÐÌÁÃÅ ÉÎ ÔÈÅ ÈÉÓÔÏÒÙ ÏÆ ÁÒÔȭȟ became commonplace. This is 

reiterated by the -ÁÎÃÈÅÓÔÅÒ #ÏÕÒÉÅÒȭs assertion that though  ȬÈÅ ×ÁÓ ÎÏÔ Á ÇÒÅÁÔ 

ÐÁÉÎÔÅÒȣ ÈÅ ×ÁÓ Á ÌÏÎÇ ×ÁÙ ÁÂÏÖÅ ÍÅÄÉÏÃÒÉÔÙȭȢ1168 %ÖÅÎ (ÁÄÅÎȟ ÏÎÅ ÏÆ 7ÒÉÇÈÔȭÓ 

ÁÄÖÏÃÁÔÅÓȟ ÁÄÍÉÔÔÅÄ ÔÈÁÔ Ȭ7ÒÉÇÈÔȭÓ ÐÏÓÉÔÉÏÎ ÁÓ ÁÎ ÁÒÔÉÓÔȟ ÉÆ ÎÏÔ great, was an 

ÅØÃÅÐÔÉÏÎÁÌ ÏÎÅȢȭ1169 Thus, the consensus was ÔÈÁÔ ×ÈÉÌÓÔ 7ÒÉÇÈÔ ×ÁÓ ȬÄÉÓÔÉÎÃÔÌÙ 

ÁÎ Ȱ%ÎÇÌÉÓÈ 7ÏÒÔÈÙȱȟȭ ÈÅ ×ÁÓ ÎÏÔ Á ÌÅÁÄÉÎÇ ÌÉÇÈÔȟ ÅÃÈÏÉÎÇ -ÏÎËÈÏÕÓÅȭÓ ÅÁÒÌÉÅÒ 

appraisal of the artist.1170 This, therefore, points to the emerging gap between 

7ÒÉÇÈÔȭÓ representations in London and Derby as, locally, he was understood as 

Á ÌÏÎÅ ÓÔÁÒ ÁÎÄ ȬÅÎÔÈÒÏÎÅÄ ÁÓ Á ÌÏÃÁÌ ÃÅÌÅÂÒÉÔÙȭȢ1171 As Punch put it, ÈÅ ×ÁÓ Ȭ7ÒÉÇÈÔ 

of Derby ɀ ×ÒÏÎÇ ÏÆ !ÃÁÄÅÍÙȭ.1172 

  

CONCLUSIONS 

Building from the interest in the artist within Derby and garnering the 

momentum around him created by the exhibition of 1883, the rest of the decade 

ÓÁ× ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ÔÈÅ ÔÏ×Î ÃÏÎÓÏÌÉÄÁÔÅÄ ÁÎÄ ÈÉÓ ÓÔÁÔÕÒÅ ÁÓ Á 

national artist, worthy of a place in the British canon, affirmed.  

 The Derby exhibition commenced the reappraisal of the artist by 

demonstrating the diversity and merit of his paintings beyond his specialism of 

light effects. Attracting considerable attention from the press and the London art 

world, thus extending its impact beyond the Midlands, it prompted a re-

                                                        
1167 Ȱ4ÈÅ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟȱ ρψψφȩȟ in Bemrose, Life and Works, extra-
illustrated vol., 145. 
1168  Ȱ/ÌÄ -ÁÓÔÅÒÓȟȱ Manchester Courier, 7 January 1886, in Bemrose, Life and Works, extra-
illustrated vol., 145. 
1169 (ÁÄÅÎȟ Ȱ7ÒÉÇÈt of Derby at Burlington-(ÏÕÓÅȢȱ  
1170 Ȱ4ÈÅ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟȱ ρψψφȩȟ in Bemrose, Life and Works, extra-
illustrated vol., 145. 
1171 Unidentified newspaper clipping, in Bemrose, Life and Works, extra-illustrated vol., 147. 
1172 Ȱ! 9ÏÕÎÇ -ÁÓÔÅÒ !ÍÏÎÇ 4ÈÅ /ÌÄ Ȭ5ÎÓȟȱ Punch, or the London Charivari 90 (January 1886), 40. 
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ÅÎÇÁÇÅÍÅÎÔ ×ÉÔÈ 7ÒÉÇÈÔȭÓ ÁÒÔ ÉÎ ÒÅÃÏÇÎÉÔÉÏÎ ÏÆ ÔÈÅ ÒÁÎÇÅ ÁÎÄ ÑÕÁÌÉÔÙ ÏÆ ÈÉÓ 

oeuvre and a reassessment of his place within the British school of painting. 

Directly resulting from this, the purchase and presentation of two of WrigÈÔȭÓ 

paintings, marking the beginning of a Wright collection at Derby, is 

representative of the greater interest and importance attached to the painter. 

3ÉÍÉÌÁÒÌÙȟ ÔÈÅ ÐÕÂÌÉÃÁÔÉÏÎ ÏÆ "ÅÍÒÏÓÅȭÓ ÂÉÏÇÒÁÐÈÙ ÂÕÉÌÔ ÕÐÏÎ ÔÈÉÓ ÂÙ ÅÍÐÈÁÓÉÓÉÎÇ 

the value of his art; challenging the dominant understanding of Wright founded 

upon the criticisms of the Redgraves; and advocating him as a painter of national 

ÓÔÁÎÄÉÎÇȟ ÔÏ ÂÅ ÖÉÅ×ÅÄ ÁÓ ÁÎ ÅÑÕÁÌ ÏÆ 2ÏÍÎÅÙȢ ,ÁÓÔÌÙ ÔÈÅÎȟ 7ÒÉÇÈÔȭÓ ÉÎÃÌÕÓÉÏÎ 

within the series of winter exhibitions at the Academy represents the 

culmination of his reappraisal in the 1880s. Whilst this display was not a 

ÒÅÓÏÕÎÄÉÎÇ ÓÕÃÃÅÓÓ ÉÔ ÓÔÉÌÌ ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ ÇÒÏ×ÉÎÇ Á×ÁÒÅÎÅÓÓ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË 

nationally as he became as discussed as Millais and recognised within th e canon 

of 18th-century British artists.1173  

 Yet, as is particularly apparent in the more muted reception Wright 

received at the Academy ɀ 7ÒÉÇÈÔȭÓ ÌÏÃÁÌÉÓÍ ÁÓ ȬÏÆ $ÅÒÂÙȭ ÃÏÎÔÉÎÕÅÄ ÔÏ ÈÁÖÅ 

significance throughout the 1880s. Within the London art world the idea of 

7ÒÉÇÈÔȭÓ ÎÅÇÌÅÃÔ persisted, attributed to his close association with Derby as he 

×ÁÓ ÃÏÎÃÅÉÖÅÄ ÁÓ Á ÐÁÉÎÔÅÒ Ȭ×ÈÏÓÅ ÁÒÔ ÈÁÓ ÏÎÌÙ ÌÁÔÅÌÙ ÂÅÇÕÎ ÔÏ ÒÅÃÏÖÅÒ ÓÏÍÅÔÈÉÎÇ 

ÏÆ ÔÈÅ ÁÔÔÅÎÔÉÏÎ ÁÎÄ ÁÄÍÉÒÁÔÉÏÎ ÆÒÅÅÌÙ ÐÁÉÄ ÔÏ ÉÔ ÄÕÒÉÎÇ ÔÈÅ ÁÒÔÉÓÔȭÓ ÌÉÆÅÔÉÍÅȭȢ1174 

Enabling the Academy to position itself as the protector of national art, rescuing 

Wright from obscurity, this suggests the continued perception of the opposition 

between an artist being provincial and being of a national calibre. In this respect, 

the national ÖÉÅ× ÏÆ 7ÒÉÇÈÔȭÓ ÌÏÃÁÌÉÓÍ ÃÏÎÔÒÁÓÔÅÄ ÇÒÅÁÔÌÙ ×ÉÔÈ ÔÈÅ ÕÎÄÅÒÓÔÁÎÄÉÎÇ 

of it cultivated within Derby. Although ÔÈÅ ÌÉÍÉÔÁÔÉÏÎÓ ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÓÏÕÂÒÉÑÕÅÔ 

had set upon his reputation were acknowledged, through the exhibition and the 

biography a concerted effort was made to readdress and re-ÐÒÅÓÅÎÔ ÔÈÅ ÐÁÉÎÔÅÒȭÓ 

ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ÈÉÓ ÈÏÍÅÔÏ×ÎȢ Ȭ/Æ $ÅÒÂÙȭ ×ÁÓȟ ÔÈÅÒÅÆÏÒÅȟ ÃÌÁÉÍÅÄ ÐÏÓÉÔÉÖÅÌÙȟ ÔÈÅ 

ÔÏ×Î ÂÅÉÎÇ ÐÒÅÓÅÎÔÅÄ ÁÓ 7ÒÉÇÈÔȭÓ ÔÒÕÅ ÁÒÔÉÓÔÉÃ ÈÏÍÅ.   

                                                        
1173 Ȱ!ÒÔ .ÏÔÅÓ ÁÎÄ 2ÅÖÉÅ×Óȟȱ The Art Journal 12 (1886), 95. 
1174 Ȱ4ÈÅ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟȱ ρψψφȩȟ in Bemrose, Life and Works, extra-
illustrated vol., 145. 
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 Significantly, it was also during the late 19th-century that many other 

towns began to lay claim to, and promote, their native talents. As one critic noted 

ȬÏÎÅ ÏÆ ÔÈÅ ÆÅÁÔÕÒÅÓ ÏÆ ÔÈÅ ÁÒÔÉÓÔÉÃ ÒÅÖÉÖÁÌ ÏÆ ÏÕÒ ÄÁÙ ÉÓ ÔÈÅ ÒÅÎÅ×ÅÄ ÉÎÔÅÒÅÓÔ ×ÈÉÃÈ 

the name and fame of many of our older artists are awakening in the localities 

wÈÅÒÅ ÔÈÅÙ ÐÁÓÓÅÄ ÔÈÅÉÒ ÌÉÖÅÓȭȢ1175  4ÈÕÓȟ $ÅÒÂÙȭÓ ÆÁÒ ÍÏÒÅ ÄÅÌÉÂÅÒÁÔÅ ÁÎÄ 

coherent claim upon Wright at this time can be viewed in relation to the 

promotion of such artists as Thomas Bewick, Henry Dawson of Nottingham or 

the Norwich School. The 1880s were the moment in which Derby explicitly 

claimed Wright as its son, using the painter to develop and enrich its own cultural 

and material status. 

                                                        
1175 Ȱ4ÈÅ 7ÉÎÔÅÒ %ØÈÉÂÉÔÉÏÎ ÁÔ ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙȟȱ ρψψφȩȟ in Bemrose, Life and Works, extra-
illustrated vol., 145. 
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CONCLUSIONS 

 

 

The suggestion is put forward that Derby would be doing honour to the 

memory of one of its famous sons if such pictures as are available could 

be collected for an Art Gallery exhibitionȣ1176 

Anon, 1912 

 

$ÕÒÉÎÇ 7ÒÉÇÈÔȭÓ ÌÉÆÅÔÉÍÅ ÈÉÓ ÁÓÓÏÃÉÁÔÉÏÎ ×ÉÔÈ ÈÉÓ ÂÉÒÔÈÐÌÁÃÅ ÅÖÏÌÖÅÄ ÆÒÏÍ ÂÅÉÎÇ Á 

simple aspect of his biography and a means of distinguishing him from painters 

of the same name, to an identity the painter himself claimed as he returned to his 

hometown and cultivated his persona as a delicate artist finding solace in 

retirement. Since then the relationship between Wright and Derby has become 

remarkable for its endurance and cultural significance, influencing the 

perception of his art and his representation and memorialisation. Echoing some 

of the language of the 19th-century 7ÒÉÇÈÔ ÃÏÎÔÉÎÕÅÓ ÔÏ ÂÅ ÉÄÅÎÔÉÆÉÅÄ ÁÓ Ȭ$ÅÒÂÙȭÓ 

ÆÉÒÓÔ ÓÏÎȭ ÔÏÄÁÙȢ1177  This thesis has addressed how the relationship between 

Wright and Derby was constituted and perceived at different moments 

throughout the 19th-century. Through this it has sought to show that Wright had 

Á ÐÒÏÍÉÎÅÎÔ ÁÎÄ ÃÅÌÅÂÒÁÔÅÄ ÐÌÁÃÅ ×ÉÔÈÉÎ $ÅÒÂÙȭÓ ÃÉÖÉÃ ÌÉÆÅȟ ÂÅÃÏÍÉÎÇ ×ÏÖÅÎ into 

ÔÈÅ ÔÏ×ÎȭÓ ÓÏÃÉÁÌ ÁÎÄ ÃÕÌÔÕÒÁÌ ÆÁÂÒÉÃ. As this ÔÈÅÓÉÓ ÈÁÓ ÄÅÍÏÎÓÔÒÁÔÅÄȟ 7ÒÉÇÈÔȭÓ 

commemoration created cultural continuity at a time when Derby was being 

transformed through rapid expansion and urbanisation. Attending to the way in 

                                                        
1176 Ȱ7ÒÉÇÈÔ ÏÆ $ÅÒÂÙȟȱ ςτ *ÁÎÕÁÒÙ ρωρςȟ ÉÎ "ÅÍÒÏÓÅȟ Life and Works, extra-illustrated vol., 171. 
1177 The Public Catalogue Foundation, Oil Paintings in Public Ownership in Derbyshire (London: 
The Public Catalogue Foundation, 2009), 44. 
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×ÈÉÃÈ 7ÒÉÇÈÔȭÓ ÒÅÌationship with Derby was constructed, represented, 

materialised and received both within and outside the town ɀ particularly 

ÔÈÒÏÕÇÈ ÔÈÅ ÓÁÌÅÓ ÏÒ ÅØÈÉÂÉÔÉÏÎÓ ÔÈÁÔ ÉÎÃÌÕÄÅÄ 7ÒÉÇÈÔȭÓ ÁÒÔ ÔÈÒÏÕÇÈÏÕÔ ÔÈÅ 

century ɀ ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ ÉÍÐÏÒÔÁÎÃÅ ÏÆ 7ÒÉÇÈÔȭÓ ÐÒÏÖÉÎÃÉalism and the 

ÓÉÇÎÉÆÉÃÁÎÃÅ ÔÈÉÓ ÈÁÓ ÈÁÄ ÉÎ ÓÈÁÐÉÎÇ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ ÁÎÄ 

commemoration. It also demonstrates the importance of a small circle of local 

ÃÏÌÌÅÃÔÏÒÓ ÁÎÄ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙ ÉÎ ÓÕÓÔÁÉÎÉÎÇ ÈÉÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ ÁÎÄ 

providing constancy in his memorialisation.  

"ÅÇÉÎÎÉÎÇ ×ÉÔÈ ÔÈÅ Ô×ÅÎÔÙ ÙÅÁÒÓ ÉÍÍÅÄÉÁÔÅÌÙ ÆÏÌÌÏ×ÉÎÇ 7ÒÉÇÈÔȭÓ ÄÅÁÔÈ ÉÎ 

1797, Chapter Three considers the initial representation and commemoration of 

the painter, particularly how it was informed by, and overlapped with, the 

persona Wright had cultivated during later life. Between 1797 and 1820 the 

memorialisation of Wright continued to frame him as a man of sensibility based 

upon the subjects of his late paintings and his retirement to Derby. Within this, 

as the chapter has sought to illustrate, The Dead Soldier was a recurrent image, 

ÉÔÓ ÁÆÔÅÒÌÉÆÅ ÂÅÃÏÍÉÎÇ ÅÎÔ×ÉÎÅÄ ×ÉÔÈ 7ÒÉÇÈÔȭÓȢ 4ÈÅ ÐÁÉÎÔÉÎÇ ×ÁÓ ÅØÈÉÂÉÔÅÄ ÁÎÄ 

received as a highly touching scene of grief, an understanding which continued 

as the print after it, published jusÔ ÂÅÆÏÒÅ 7ÒÉÇÈÔȭÓ ÄÅÁÔÈȟ ×ÁÓ ÁÌÓÏ ÄÉÓÃÕÓÓÅÄ ÉÎ 

terms of sentimentality. Through the print, The Dead Soldier became one of 

7ÒÉÇÈÔȭÓ ÂÅÓÔ ËÎÏ×Î ×ÏÒËÓ ÁÎÄ ÍÁÎÙ ÏÆ ÔÈÅ ÏÂÉÔÕÁÒÉÅÓ ÏÆ ÔÈÅ ÁÒÔÉÓÔ ÃÁÌÌ ÁÔÔÅÎÔÉÏÎ 

to it as one of his most successful pieces. The image came to stand for 7ÒÉÇÈÔȭÓ 

ÄÅÌÉÃÁÔÅ ÓÅÎÓÉÂÉÌÉÔÉÅÓ ×ÈÉÃÈ ×ÅÒÅ ÃÌÏÓÅÌÙ ÁÓÓÏÃÉÁÔÅÄ ×ÉÔÈ ÈÉÓ ÉÄÅÎÔÉÔÙ ÁÓ ȬÏÆ $ÅÒÂÙȭ, 

as the town was understood as a place of solitude for the painter, away from the 

ÉÎÆÉÇÈÔÉÎÇ ÏÆ ÔÈÅ ,ÏÎÄÏÎ ÁÒÔ ×ÏÒÌÄȢ 4ÈÅ ÐÒÉÎÔȭÓ ÌÁÔÅÒ ÒÅ-publication with a 

companion piece, The Drowned Fisherman, further underscores the importance 

of The Dead Soldier ÉÎ ÓÈÁÐÉÎÇ 7ÒÉÇÈÔȭÓ ÒÅÐÕÔÁÔÉÏÎ in the post-war period. At this 

ÅÁÒÌÙ ÐÏÉÎÔ ÉÎ 7ÒÉÇÈÔȭÓ ÁÆÔÅÒÌÉÆÅ ÔÈÅ ÒÅÌÁÔÉÏÎÓÈÉÐ ÂÅÔ×ÅÅÎ ÐÁÉÎÔÅÒ ÁÎÄ ÐÌÁÃÅ ×ÁÓ, 

therefore, primarily constructed through the network of his friends and family 

and through the circulation and distribution of his art. The people who had 

known the artist wrote his obituaries, ÒÏÏÔÉÎÇ 7ÒÉÇÈÔȭÓ ÒÅÐÒÅÓÅÎÔÁÔÉÏÎ ÒÅÇÉÏÎÁÌÌÙȢ 

The sales of WrighÔȭÓ work were also predominantly in the Midlands and North 

West, and, subsequently, much of his work re-entered regional collections.  
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In Chapter Four, the importance of a single, tangible event ɀ the Derby 

-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÅØÈÉÂÉÔÉÏÎ ÉÎ ρψσω ɀ in establishing the relationship between 

Wright and Derby is discussed. Focussing on the coloured lithograph of the 

exhibition by Samuel Rayner as a starting point, this chapter considers how the 

display of Wright in 1839 implicated his art within the cross-current of ideas and 

concerns of the exhibition. The 1830s were a period of considerable social and 

political unrest within Derby with further tensions arising as the town struggled 

to cope with the needs of a rapidly growing population. The exhibition was, 

therefore, an important medium through which civic pride could be reaffirmed; 

the exhibits represented the natural riches of Derbyshire, the towns illustrious 

history, both in respect to particular events and people, and its cultural wealth. 

Its success confiÒÍÅÄ $ÅÒÂÙȭÓ ÏÎÇÏÉÎÇ ÃÕÌÔÕÒÁÌ ÌÉÆÅ ÁÎÄ ÔÈÅ ÇÅÎÅÒÏÓÉÔÙ ÏÆ ÌÏÃÁÌ 

lenders and, in itself, it ÒÅÐÒÅÓÅÎÔÅÄ $ÅÒÂÙȭÓ ÅÎÇÁÇÅÍÅÎÔ ×ÉÔÈ ÔÈÅ ÃÏÎÔÅÍÐÏÒÁÒÙ 

ÅØÈÉÂÉÔÉÏÎ ÃÕÌÔÕÒÅ ÁÎÄ ÔÈÅ ÔÏ×ÎȭÓ ÐÌÁÃÅ ÁÓ ÁÎ ÉÍÐÏÒÔÁÎÔ ÕÒÂÁÎ ÁÎÄ ÃÕÌÔÕÒÁÌ 

centre. The painter himself formed parÔ ÏÆ $ÅÒÂÙȭÓ ÐÁÎÔÈÅÏÎ ÏÆ ÃÅÌÅÂÒÁÔÅÄ ÍÅÎ 

ÁÎÄȟ ÁÓ ÁÎ ÉÍÐÏÒÔÁÎÔ ÆÉÇÕÒÅ ×ÉÔÈÉÎ $ÅÒÂÙȭÓ 18th-century history, his inclusion 

within the exhibition created a sense of continuity between the previous and 

present century. Furthermore, Wright also became enlisted in ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ 

concern with providing rational recreation, reflecting the broader agenda of the 

-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÍÏÖÅÍÅÎÔ ÁÎÄ ÎÁÔÉÏÎÁÌ ÄÅÂÁÔÅÓ ÁÒÏÕÎÄ ÔÈÅ ÓÔÁÔÅ ÏÆ "ÒÉÔÉÓÈ 

manufactures and the need for improved design and art education. Exhibited 

alongside a range of objects from scientific instruments to natural history 

specimens, his work was incorporated into an encyclopaedic display of 

knowledge intended to entertain and educate and positioned as an example of 

the good design and pre-eminence a local artist could achieve.  

 The time frame shifts in Chapter Five ÁÓ ÉÔ ÄÉÓÃÕÓÓÅÓ 7ÒÉÇÈÔȭÓ 

representation in three exhibitions held within the town between 1866 and 

1877, a narrative which is counterpointed against a discussion of the early 

history of The Air Pump in the National Gallery following its accession in 1863. 

4ÈÉÓ ÐÏÉÎÔ ÏÆ ÃÏÍÐÁÒÉÓÏÎ ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ ÅÍÅÒÇÉÎÇ ÇÁÐ ÂÅÔ×ÅÅÎ 7ÒÉÇÈÔȭÓ ÐÒÏÆÉÌÅ 

nationally and within his hometown. Although The Air Pump was hung 

prominently within a visual narrative of the development of British art, the 
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painting received very little press notice and the limited writing about it, notably 

in the gallery guides, seems to be unclear about its genre or its place within 18th-

century art. Furthermore, the critical assessment of the painter by the Redgraves 

in their influential  book on the English School suggested 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ ÁÓ Á 

peripheral artist within the school of British painting. Nevertheless, the presence 

of the Air Pump in a national collection was an affirmation of WrigÈÔȭÓ ÓÔÁÔÕÒÅ ÁÎÄ 

ÐÒÏÍÐÔÅÄ $ÅÒÂÙȭÓ ÁÃÑÕÉÓÉÔÉÏÎ ÏÆ The Orrery, as a painting of equal merit, in 

response. During the 1860s and 1870s Wright was a regular feature of 

exhibitions in Derby and widely recognised as one of its ÆÁÍÏÕÓ ÓÏÎÓȢ 7ÒÉÇÈÔȭÓ 

changing representation is apparent as he was appropriated as another source 

of stability alongside the Church of England in response to the changes effected 

by the expansion of the Midland Railways Company and Litchurch in 1866, as a 

local celebrity in 1870 as the exhiÂÉÔÉÏÎ ÓÏÒÔ ÔÏ ÒÁÉÓÅ ÃÉÖÉÃ ÐÒÉÄÅ ÁÎÄ ÁÓÓÅÒÔ $ÅÒÂÙȭÓ 

pre-eminence within the Midlands, and as an exemplar for living artists to learn 

from in 1877 as the exhibition was held to commemorate the opening of the 

School of Art in Derby.   

 Lastly, the 1880s are discussed in Chapter Six, the decade in which one 

ÃÏÎÔÅÍÐÏÒÁÒÙ ÓÔÁÔÅÄ ÔÈÁÔ Ȭ%ÖÅÒÙÔÈÉÎÇ ÔÈÁÔ ÉÔ ÉÓ ÐÏÓÓÉÂÌÅ ÔÏ ÄÏ ÈÁÓ ÂÅÅÎ ÌÁÔÅÌÙ ÄÏÎÅ 

ÆÏÒ ÈÉÍ ɍ7ÒÉÇÈÔɎȢ (ÉÓ ÎÁÔÉÖÅ ÔÏ×Î ÈÁÓ ÔÁËÅÎ ÈÉÍ ÕÐ ȣ (Å ÉÓ ÅÎÔÈÒÏÎÅÄ ÁÓ Á ÌÏÃÁÌ 

ÃÅÌÅÂÒÉÔÙȢȭ1178  A retrospective of the artistȭÓ ×ÏÒË ×ÁÓ ÈÅÌÄ ÔÏ ÃÅÌÅÂÒÁÔÅ ÔÈÅ 

opening of Derby Art Gallery in 1883, which subsequently led to his permanent 

commemoration within the Gallery by its acquisition of The Alchymist and The 

Orrery. William Bemrose published the first monograph of the painter, including 

Á ÐÒÅÆÁÃÅ ÂÙ 7ÉÌÌÉÁÍ #ÏÓÍÏ -ÏÎËÈÏÕÓÅ ÁÎÄ ÅÔÃÈÉÎÇÓ ÁÆÔÅÒ 7ÒÉÇÈÔȭÓ ×ÏÒË ÂÙ 

Francis Seymour Haden, two notable figures within the art world of the day, and 

ÔÈÅ 2ÏÙÁÌ !ÃÁÄÅÍÙ ÄÉÓÐÌÁÙÅÄ Á ÃÏÌÌÅÃÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ÐÁÉÎÔÉÎÇÓ ÉÎ ρψψφ ÁÓ ÐÁÒÔ ÏÆ 

its series of Winter Exhibitions celebrating deceased British masters. This decade 

×ÁÓ ÈÉÇÈÌÙ ÓÉÇÎÉÆÉÃÁÎÔ ×ÉÔÈÉÎ 7ÒÉÇÈÔȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ ÁÓ ÈÅ ×ÁÓ 

ÃÏÍÍÅÍÏÒÁÔÅÄ ÁÓ $ÅÒÂÙȭÓ ÍÏÓÔ ÆÁÍÏÕÓ ÓÏÎȢ 3ÉÇÎÉÆÉÃÁÎÔÌÙȟ $ÅÒÂÙȟ ÁÎÄ 

ÐÁÒÔÉÃÕÌÁÒÌÙ ÍÅÍÂÅÒÓ ÏÆ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙȟ ÂÅcame the driving force behind the 

growing momentum around the painter which, beginning locally, had a national 

                                                        
1178 Unidentified newspaper cutting, 1886, in Bemrose, Life and Works, extra-illustrated vol., 147. 
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ÉÍÐÁÃÔ ÁÓ 7ÒÉÇÈÔȭÓ ÐÏÓÉÔÉÏÎ ×ÉÔÈÉÎ ÔÈÅ "ÒÉÔÉÓÈ ÓÃÈÏÏÌ ÏÆ ÐÁÉÎÔÉÎÇ ×ÁÓ re-

established with his display at the Academy.  

Viewed synoptically, these chapters highlight the importance of 

geographic scale ÆÏÒ 7ÒÉÇÈÔȭÓ ÒÅÐÕÔÁÔÉÏÎȟ ÐÁÒÔÉÃÕÌÁÒÌÙ ÔÈÅ ÃÈÁÎÇÉÎÇ ÎÁÔÕÒÅ ÏÆ ÈÉÓ 

localism. If Wright appeared as a neglected artist nationally, in the new Derby 

that had developed during its rapid industrialisation and urbanisation in the 

19th-century his relationship with the town was asserted as a sign of historical 

continuity . Consequently, from this perspective 7ÒÉÇÈÔȭÓ ÐÒÏÖÉÎÃÉÁÌÉÓÍ ÎÅÅÄÓ ÔÏ 

be reclaimed as a positive influence upon his legacy in dialogue with his 

reputation at national and international levels.  

While the example of Wright of Derby may be distinctive, this thesis can 

offer a perspective on the larger connections between painters and places. 

Firstly, understanding the relationship between painter and place as changing 

foregrounds the dynamism of these relationships and the way they vary across 

time and place. This is pertinent to the role of painters in the formation of a places 

cultural identity as it stresses the process through which the relationship was 

claimed and commemorated. 3ÅÃÏÎÄÌÙȟ ÔÈÅ ÅØÁÍÐÌÅ ÏÆ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ 

Derby also highlights the factors that shape the nature of the relationship: the 

fame or celebrity of an artist, particularly in regards to their recognition beyond 

the specific locality; the time they spent within the place and their connection to 

it, for example, whether they visited it for a short or long time and whether they 

were born or died there; the scale of the place itself and, linked to this, the 

number of other artists it could potentially lay claim to. Thirdly, the thesis also 

highlights the different mediums through which the relationship could be 

represented, demonstrating that the connections between painters and places 

need to be understood in an expanded sense, in terms of texts, collections, 

reproductions, institutions, and networks of people and objects. Closely related 

to this is the role of exhibitions in mediating the relationship between painters 

and places and implicating them within broader efforts of place-making, 

suggesting the need to recognise that display was an important medium through 

which such relationships were constructed and projected.   
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 Finally, in considering the 19th-century commemoration of Wright within 

Derby it is significant that the methods adopted are remarkably similar to those 

practiced today. It is still common for exhibitions, particularly large 

retrospectives, to be used to raise the profile of an artist or to suggest new 

approaches to their work, rehabilitating their reputations. It is also usual for such 

exhibitions to respond to previous exhibitions or for there to be smaller displays 

ÁÓ Á ÌÅÁÄ ÉÎ ÔÏ ÔÈÅ ȰÂÌÏÃËÂÕÓÔÅÒȱ ÓÈÏ×ȟ ÁÓ ×ÁÓ ÔÈÅ ÃÁÓÅ ×ÉÔÈ ÔÈÅ ÅØÈÉÂÉÔÉÏÎÓ ÏÆ ÔÈÅ 

1860s and 1870s in Derby when, already, the 1883 exhibition was being 

ÐÒÏÐÏÓÅÄȢ 3ÉÍÉÌÁÒÌÙȟ ÔÏÄÁÙȭÓ ÌÁÒÇÅ-scale exhibition catalogue with scholarly 

essays echoes the consolidation of the momentum generated by exhibitions 

through a monograph about the artist. It is still usual for strategic art centres to 

be involved in promoting the artist, often today through touring the exhibition, 

and it is, also, still common for this to lead into the acquisition of a piece of art for 

the permanent collection, commemorating both the artist and event. Attending 

to how an artist was memorialised can, therefore, inform our approach to 

representing and commemorating artists today as there are close parallels, 

suggesting a historical lens for thinking through the success or failure of such 

methods.  

This is particularly true for Derby as today the aims of the museum can be 

ÕÎÄÅÒÓÔÏÏÄ ÁÓ Á ÃÏÎÔÉÎÕÁÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ 19th-century representation as it is still 

ÃÏÎÃÅÒÎÅÄ ×ÉÔÈ ÒÁÉÓÉÎÇ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÐÒÏÆÉÌÅ ÁÎÄ ÅÎÃÏÕÒÁÇÉÎÇ ÎÅ× ÓÃÈÏÌÁÒÓÈÉÐ 

about him. As the museum and Wright collection are also a legacy of the 19th-

century, understanding this history of commemoration is intertwined with 

understanding its history as an institution, the development of its collection, and 

its civic and cultural place within Derby. The Appendix is closely related to this 

as, in planning to restage the 1839 exhibition, it demonstrates the continued 

relationship between painter and place.
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Ȭ$ERBYȭS FIRST EXHIBITIONȭȡ RESTAGING THE 1839 

EXHIBITION AT DERBY MUSEUM 

 

From its inception, one of the expectations of the Collaborative Doctoral Award 

with Derby Museum and Art Gallery has been that it would lead to a display 

examining the 19th-century ÅØÈÉÂÉÔÉÏÎ ÈÉÓÔÏÒÙ ÏÆ ÔÈÅ ÔÏ×Î ÁÎÄ 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ 

within this, principally through reconstructing aspects of the exhibitions staged 

during this period. As with the exhibitions discussed throughout this thesis, the 

display has been conceived as a means of communication and representation, 

bringing my research to a wider public and situating ÉÔ ×ÉÔÈÉÎ $ÅÒÂÙ -ÕÓÅÕÍȭÓ 

over-arching strategy, notably its aim to develop the research capacity of the 

museum, contributing new scholarship about Wright; to build and consolidate its 

ÒÅÇÉÏÎÁÌ ÐÁÒÔÎÅÒÓÈÉÐÓȠ ÁÎÄȟ ÔÏ ÄÅÐÌÏÙ 7ÒÉÇÈÔȭÓ ÁÒÔ ÁÓ Á ÓÏÕÒÃÅ ÏÆ ÃÕÌÔÕÒÁÌ 

understanding and social and economic regeneration within the city, establishing 

Derby as a centre for creativity. Highlighting the relationship between painter 

and place is, therefore, integral to this latter aim as it demonstrates the 

importance of the town within WrightȭÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐutation, particularly 

drawing attention to the intertw ined histories of $ÅÒÂÙȭÓ ÐÕÂÌÉÃ ÅØÈÉÂÉÔÉÏÎÓȟ the 

museum, and the artist.  

Significantly, this also demonstrates how the display represents the 

ongoing engagement with ideas apparent during the 19th-century , notably the 

role of art and the civic museum. Whilst in the 19th-century this discourse 

emerged due to the introduction of public exhibitions and the establishment of 

museums, often coloured by wider civic and patriotic concerns, today it has 

gained renewed topicality in the face of increasing funding cuts which have 

created the need to defend the importance of art and museums. Demonstrating 
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an affinity with the arguments of the 19th-century, this display will seek to 

engage with this by foregrounding the importance of art and museums in 

generating and bolstering local civic and cultural identity. Furthermore, it also 

highlights how the relationship between temporary exhibitions and permanent 

collections that can be seen throughout the 19th-century, culminating in the 

establishment of Derby Museum and Art Gallery and the purchase of The 

Alchymist and The Orrery, is ongoing. The underlying premise of the display is 

that through drawing ÕÐÏÎ ÔÈÅ ÍÕÓÅÕÍȭÓ ÃÏÌÌÅÃÔÉÏÎ ÎÅ× ÎÁÒÒÁÔÉÖÅÓ ÁÎÄ 

perspectives about the painter, his art, and the Derby collection will be 

represented. Consequently, the proposed display, which will seek to restage the 

ρψσω -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ ÅØÈÉÂÉÔÉÏÎȟ ÃÁÎ ÂÅ ÕÎÄÅÒÓÔÏÏÄ ÁÓ ÐÁÒÔ ÏÆ $ÅÒÂÙȭÓ 

history of display and ongoing support and promotion of Wright; in this respect, 

the display is implicated in the history discussed in the thesis, becoming part of 

the legacy of the 19th-century exhibitions in the town.  

Although a work-in-progress as the date for the display is outside the 

time-frame of this thesis and has not yet been confirmed, this chapter details the 

plans and ideas for the display thus far. Representing the initial planning-stages 

and, thus, open to further changes, the contents of this chapter have been put 

together in close collaboration with Derby Museum, led by its working practices. 

As has been referenced in Chapter Two, this display will  build upon the curatorial 

experience I have gained during the course of my PhD at Derby Museum and Tate 

Britain through participating in their curatorial culture and assisting on displays 

at each venue. Reflecting the intersection of my research and practice, this 

chapter will consist of the planning documents used at Derby Museum as the 

concept and aims of a display is initially proposed, then developed or honed and, 

finally, prepared for; these include:  

1. The rationale for the display.  

2. A provisional project timetable. 

3. Minutes from the planning meetings up to this point. 

4. An objects list, including an initial loans list.  

5. The provisional gallery plans for the display. 
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EXHIBITION RATIONALE 

Ȭ$ERBYȭS FIRST EXHIBITIONȭȡ LOCAL IDENTITY AND PRIDE IN 1839 

Date tbc / Gallery 2 or the Nature Galleries 

1. Introduction  

This display is one of the principal outcomes of the AHRC-funded Collaborative 

Doctoral Award undertaken in partnership with Derby Museum and Art Gallery 

and the University of Nottingham. It will be an opportunity to develop and 

showcase this collaboration and to introduce the research to the museum public 

by restaging the exhibition held at DerbÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎ ÉÎ ρψσωȢ 4ÈÉÓ ×ÁÓ 

Á ÓÉÇÎÉÆÉÃÁÎÔ ÅØÈÉÂÉÔÉÏÎ ÁÓȟ ÒÅÇÁÒÄÌÅÓÓ ÏÆ ÔÒÕÔÈȟ ÉÔ ×ÁÓ ÈÅÒÁÌÄÅÄ ÁÓ ÔÈÅ ÔÏ×ÎȭÓ ÆÉÒÓÔ 

exhibition, emphasising its engagement with the exhibition culture of the 19th-

century. Consequently, the display will be a means of highlighting a shared local 

ÈÉÓÔÏÒÙȟ ÔÈÅ ÏÒÉÇÉÎÓ ÏÆ ÔÈÅ -ÕÓÅÕÍ ÁÎÄ ÉÔÓ ÃÏÌÌÅÃÔÉÏÎȟ ÁÎÄ ÔÈÅ ÔÏ×ÎȭÓ ÌÏÎÇ-

standing support of Wright. 

 Taking the coloured lithograph by Samuel Rayner, $ÅÒÂÙȭÓ &ÉÒÓÔ %ØÈÉÂÉÔÉÏÎ 

(1839), as its starting point the display will restage aspects of the exhibition as 

depicted in the print. Whilst replicating the crowded hang of the exhibition, 

highlighting the overwhelming effect this may have had and the development of 

hang styles, the display will also draw out key works or narratives as case studies 

illustrating the multiple political, social, economic and cultural concerns at work 

in 1839. For example, archival material will be displayed to aid the interpretation, 

particularly highlighting the middle  class discourse around the moral 

improvement of the working classes.  

 )Î ÌÉÎÅ ×ÉÔÈ ÔÈÅ -ÕÓÅÕÍȭÓ ÁÉÍ ÔÏ ÃÏÎÔÒÉÂÕÔÅ ÔÏ ÔÈÅ ÓÃÈÏÌÁÒÓÈÉÐ ÁÂÏÕÔ 

7ÒÉÇÈÔ ÁÎÄ ÒÁÉÓÅ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÐÒÏÆÉÌÅȟ ÔÈÅ ÄÉÓÐÌÁÙ ×ÉÌÌ ÓÈÅÄ ÎÅ× ÌÉÇÈÔ ÏÎ 7ÒÉÇÈÔ 

ÂÙ ÅØÐÌÏÒÉÎÇ ÈÉÓ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎ ÁÎÄ ÔÈÅ ÔÏ×ÎȭÓ ÒÏÌÅ Én this. It will offer 

ÎÅ× ÐÅÒÓÐÅÃÔÉÖÅÓ ÂÙ ÄÉÓÐÌÁÙÉÎÇ 7ÒÉÇÈÔȭÓ ×ÏÒË ÁÌÏÎÇÓÉÄÅ Á ×ÉÄÅ ÒÁÎÇÅ ÏÆ ÁÒÔ ÁÎÄ 

objects, demonstrating how it was enlisted within local and national concerns of 

the time around education, progress, and citizenship. This is particularly 

pertinent in respect to his reputation as a painter of the enlightenment as, 

although displayed alongside scientific instruments, none of his paintings in the 
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exhibition were his scientific ones. Rather, by showing how other genres of art 

were valued and brought to the fore, like his literary paintings, the changing 

understanding of his oeuvre will be suggested as will the influence of following 

generations upon his reputation. Additionally, by showing the importance of 

ÐÏÒÔÒÁÉÔÕÒÅȟ 7ÒÉÇÈÔȭÓ ÉÎÃÌÕÓÉÏÎ ÁÓ Á local worthy and as a source of civic pride will 

be demonstrated. In this respect, the display will generate a sense of local 

ÈÅÒÉÔÁÇÅ ÂÙ ÒÅÖÅÁÌÉÎÇ $ÅÒÂÙȭÓ ÌÏÎÇȟ ÁÎÄ ÃÏÎÔÉÎÕÅÄȟ ÒÅÌÁÔÉÏÎÓÈÉÐ ×ÉÔÈ ÁÎÄ 

promotion of the artist. 

1.1 Purposes/outcomes 

Introduce new ÁÕÄÉÅÎÃÅÓ ÔÏ ÔÈÅ ρψσω ÅØÈÉÂÉÔÉÏÎ ÁÎÄ 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ 

within it.  

(ÉÇÈÌÉÇÈÔ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÐÕÒÐÏÓÅȟ ÐÒÏÄÕÃÔÉÏÎȟ ÄÉÓÐÌÁÙ ÁÎÄ ÒÅÃÅÐÔÉÏÎȟ ÉÔÓ 

curating, staging, cataloguing and critical review. 

&ÁÃÉÌÉÔÁÔÅ Á ÇÒÅÁÔÅÒ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ 7ÒÉÇÈÔȭÓ ÒÏÌÅ ÁÎÄ ÓÉÇÎÉÆÉÃÁnce 

×ÉÔÈÉÎ $ÅÒÂÙȭÓ 19th-century civic regeneration. 

(ÉÇÈÌÉÇÈÔ $ÅÒÂÙȭÓ ÌÏÎÇ ÈÉÓÔÏÒÙ ÏÆ ÅØÈÉÂÉÔÉÎÇ ÁÎÄ ÐÒÏÍÏÔÉÎÇ *ÏÓÅÐÈ 

Wright. 

&ÁÃÉÌÉÔÁÔÅ ÇÒÅÁÔÅÒ ÕÎÄÅÒÓÔÁÎÄÉÎÇ ÏÆ $ÅÒÂÙȭÓ ÈÉÓÔÏÒÙ ÁÓ Á ÃÕÌÔÕÒÁÌ ÃÅÎÔÒÅȢ 

Raise the profile of Wright and his work. 

Demonstrate WrÉÇÈÔȭÓ ÃÈÁÎÇÉÎÇ ÐÏÓÔÈÕÍÏÕÓ ÒÅÐÕÔÁÔÉÏÎȢ 

Link the past emphasis upon learning and practical application with the 

ÍÕÓÅÕÍȭÓ ÁÉÍ ÔÏÄÁÙ ÔÏ ÂÅ ÕÓÅÆÕÌ ÁÎÄ ÉÎÓÐÉÒÉÎÇȢ 

Display and interpret under used and less well-known elements of the 

collection. 

Create opportunities for participation.  

Form part of the learning objectives of the CDA by providing experience 

of planning and implementing an exhibition. 

2. Concept 

2.1 Works 

-ÁÎÙ ÏÆ ÔÈÅ ×ÏÒËÓ ÔÏ ÂÅ ÉÎÃÌÕÄÅÄ ÁÒÅ ÆÒÏÍ ÔÈÅ -ÕÓÅÕÍ ÁÎÄ !ÒÔ 'ÁÌÌÅÒÙȭÓ 

collection, this is intended to ÉÌÌÕÍÉÎÁÔÅ ÔÈÅ ÅØÈÉÂÉÔÉÏÎȭÓ ÐÌÁÃÅ ×ÉÔÈÉÎ ÔÈÅ 

-ÕÓÅÕÍȭÓ ÈÉÓÔÏÒÙ ÁÎÄ ÒÅÄÕÃÅ ÃÏÓÔÓȢ 4ÈÅÒÅ ÁÒÅ ÓÏÍÅ ÐÏÓÓÉÂÌÅ ÌÏÁÎÓ ×ÈÉÃÈ 
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are from collections including the Barber Institute of Fine Art and the 

Ashmolean Museum. The emphasis and challenge will be ensuring that 

the majority of the works can be placed at the exhibition in 1839. 

Key works might include: 

Samuel Rayner, $ÅÒÂÙȭÓ &ÉÒÓÔ %ØÈÉÂÉÔÉÏÎ (1839), DMAG. 

This print is integral to the display as it depicts the exhibition and has 

been a starting point for many of the ideas for this display. 

Wright, Romeo and Juliet (c.1790), DMAG 

One of the most visible works by Wright in the exhibition and print, it 

demonstrates the market networks and the circulation of paintings. 

Wright, Eruption of Vesuvius (1776-80), on loan to the Barber Institute. 

Again highly visible in the exhibition and print, it  illustrates the role of 

7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙ ÉÎ ÈÉÓ ÐÏÓÔÈÕÍÏÕÓ ÄÉÓÐÌÁÙȢ 

Richard MacConnell, John Hallam (undated), DMAG 

The portrait was included in the exhibition, it can be used to build up a 

sense of the visual culture of the exhibition. 

James Rawlinson after Wright, Dr Erasmus Darwin (c.1802), Down House, 

English Heritage 

This copy was included in the exhibition, demonstrating the equal status 

attributed to copies and originals. 

James Eyre, !ÌÌ 3ÁÉÎÔÓȭ #ÈÕÒÃÈ 4Ï×ÅÒȟ 1ÕÅÅÎ 3ÔÒÅÅÔȟ $ÅÒÂÙ (1837), DMAG 

Eyre was an important artist in the exhibition; recently deceased he was, 

like Wright, displayed as a special feature of the exhibition.  

Ramsay Richard Reinagle, William Strutt, F.R.S. (undated), DMAG 

Included in the exhibition, it is an example of the celebration of local 

ÆÉÇÕÒÅÓ ÁÎÄ $ÅÒÂÙȭÓ ÉÎÄÕÓÔÒÉÁl history and progress in 1839. 

George Clarke, Marble bust of Charles Sylvester, DMAG 

Again represents the display of local worthies in 1839 and the variety of 

objects included in the exhibition. 
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2.2 Archival Material 

This will be important in providing the context for the display and 

situating its stories or narratives historically.  

Material could include:  

- The broadsheet produced during the display. 

- The 1839 exhibition catalogue. 

- Newspaper quotes as part of the interpretation. 

- Images of other exhibitions held in Derby during the 19th-century 

ÁÎÄ ÂÙ ÏÔÈÅÒ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅȭÓ ÁÃÒÏÓÓ ÔÈÅ ÃÏÕÎÔÒÙȢ 

2.3 Themes/stories 

The first exhibition in Derby. 

WrigÈÔȭÓ ÐÌÁÃÅ ÉÎ $ÅÒÂÙȭÓ ÃÕÌÔÕÒÁÌ ÌÉÆÅ ÁÎÄ ÃÉÖÉÃ ÒÅÇÅÎÅÒÁÔÉÏÎ ÉÎ ÔÈÅ 19th-

century. 

Encyclopaedic knowledge ɀ particularly the overlap of science and art. 

Technological progress and advancement. 

Literature ɀ 3ÈÁËÅÓÐÅÁÒÅ ÁÓ ÔÈÅ 0ÅÏÐÌÅȭÓ 0ÏÅÔȢ 

Civic pride ɀ local worthies, landscapes, achievements. 

19th-century middle class concern with improvement and instruction. 

$ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÉÏÎȢ 

James Eyre ɀ another local artist being commemorated. 

Authenticity and originality ɀ the presence of copies. 

Civic competition.  

Pre-figuring world exhibitions.  

/ÂÊÅÃÔÓ ÆÒÏÍ ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÅÎÔÅÒÉÎÇ ÔÈÅ $-!'ȭÓ ÃÏÌÌÅÃÔÉÏÎȢ 

2.4 Key potential lenders 

The Barber Institute of Fine Art. 

Down House, English Heritage. 

The Science Museum. 

The Ashmolean Museum. 

Oxford Museum of the History of Science. 
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2.5 Number of objects 

This is dependent upon which gallery space the exhibition is held in. The 

museum is currently applying for a grant for refurbishing the nature 

galleries, if this goes through my display will form part of this larger hang 

and concept, taking place in the old museum galleries [Fig.225]. This 

would provide more space for artworks and objects within my display 

but may also mean re-working some of my plans. 

!ÌÔÅÒÎÁÔÉÖÅÌÙȟ ÉÆ ÔÈÅ ÇÒÁÎÔ ÉÓÎȭÔ Á×ÁÒÄÅÄ ÔÈÅ ÄÉÓÐÌÁÙ ×ÉÌÌ ÔÁËÅ ÐÌÁÃÅ 

in Gallery Two at the museum [Fig.226]. Based on a linear hang this has 

the potential for approximately 30 items including drawings, prints, and 

objects/artefacts; however, with a mosaic-like hang there would be room 

for considerably more, depending on the works that can be identified 

with the 1839 exhibition. 

2.6 Sound 

Given that the exhibition was visited by over 96,000 people; had two 

running printing presses in room two; a working jacquard loom in room 

five; and, performances of natural philosophy experiments in room 

seven, it would have been a noisy space. This raises the potential of using 

sound recordings to recreate this effect. 

- Soundscapes have already been modelled in the new nature gallery. 

-  Consider the different modes of using sound (i.e. intermittently, 

through headphones or sound-booths) to ensure that it 

accommodates all visitors. 

3. Challenges/risks 

The main challenges of this display are rooted in the idea of restaging the 1839 

exhibition. Recognising that it will not be possible to identify and find all of the 

ÅØÈÉÂÉÔÓȟ ÔÈÅ ÄÉÓÐÌÁÙ ×ÉÌÌ ÂÅ Á ȰÒÉÆÆȱ ÏÎ ρψσω ÒÁÔÈÅr than an exact reconstruction. 

Key challenges will be: 

- Defining the criteria for selection of objects when an exact match is 

not possible, deciding whether to include equivalent pieces to 

suggest the overall impression of the exhibition or not. 
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- Thinking about how the display should look when it cannot match 

ÔÈÅ ÅØÈÉÂÉÔÉÏÎ ÁÓ ÉÔ ÉÓ ÒÅÐÒÅÓÅÎÔÅÄ ÉÎ 2ÁÙÎÅÒȭÓ ÐÒÉÎÔȢ 

- Assessing the value of a restage when it cannot be an exact replica of 

the past. 

- ThinËÉÎÇ ÁÂÏÕÔ ÈÏ× Á ȰÒÉÆÆȱ ÉÓ ÒÅÐÒÅÓÅÎÔÅÄ ÁÎÄ ÉÎÔÅÒÐÒÅÔÅÄ ÃÌÅÁÒÌÙ ÆÏÒ 

the audience. 

- Thinking about how to fill gaps in the display productively. 

- Budget constrains which may mean that loans cannot be undertaken. 

4. Previous exhibitions on a similar theme; how does this proposal differ? 

There have been numerous exhibitions at Derby highlighting different 

perspectives about Wright; however, none have focussed upon his 19th-century 

exhibition. These exhibitions have generally been understudied and have not 

been interpreted through displays. Consequently, this display will be the first 

ÆÏÃÕÓ ÕÐÏÎ 7ÒÉÇÈÔȭÓ ÅÁÒÌÙ ÄÉÓÐÌÁÙ ÁÎÄ ÐÒÏÍÏÔÉÏÎ ×ÉÔÈÉÎ $ÅÒÂÙȢ 2ÅÓÔÁÇÉÎÇ 

historical exhibitions has been a more common phenomenon and therefore there 

are some models for approaching this aspect of the display. 

- Wright Inspired, DMAG, 2014 

Focussed upon the copies, fakes and works inspired by Wright. 

- Common Treasury, DMAG, 2015-2016 

The exhibition highlighted the different aspects of the museum and 

ÃÏÌÌÅÃÔÉÏÎȭÓ ÌÉÆÅ ÁÎÄ ÈÉÓÔÏÒÙ ÕÓÉÎÇ ÄÉÆÆÅÒÅnt styles of hang to suit the 

different key periods. 

- Enlightenment: Ideas that Changed the World, DMAG in partnership 

with Buxton Museum and Art Gallery and Belper Museum, 2013 

Mixed objects show using a 19th-century style hang. 

- Art on the Line: The Royal Academy Exhibitions at Somerset House 

1780-1836, Courtauld Art Institute Gallery, Somerset House, 2002 

Restaging show placing works of art originally exhibited at Somerset 

House back into this context. 
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5. Target audience/s 

Make use of the partnership with the University of Nottingham for publicity and 

to open up new audiences, possibly those beyond Derby. 

Draw upon the two main audiences for Wright: the local community with 

interests in local history or local artists and the potential international scholarly 

audience. 

Try to draw in audiences with an interest in science and making by thinking 

about activities around this theme of the display. 

- Continue to think about how new audiences may be pulled in. 

- Consider programming that could make it accessible. 

- Think about how it can be engaging for different audiences. 

6. Opportunities for participation  

Activities/events:  

- Staff ideation session. 

- Collaboration or co-production opportunities in filling gaps that 

there may be in the restage e.g. illustration, responses to missing 

objects.  

- Social media call-ÏÕÔÓ ÏÒ ȬÃÌÁÓÓÉÆÉÅÄ ÁÄÓȭ ÕÓÉÎÇ ÓÎÁÐÓÈÏÔÓ ÏÆ 2ÁÙÎÅÒȭÓ 

print to identify further objects in the exhibition and their 

whereabouts today.  

- Printing workshops based upon the working printing presses 

exhibited in room two in 1839. 

- Chemistry/science based activities in recognition of the live 

experiments run throughout the duration of the exhibition in room 

seven. 

- Clay modelling workshops as there was a man making clay figures in 

room six. 

- Lace making workshops as there was a woman demonstrating lace 

making in room four. 
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- Informal talks about areas of research which echo the popularity of 

ÓÕÃÈ ÅÖÅÎÔÓ ÁÓ Ȭ)ÎÔÅÒÎÁÔÉÏÎÁÌ ÐÉÎÔ ÏÆ ÓÃÉÅÎÃÅȭ ÏÒ Ȭ!ÒÔ (ÉÓÔÏÒÙ ÉÎ ÔÈÅ 

ÐÕÂȭȢ 

- Talks for adult audiences by DM staff and UoN staff on Wright, the 

exÈÉÂÉÔÉÏÎȟ $ÅÒÂÙȭÓ 19th-century ÈÉÓÔÏÒÙ ÁÎÄ 7ÒÉÇÈÔȭÓ ÐÌÁÃÅ ×ÉÔÈÉÎ 

this. 

- Involvement of UoN students in realising the display, e.g. taking over 

the marketing campaign or helping with the installation. 

- Include a tour round the museum to objects that were in the 1839 

ÅØÈÉÂÉÔÉÏÎ ÂÕÔ ×ÈÉÃÈ ÃÁÎȭÔ ÂÅ ÍÏÖÅÄ ɀ this would provide an 

interactive dimension, encouraging the participatory engagement of 

the visitor and also highlight the journey of many of the exhibits into 

ÔÈÅ ÍÕÓÅÕÍȭÓ ÃÏÌÌÅÃÔÉÏÎȢ 

7. Retail and income generation opportunities  

Images of DM collection available already, may need further imagery of objects 

ÔÈÁÔ ÁÒÅ ÕÓÕÁÌÌÙ ÕÎÄÅÒ ÅØÐÌÏÒÅÄ ÁÎÄ ÏÆ 2ÁÙÎÅÒȭÓ ÐÒÉÎÔȢ 

Products might include postcards, prints on demand. 

8. Legacy of the display 

0ÒÏÄÕÃÅ Á ȰÂÅÈÉÎÄ ÔÈÅ ÓÃÅÎÅÓȱ blog and/or photo diary to accompany the 

preparation and installation for the display and advertise it through twitter, UoN 

and DMAG. 

Develop a catalogue for the display using the format of 19th-century catalogues 

and numbered paintings in the restage ɀ this would also be an opportunity to 

bring in different modes of interpretation and different learning styles. 

Potential paper in partnership with DMAG discussing collaboration, presenting 

research in the form of a display, and impact. 
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PROVISIONAL TIMETABLE 

Activity  Date 

Meet Lucy Bamford to discuss initial plans for display 

- Establish a work-plan for developing the display 
- Set up further meetings with Lucy Bamford and other 

members of DMAG team 
- Set dates for time at the Museum to research works of art 

May 2016 

Write Rationale June 2016 

Research which works in the collection can be placed at the 1839 
exhibition  

June 2016 

Research possible loans for the display June 2016 

Allocate Budget (Jonathan Wallis) 

- Any available from University of Nottingham? 

June 2016 

Tbc 

Assess volunteer opportunities and recruit  

Quotes for transport and packing (ideal scenario)  

Assess DMAG objects (Me and Lucy Bamford) 

- Suitability for display 
- Conservation/display needs 

June ɀ July 2016 

Visit external collections where may be relevant works 

- See objects 
 

Make selection of DMAG and external material 

- Discuss with Lucy Bamford 
- Develop contingency lists, providing alternatives and 

depending on budgets 

 

Write loan request letters and send out 

- Facilities reports 
 

Ideation session (DMAG) 

- Exhibition 
- Activities: programme and in-gallery 
- Retail 

 

Add key dates to internal calendars  

Book transport agents  

Book technician time for installation  
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Book conservator for condition checking (install and de-install)   

Arrange photography/image sourcing if required  

7ÒÉÔÅ ÃÏÐÙ ÁÎÄ ÓÏÕÒÃÅ ÉÍÁÇÅÓ ÆÏÒ 7ÈÁÔȭÓ /Î ÇÕÉÄÅ  

Layout 

- Meet with technician to discuss and assess needs 
 

Loan agreements sent out to all lenders 

Couriers need assessed and prepared for (per diems, travel, etc.) 

Timetable for installation confirmed 

 

Insurance arranged 

- On temp exhibitions insurance? 
 

Agree interpretative strategy 

- Research 
- Write intro panel 
- Write labels 
- Publications? 
- Vinyl for top floor landing 
- Editing and proofing 

 

Order label printing and vinyl production  

Marketing and social media campaign launched 

- Posters designed and printed 
- Strategy for social media confirmed 
- Press releases written and sent out 

 

Prepare PV 

- Meet to discuss scale, dates, planning, etc. 
- Design and produce invitations 
- Send invitations out 

 

Prepare comments book for gallery  

Loans Arrive  

Acclimatisation over night  

Unpacking and condition checking 

- Couriers? 
 

Installation  
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Brief Kim L and Mick 

- Risk assessments 
 

Set lighting  

Exhibition PV  

Exhibition opens to the public  

 

 

PLANNING MEETING MINUTES 

1. TO DISCUSS STEPS TO BEGIN PLANNING THE DISPLAY, 24TH MAY 2016 

During this meeting the initial plans for the subject of the display, what it 

might look like and include, and how it would relate to ÔÈÅ ÍÕÓÅÕÍȭÓ 

objectives were discussed. The need for flexibility was also discussed, 

recognising that alterations may need to be made in order to accommodate 

ÃÈÁÎÇÅÓ ÔÏ ÔÈÅ ÍÕÓÅÕÍȭÓ ÐÒÏÇÒÁÍÍÅ ÏÒ ÔÈÅ ÁÖÁÉÌÁÂÉÌÉÔÙ ÁÎÄ ÁÃÃÅÓÓÉÂÉÌÉÔÙ ÏÆ 

exhibits.  

This particularly focussed upon the display as a key part of the impact of my 

research and as one of the principal outcomes of the Collaborative Doctoral 

Award, introducing my research to different audiences and using different 

modes of presentation. 

Suggestions were made for developing and writing a rationale for the display, 

particularly highlighting the following points to address:  

- 4ÈÅ ÃÏÒÒÅÓÐÏÎÄÅÎÃÅ ÂÅÔ×ÅÅÎ ÔÈÅ ÄÉÓÐÌÁÙ ÁÎÄ ÔÈÅ ÍÕÓÅÕÍȭÓ ÁÉÍÓ 

regarding furthering the knowledge and understanding of Wright and 

raising the profile of the artist.  

- The display as ȬÉÎ-ÆÏÃÕÓȭȟ ÔÈÅÒÅÂÙ ÆÉÔÔÉÎÇ ×ÉÔÈÉÎ ÔÈÅ ÍÕÓÅÕÍȭÓ ÐÒÏÇÒÁÍÍÅ 

ÁÓ Á ÃÌÏÓÅÒ ÁÎÁÌÙÓÉÓ ÏÆ Á ÄÉÆÆÅÒÅÎÔ ÁÓÐÅÃÔ ÏÆ 7ÒÉÇÈÔȭÓ ÈÉÓÔÏÒÙȢ  

- Considering how the display could generate an income in relation to the 

ÍÕÓÅÕÍȭÓ ÅÍÐÈÁÓÉÓ ÕÐÏÎ ÒÅÓÉÌÉÅÎÃÅȢ 
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- Developing the idea of ȬÒÅÓÔÁÇÉÎÇȭ ÉÎ ÒÅÇÁÒÄÓ ÔÏ ÉÔÓ ÐÏÓÓÉÂÉÌÉÔÉÅÓ ÁÎÄ 

challenges. 

Also began to consider the practical steps that would need to be taken: 

- Developing a project timetable with a realistic timescale for planning and 

staging the display. 

- Arranging future planning meetings to discuss the concept, 

interpretation, layout, budget, participation and marketing. 

- Developing a list of exhibits to include in the display. 

2. TO DISCUSS INITIAL PLANS, PARTICIPATION, MARKETING, AND ONGOING 

DEVELOPMENT, 22ND JUNE 2016 

This meeting included members of the staff team involved in the marketing, 

participation and programming, bringing different perspectives to planning 

the display.   

The initial plans for the display and alternative options depending upon the 

gallery space available and the exhibits or loans that were available were 

ÄÉÓÃÕÓÓÅÄȢ  )Ô ×ÁÓ ÁÇÒÅÅÄ ÔÈÁÔ Á ȬÒÉÆÆȭ ÕÐÏÎ ρψσωȟ ÖÉÓÕÁÌÌÙ ÒÅÐÌÉÃÁÔÉÎÇ 2ÁÙÎÅÒȭÓ 

print, seemed like the best option as it had the most opportunity for impact 

and participation.  

It was also highlighted that the ÅÁÒÌÙ ÅØÈÉÂÉÔÉÏÎȭÓ ÉÎÔÅÎÔÉÏÎ ÔÏ ÂÅ ÕÓÅÆÕÌ ÁÌÓÏ 

resonates with the current aim of the museum to support and inspire 

creativity and makers. 

The responses to the problem of being unable to find all the objects displayed 

in 1839, particularly the paintings, included: 

- 5ÓÉÎÇ ÁÎ ÉÍÁÇÅ ÏÆ 2ÁÙÎÅÒȭÓ ÐÒÉÎÔ ÁÓ Á ÂÁÃËÄÒÏÐ ÆÏÒ ÔÈÅ ÄÉÓÐÌÁÙȟ ÂÌÏ×ÉÎÇ ÉÔ 

up to fit the wall and placing the objects against this, whether that be 

through projecting the image, developing wallpaper or illustrations to do 

this. 

- Taking it as an opportunity for co -production and collaboration by asking 

different groups and artists to respond to particular objects, with the 
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additional advantage of reducing the number of loans needed. This would 

also highlight the past ÅØÈÉÂÉÔÉÏÎȭÓ ÅÍÐÈÁÓÉÓ ÕÐÏÎ ÌÉÖÉÎÇ makers and the 

ÍÕÓÅÕÍȭÓ continuing role in supporting local cultural development. 

- Building upon the original exhibitions emphasis upon education and 

practical application in order to use the gaps to continue this theme by 

highlighting inventions and objects of different times that were also used 

for this, for example rather than a historical model locomotive approach 

Bombardier for a model.  

The social media opportunities of the display, particularly its use as part of 

the project development, were discussed, notably: 

- Using twitter as a tool for finding more out about the objects in the print 

by including snapshots of the image with a particular focus. 

- Putting call-outs for objects on twitter, possibly modelling these on the 

classified ads and playing upon tÈÅ ÉÄÅÁ ÏÆ Ȭ×ÁÎÔÅÄ ÏÂÊÅÃÔÓȭȢ 

- Having an interface for tagging the image of the print as a means of 

identifying objects, potentially as a project running alongside the 

exhibition. 

- $ÅÖÅÌÏÐÉÎÇ Á ȬÂÅÈÉÎÄ-the-ÓÃÅÎÅÓȭ ÂÌÏÇȟ ÈÉÇÈÌÉÇÈÔÉÎÇ the practicalities of 

staging the exhibition from travelling objects, unwrapping and installing 

them etc.  

Also discussed the possible budget and loans for the display, particularly as 

this is dependent upon whether the museum gains funding for the 

refurbishment of the nature gallery in the old part of the museum: 

- If this project goes ahead the museum would not have the budget for two 

loan exhibitions and the refurbishment would also use collection objects 

that would overlap with my display. 

- One solution would be including the display as part of the refurbishment, 

which would take advantage of the 1879 part of the building and a larger 

budget for loans. 
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- Whether these plans go ahead or not complicates the loans as the lead-in 

time will need to be accommodated as will the different environmental 

conditions of the galleries. It was also noted that if the loans were from 

the same, or nearby, institutions this would be another way of keeping 

the costs down. 

- It was also noted that the closure of the silk mill and the movement of the 

collection into storage would also need to be accommodated in the 

objects list.  

3. MARION ADNAMS IDEATION SESSION, 15TH SEPTEMBER 2016 

This meeting was open to all the museum staff. 

This was an opportunity to draw upon the expertise of staff members across 

the museum, gain different perspectives and brainstorm ideas around the 

solo exhibition of Marion Adnams work programmed for 2017, particularly 

in respect to addressing different themes in her work, the display, and the 

programme of events to run alongside it.   

Attending this meeting provided an insight into the planning process that I 

would also adopt at a later date in respect to my display. 

Following an overview of who Marion Adnams was, her work, and the initial 

plans for the exhibition the meeting was structured around two main 

activities: 

- Empathy mapping: in which the staff were split into two groups and given 

a specific person around which we brainstormed how we hope they 

would respond to the exhibition. Structured around what we would want 

them to be seeing, feeling, thinking, hearing, saying and doing, this 

exercise focussed upon an emerging female artist living in Derby and 

someone who was taught by Adnams. 

- Brainstorming: in three groups, everyone rotated around the room to 

discuss and brainstorm ideas regarding the following set questions ɀHow 

can we explore the themes of war, faith/religion, surrealism, Derby, and 

objects through the exhibition? How might we produce a public 
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programme of activities that engage auÄÉÅÎÃÅÓ ÉÎ -ÁÒÉÏÎȭÓ ×ÏÒËȩ !ÎÄȟ 

how might we gather and share memories and stories of people who 

knew Marion Adnams? [Fig. 227]. This offered a model for asking my own 

questions of the intended display.  

 

OBJECTS LISTS 

1. FROM THE COLLECTION 

Thumbnail Object Current location Comments 

 

Samuel Rayner, $ÅÒÂÙȭÓ 

First Exhibition, 1839 

DMAG 1936-

619/132 Central 

museum, room 34, 

rack 4, shelf c 

 

 

J. Chadfield, Broadsheet, 

1839 

DMAG 2011-63/1  

Central museum, 

room 3, cabinet 6, 

drawer 2 

 

 

Exhibition catalogue 

DMAG Joseph 

Wright Study 

Centre/Derby Local 

Studies Library 

Decide which 

catalogue to include 

according to their 

condition 

  

William Tate, Joseph 

Wright of Derby, date 

unknown; or, after 

Wright, Self Portrait, 

unknown date 

DMAG 1954-219/6 

Central museum, 

room 34, rack 1a 

 

DMAG 1978-201/3 

Central museum, 

room 34 

Flexibility as to 

which copy could be 

used as this is an 

untraced painting 

by Mrs E. Hurt 

 

Joseph Wright, John 

Whitehurst, 1782-83 

DMAG 

L2007-1 Central 

museum, room 1 

 

 

Joseph Wright, Romeo 

and Juliet, c.1790 

DMAG 

1981-330 Central 

museum, room 20 
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Joseph Wright, Jedediah 

Strutt, c.1790 

DMAG 

1976.434 Central 

museum, room 20 

In 1839 the portrait 

of Strutt was a copy 

by Rawlinson after 

Wright  

 

Richard Hurlestone, 

Maria and Her Dog 

Ȭ3ÉÌÖÉÏȭȟ 1777 

DMAG 

1938-777 St 

%ÌÐÈÉÎȭÓ (ÏÕÓÅ 

This would stand in 

for the Oakley copy 

ÏÆ 3ÔÅÒÎÅȭÓ -ÁÒÉÁ 

actually in the 

exhibition  

 

James Eyre, !ÌÌ 3ÁÉÎÔȭÓ 

Church Tower, Queen 

Street, Derby, 1837 

DMAG 

1926-988 Central 

museum, room 34, 

rack 5, shelf a 

Are four versions of 

this painting that I 

could use: 

1979-498 

1939-837/10  

1936-619/224 

These are also in 

room 34 

 

Richard MacConnell, John 

Hallam, unknown date 

DMAG 

1905-385/1 Central 

museum, room 29, 

rack 1, shelf c 

 

 

Ramsay Richard 

Reinagle, William Strutt, 

FRS, unkown date 

DMAG 

1987-406 Belper 

North Mill  

 

 

Mary Fox, Joseph Strutt of 

Derby, date unknown 

DMAG 

1920-801 Central 

museum, room 29 

This looks like the 

portrait of Strutt 

that can be seen in 

the print ɀ it is a 

copy of the painting 

by Philips 

 

Jan Fyt, Still Life, 1611-

1661 

DMAG 

1909-426/1 St 

ElphinȭÓ (ÏÕÓÅ 

Could be a stand in 

ÆÏÒ Ȭ3ÔÉÌÌ ,ÉÆÅȭ ÂÙ ÁÎ 

unknown artist lent 

by R. Moseley 

 

Attributed to Willem van 

Mieris, Bacchus and 

Ariadne, undated 

DMAG 

1911-457/1 Central 

museum, room 2 

Could be a stand in 

ÆÏÒ Ȭ'ÒÏÕÐȟ "ÁÃÃÈÕÓ 

ÁÎÄ !ÒÉÁÄÎÅȭ ÂÙ ÁÎ 
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unknown artist lent 

by R. Moseley 

 

James Eyre ɀ selection of 

watercolours: Still Life, 

sketch; Cottage, sketch 

 

Littleover Hollow, Derby, 

1838 

 

 

DMAG 1925-970 

Central museum 

room 29, rack 2, 

shelf A 

 

DMAG 1940-896 

Central museum, 

room 34, rack 9, 

shelf B 

Whilst in the 

catalogue the 

watercolours by 

Eyre are primarily 

Welsh or Lakes 

scenes can use those 

in the collection to 

highlight his high 

visibility in 1839  

 
Octavius Oakley, Girl with 

fruit and flowers, undated 

DMAG 1931-320/6 

location not 

recorded 

Little info rmation 

about the work or 

where it is now 

which may mean it 

cannot be included 

 

Unknown artist, Study of 

an Old Man and Putto, 

undated drawing. 

DMAG 1914-517/79 

Central museum, 

room 3, cabinet 4, 

drawer 20 

The two figures 

copied from a 

Guercino drawing 

Ȭ/ld Man, Woman 

and Boy with a 

-ÏÄÅÌ ÏÆ Á 4Ï×Îȭ 

engraved by 

Bartolozzi and 

published by 

Boydell, 1764.  

 

John Haslem, Portrait of 

Joseph Strutt, Enamel  

DMAG 

1914.535 Bold Lane, 

room 5, rack 1 

This after the 

portrait of Strutt by 

T. Philips which 

burnt in a fire in 

1841 

 Mons. Bally of 

Manchester, Medallion of 

Joseph Strutt, 1832 

DMAG 

1915-586 Central 

museum, room 4 

 

 
George Cocker, Bust of 

Douglas Fox, date 

indistinct in inscription  

DMAG 

1994-37 Bold Lane, 

room 7 

Noted in Modes that 

there is slight 

damage to the bust. 

It was one of a 
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group of busts 

discovered in the 

attic of the 

-ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ 

during preparations 

for its closure. 

 

George Clarke, Marble 

bust of C. Sylvester, 

exhibited at RA 1833 

DMAG 

1929-186 Central 

museum, room 30 

 

 

John Whitaker, Portrait 

relief of John Etches, 

c.1838 

DMAG 

1898-316 location 

not recorded 

Modes details seeing 

record 1898-159 

but this not found 

which may mean it 

ÃÁÎȭÔ ÂÅ ÉÎÃÌÕÄÅÄȢ 

 

Queen Victoria, figure, 

biscuit, Cocker period 

DMAG 

1890-241/143 

Central museum, 

room 40, case 1, 

shelf 2 

There were two 

Ȭ1ÕÅÅÎȭÓ ÉÎ ÂÉÓÃÕÉÔ 

ÃÈÉÎÁȭ ÂÙ #ÏÃËÅÒȟ 

and two of Victoria 

in the collection 

[1890-241/274 also 

in room 40] 

 
Bust of Queen Caroline, 

Cocker period, no mark, 

biscuit. 

DMAG 

1890-241/163 Bold 

Lane, room 19, rack 

95, shelf 5 

 

 

John Haslem, Self-

portrait,  1833 

DMAG 

2002-62/1 Central 

museum, room 40, 

case 14, shelf 2 

 

 

Hannah More, biscuit 

china, Cocker period. 

DMAG 

2 versions:  

- 1890-241/152 
Bold Lane, room 
19, rack 126, 
shelf 2 

- 1904-376/221 

Bold Lane, room 

19, rack 130, 

shelf 2 

Different versions 

are figure or seated. 
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Bust of Lord Brougham, 

no mark 

DMAG 1890-
241/205 Central 
museum, room 40, 
case 1, shelf 3 

 

 

 

 

 

Telescope, brass and 

leather eight draw 

telescope by J. Davis of 

Derby 

 

Telescope, cylindrical 

brown stitched leather 

case for eight draw 

telescope by J. Davis of 

Derby 

DMAG 2009-171/1 

Central museum, 

room 4 

 

 

 

DMAG 2009-171/2 

Central museum, 

room 1 

 

 

Working model of 

-Ã.ÁÕÇÈÔȭÓ ÂÅÁÍ ÅÎÇÉÎÅȟ 

1825-1830 

DMAG 1976-454/2 

Silk Mill, room 44, 

rack 130 

Need to check the 

availability of this as 

Silk Mill objects 

×ÏÎȭÔ ÎÅÃÅÓÓÁÒÉÌÙ ÂÅ 

accessible 

 
7ÏÒËÉÎÇ ÍÏÄÅÌ ÏÆ 7ÁÔÔȭÓ 

double acting rotative 

beam engine, 1787-1800 

DMAG 1976-454/1 

Loan from the Peak 

District Mining 

Museum 

 

 

30 hour long case oak 

clock by Cooper of Derby, 

second half of 18th-

century 

 

Long case clock by John 

Whitehurst II, c.1820-30 

DMAG 1972-491 

Bold Lane, room 19, 

rack 113, shelf 2 

 

DMAG 1987-444 

Central museum, 

room 27 

The collection has a 

number of long 

ÃÌÏÃËȭÓ ÓÏ ÉÔ ×ÏÕÌÄ 

be a case of 

matching these date 

wise  

 

Early Victorian noctuary 

movement by John 

Whitehurst III  

DMAG 2011-109/1 

Silk Mill, room 6  

This not actually in 

the exhibition 

catalogue but looks 

like the kind of 

instruments on the 

front table 
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Barometer, with clock by 

John Whitehurst II, 

c.1830 

DMAG 1992-103 

Central museum, 

room 4 

 

 
Pair of wrought iron 

calipers 

DMAG 1983-778/3 

Silk Mill, room 44, 

rack 89 

4ÈÅÓÅ ÄÏÎȭÔ ÈÁÖÅ Á 

date so may not be 

appropriate 

 

Working model of 

oscilating cylinder engine 

DMAG 1976-454/4 

Silk Mill, room 44, 

rack 128 

Check the date of 

these models ɀ may 

be too late for the 

exhibition  

 

19th-century skeleton 

clock in brass with glass 

dome cover 

DMAG 1982-334/1 

Bold Lane, room 19, 

rack 117, shelf 2 

Cover does not fit 

clock 

 

Peacock 

DMAG 1888-202 

Allestree store, 

room 4, rack 4, bay 

3 

There are two other 

peacocks in the 

store at Allestree 

 

Two Viking sword blades 

from Ingleby barrow 

cemetery excavations 

DMAG 1987-

590/1&2 Bold Lane, 

room 20, rack 198, 

shelf 4 and Box 

SS099 

This in relation to 

the ancient swords 

exhibited in 1839 

and visible in the 

print. These are the 

only ancient swords 

ÂÕÔ ÔÈÅÙ ÄÏÎȭÔ ÓÅÅÍ 

to match visually so 

may need to look at 

alternatives. 

 

 

Selection of ceramics 

from the Bloor period 

Collection has too 

many to list all, will 

need to make 

selection on 

availability.  

DMAG 1890-241 

Silk Mill, room 49, 

cabinet 6; Bold 

Robert Bloor 

exhibited over 55 

ceramics in 1839 
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Lane, room 5; and 

central museum, 

room 40 ɀ this 

appears to be 

largest accession. 

 

Cabaret set (shaped tray, 

tea pot and cover, cup 

and saucer, cream jug, 

sucrier and cover) 

DMAG AB1179 

Central museum, 

room 43, cupboard 

1, shelf 12 

This a Sevres set 

marked 1779 ɀ 

would need to check 

the inclusion of 

Sevres in the 

exhibition  

 

Figure, peacock, white 

and gold with flowers, 

Bloor period 

DMAG 1904-

376/199 Central 

museum, room 24 

 

 Model obelisk in Ashford 

black marble with 

hieroglyphics inscribed 

DMAG 

1972-699/9(d) 

Gibsons cupboard 

 

 

 

 

Cabinets of stuffed birds 

ɀ those specified in the 

exhibition and in the 

collection include: 

- Doves 
- Owls 
- Cuckoos 
- Humming birds 
- Golden pheasants 
- Buzzards 
- -ÅÒÌÉÎȭÓ 
- Birds of paradise 
- Argus pheasants 
- Moral pheasant 
- Horned pheasant 
Herons 

Will involve further 

narrowing the 

selection according 

to availability and 

condition. Many of 

the earlier 

accessioned 

ÓÐÅÃÉÍÅÎÓ ÄÏÎȭÔ 

have the location 

recorded.  

Is flexibility with 

this as many of the 

descriptions are 

vague, e.g. British 

aquatic birds, 

British game birds, 

foreign birds 

 

 

Selection of shells. 

 

 

 

 

 

 

 

Again a lot of the 

earlier accessions 

no longer have the 

location recorded. 

Will again need to 

narrow the selection 

further. Many of 

these are in the 

Central museum, 
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Collection of shells 

bought by Mrs Borough 

in 1815 from George 

Humphrey, shell dealer. 

room 11, notice 

nature display table 

 

DMAG 1961-508/ 8 

Central museum 

room 36 

 

Selection of insects, 

including butterflies and 

moths which are 

specified in the 

exhibition  

 

 

 

- 75 specimens of 
foreign butterflies. 

Again the selection 

will need to be 

narrowed further.  

 

A lot of the insects 

in central museum, 

room 11, insect 

zone 

 

DMAG 1934-315/5 

Central museum, 

room 26, cabinet 3 

 

 

Stuffed wild boar 

No longer a stuffed 

boar but is a skull 

and a tusk DMAG 

1981-260/142 

Cheapside Annexe, 

room 8, rack 1, bay 

2 

 

DMAG 1989-

59/7109 Central 

museum, room 12, 

case 21 

This again would be 

a case of 

substitution ɀ may 

be able to loan an 

alternative from 

somewhere local 

 
Stags head and antlers 

There are a number 

of antlers in the 

collection, although 

not a head. 

DMAG 2005-202/1 

Bold lane, room 19 

rack 102, shelf 2 

Will need to check 

dates and locations 

for these but is 

some flexibility 

again ɀ also the 

possibility of a loan 

again 
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Selection of geological 

specimens ɀ those 

specified in the 

exhibition and in the 

collection include: 

- Ammonites 
- Specimens of 

silicified wood 
 

 

 

 

 

 

 

 

Tree fossils 

A lot in Cheapside 

Annexe, room 6 

including 

ammonites. Again 

the selection will 

need narrowing 

further.  

 

Silicified Wood: 

2006-114 to 2006-

116 & 2006-317 

Central museum, 

room 53, shelf 5 box 

2 

 

Tree fossils: 1984-

9/21 & 1984-9/22 

Cheapside Annexe, 

room 2, rack 1 

 

 

Ostrich egg 

DMAG 1930-245 

Cheapside Annexe, 

room 8, rack 3, shelf 

2 
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Selection of cameos 

 

 

 

 

Wax portrait cameo of 

Joseph Strutt 

 

 

Early 19thc brooch, oval 

set with cameo portrait 

of George III 

 

 

Mourning brooch, cameo 
with  hair illustration  

5 Cameos in the 

collection, would 

need to select 

according to date.  

 

DMAG 1931-335/1 

Central museum, 

room 32 safe 

 

DMAG 1915-641/23 

0ÉÃËÆÏÒÄȭÓ (ÏÕÓÅȟ 

room 18, jewellery 

cabinet 1 

 

DMAG 1964-

653/38(c) 

0ÉÃËÆÏÒÄȭÓ (ÏÕÓÅȟ 

room 18, jewellery 

cabinet 1 

 

 

 
Sandalwood and ivory 

fan, c.1790 

0( φπρ 0ÉÃËÆÏÒÄȭÓ 

House, room 19, 

rack 4 shelf 4 

Number of fans in 

the collection that 

could be used 

 

Porcelain scent bottle, 

Chelsea, c.1770s 

DMAG 1928-

157/4&5 Bold Lane, 

room 5, rack 1 and 

Central museum, 

room 35 

Are a number of 

porcelain scent 

bottles in the 

collection, including 

some of the Bloor 

period 

 

Small glass bottle 

without stopper  

DMAG 1964-653/18 

Bold Lane, room 5, 

rack 2, shelf 3 

Number of glass 

bottles in the 

collection so is 

flexibility as to what 

the exhibition 

specifies ɀ majority 

in collection are 

shop ones however 
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Dish, decorated in 

underglaze blue; a love 

scene in centre; Chinese 

porcelain, period of 

%ÍÐÅÒÏÒ +ȭÁÎÇ (ÉÓȟ 

1662-1722, no mark 

DMAG 1904-

376/464 Bold Lane, 

room 2, rack 187 

 

 Silk slippers for bound 

feet, Chinese 

 

 

 

Pair of shoes, Chinese 

×ÏÍÅÎȭÓ ÅÍÂÒÏÉÄÅÒÅÄ 

slippers, 19thC 

 

 

Oriental silk slipper, 

probably Chinese, white 

silk 

DMAG 1976-490/9 

0ÉÃËÆÏÒÄȭÓ (ÏÕÓÅȟ 

room 19. Rack 4, 

shelf 1 

 

DMAG 1985-109/2 

0ÉÃËÆÏÒÄȭÓ (ÏÕÓÅȟ 

room 19, rack 5, 

shelf 3 

 

DMAG 2005-

332/1&2 Bold Lane, 

room 19, rack 102, 

shelf 4 

Exhibition catalogue 

lists a number of 

Chinese 

slippers/shoes so is 

flexibility  

 

Wooden Dutch clogs 

DMAG H373 

Cheapside Annexe, 

room 14 

 

 

Selection of ivory 

carvings 

 

Carved ivory tusk, 

Nigeria 

 

 

Ivory needle case with 

views of Lincoln 

 

 

 

Carved ivory tusk with a 

spiral decoration of 

figures 

 

 

 

DMAG 1952-168 

Bold Lane, room 19, 

rack 102, shelf 2 

 

DMAG 1967-855/4 

0ÉÃËÆÏÒÄȭÓ (ÏÕÓÅȟ 

room 19, rack 1, 

shelf 2 

 

DMAG 1977-902/2 

Bold Lane, room 19, 

rack 107, shelf 2 

Again check as to 

details given in the 

catalogue ɀ would 

need to check dates 
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Selection of English and 

Roman coins  

Collection includes 

various coins, 

selection will need 

to be narrowed 

down. Large amount 

appear to be in Silk 

Mill, room 6 hexpod 

and Bold Lane, room 

20, rack 197 

Again flexibility 

around these due to 

the lack of 

specificity in the 

catalogue  

 

Henry Moore, engraving 

ÁÆÔÅÒ 2ÁÐÈÁÅÌȭÓ -ÁÄÏÎÎÁ 

del Sedia on Ashford 

Black Marble, c.1780 

DMAG 1937-685 

Central museum, 

room 52, cabinet B, 

drawer 6 

 

 
Rectangular black marble 

paperweight, 1830-50 

DMAG 

1963-623/15 

Central museum, 

room 52, cabinet B, 

drawer 6 

 

 

 

 

 

 

 

 

Plain gourd with a small 

hole at one end, Fiji  

 

 

Bowl made from gourd 

and carved on outside, 

painted black decorative 

pattern, West Africa 

DMAG 1932-377/5 

Bold Lane, room 19, 

rack 105, shelf 2 

 

 

DMAG 1932-390 

Box 2876 

 

 

These are as a stand 

in for the multiple 

ÃÁÌÁÂÁÓÈȭÓ ÌÉÓÔÅÄ ÉÎ 

the catalogue for 

1839 

 

Are more gourds in 

the collection than 

the two noted, 

would need to check 

the dates 

 Partial un-glazed, wheel-

thrown Romano-British 

pot and other roman 

pottery  

 

Roman bone pins, 

bottles, beads, counters 

etc 

DMAG 1969-89 Bold 

Lane, room 1 

(although it is noted 

as a transfer) 

DMAG 1986-975 

larger accession in  

Bold Lane, room 2 & 

21 

Selection of Roman 

artefacts ɀ could 

these be substitute 

for objects? 
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Medium-sized shallow 

dish with brown glaze, 

from Africa, 18th-century 

DMAG 1984-

180/176 Bold Lane, 

room 19, rack 96, 

shelf 1 

 

 

Roman pottery lamp 

DMAG 1924-933a 

Bold Lane, room 19, 

rack 101, shelf 3 

(are several others 

of these as part of 

1986-977 Central 

museum, room 12, 

case 16) 

Selection of Roman 

lamps in the 

exhibition that could 

be substituted 

potentially  

 Ichthyosaurus 

intermedius; an 

indifferently preserved 

skeleton 

DMAG 1877-16 

Central museum, 

room 11 

 

 

Selection of 

ethnographical and 

anthropological objects 

Selection will need 

to be narrowed 

further through 

further use of 

Modes 

 

 

Brass pillar microscope, 

ÉÎÓÃÒÉÂÅÄ ÏÎ ÂÁÒÒÅÌ Ȭ7 

and S Jones / 30 Holborn 

Ⱦ ,ÏÎÄÏÎȭ 

DMAG 1917-719 

currently on loan 

Will need to check 

when this is back at 

Derby for the 

exhibition ɀ are also 

alternative 

microscopes that 

could be used 

 

Walking stick formerly 

belonging to Judge 

"ÒÁÄÓÈÁ×ȟ ȬÔÈÅ 2ÅÇÉÃÉÄÅȭ 

DMAG 1924-934 

Bold Lane, room 25, 

rack 61, shelf 1 

Substitute for the 

walking stick listed 

in the catalogue 
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2. POTENTIAL LOANS 

Thumbnail Object Current location Lead-in time 

 

Archival material: 

- -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ 
broadsheets, 
pamphlets, tickets 

- Images of other 
Derby exhibitions 

Derby Local Studies 

Library  

Short notice loan 

lead-in 

 

)ÍÁÇÅÓ ÏÆ ÅØÈÉÂÉÔÉÏÎȭÓ 

outside Derby 

- /ÔÈÅÒ -ÅÃÈÁÎÉÃÓȭ 
Institute exhibitions, 
notably Nottingham 
which was held in 
response to Derby 
and shared exhibits 

- The Great exhibition, 
1851 

Illustrated London 

News 

 

British Museum 

BM loan lead in of at 

least a year 

 

James Rawlinson, Dr 

Erasmus Darwin, c.1802 

Down House, 

English Heritage 
 

 

Joseph Wright, Eruption 

of Vesuvius, 1776-80 

Barber Institute of 

Fine Arts 

Loans should be 

made in writing to 

the Director at least 

nine months in 

advance for UK 

venues 

 

After Wright, Two Boys 

with a Bladder: 

Candlelight Effect, 

undated 

The Ashmolean 

Museum of Art and 

Archaeology 

 

 

Peter Neeffs the elder, 

Interior of Antwerp 

Cathedral, undated 

The Ashmolean 

Museum of Art and 

Archaeology 

There is also 

another interior of 

Antwerp Cathedral 

at Nottingham 

#ÁÓÔÌÅ ÂÕÔ ÄÏÅÓÎȭÔ 

look as close to the 

ÐÒÉÎÔȭÓ 

representation 
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Godfrey Kneller, George I, 

c.1714 

The Oxfordshire 

Museum 

Also portraits of 

George I by Kneller 

at Wokingham 

Town Hall, The 

Royal Hospital 

Chelsea, among 

others 

 
!ÃËÅÒÍÁÎÎȭÓ ÐÈÏÔÏÇÅÎÉÃ 

drawing apparatus 
  

 

Globe, early 18th-century 

Oxford Museum of 

the History of 

Science 

1925-43 

 

 

Altazimuth Quadrant, 

19th-century 

Oxford Museum of 

the History of 

Science 

1944-1/part  

 

 :ÁÍÂÏÎÉȭÓ ÅÌÅÃÔÒÉÃ ÐÉÌÅ   

 
Model of a locomotive 

engine 
  

 Temperature gauge   

 

Sikes Hydrometer, by 

Dring & Fage (box and 

weights) 

Oxford Museum of 

the History of 

Science 

 

 

 

$ÁÎÉÅÌÌȭÓ (ÙÄÒÏÍÅÔÅÒȟ ÂÙ 

J. Newman, London, after 

1812 

Oxford Museum of 

the History of 

Science 

1933-56 

 

 

Pocket terrestrial and 

celestial globe, c.1775 

Oxford Museum of 

the History of 

Science 

1944-1/part  

 

 

4ÈÅÒÍÏÍÅÔÅÒȟ ÂÙ Ȭ-Ȣ!ȩȟ 

18th-century  

Oxford Museum of 

the History of 

Science 

1966-41 

 

 Phrenological head   
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 Model ship   

 Suits of Armour Chatsworth House 
Short notice loan 

lead-in 

 

Cupid and Psyche, 2ndC 

BC 

#ÁÎȭÔ ÆÉÎÄ ɀ is 

statuette after it by 

Marchino di 

Campertogno in the 

V&A 

A.14-1984 

 

 

Venus de Medici 

Kedleston Hall, 

Derbyshire 

NT 109010 

 

Museum of Classical 

Archaeology, 

Cambridge 

354 [Medici 

Aphrodite]  

 

 

Warwick Vase 

Royal Collection 

Trust [Bronze 

replica] 

RCIN 71434 

 

V&A [Replica] 

LOAN:GILBERT.829:

2-2008 

 

 

The Crouching Venus 

V&A 

A.5-2012 

 

Museum of Classical 

Archaeology, 

Cambridge 

366 [No head] 
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Naukydes Discobolus 

Ashmolean Museum 

Cast collection 

C097 [Discus-

thrower]  

 

Museum of Classical 

Archaeology, 

Cambridge 

195 

 

 

(ÏÒÓÅȭÓ ÈÅÁÄ ÃÁÓÔ ÆÒÏÍ 

the Vatican 

Museum of Classical 

Archaeology, 

Cambridge 

1888-9 

 

 

Borghese Vase 

Kedleston Hall  

NT 10917.1 

 

Royal Collection 

Trust 

RCIN 71834 

 

 

Doryphorous 

Ashmolean Museum 

Cast collection 

C032 [Youth, once 

holding a spear ɀ 

version of 

0ÏÌÙËÌÅÉÔÏÓȭ 

Doryphorous] 

 

Museum of Classical 

Archaeology, 

Cambridge 

181 

 

 

Head of Homer 

Ashmolean Museum 

Cast collection 

C217 

 

Museum of Classical 

Archaeology, 

Cambridge 

373 
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V&A 

A.8-1958 

 

Bust of Alexander in 

Marble 

Ashmolean Museum 

cast collection 

B135 

[Head of Alexander 

the Great] 
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PROVISIONAL GALLERY LAYOUTS 

1. GALLERY TWO 
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2. NATURE GALLERY/1 879 GALLERIES 
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MAPS OF THE BUYERS AND LENDERS 

 

4ÈÅ ÍÁÐÓ ÉÎ ÔÈÉÓ ÁÐÐÅÎÄÉØ ÐÌÏÔ ÔÈÅ ÌÏÃÁÔÉÏÎ ÏÆ ÔÈÅ ÂÕÙÅÒÓ ÁÎÄ ÌÅÎÄÅÒÓ ÏÆ 7ÒÉÇÈÔȭÓ 

work in the sales and exhibitions discussed in this thesis. Viewed collectively, 

they demonstrate the significant and ongoing local support of Wright  throughout 

the 19th-century. As they also record how many paintings an individual bought 

or lent, the maps suggest the collections of his work in the area, particularly their 

continuity, in relation to the circulation of 7ÒÉÇÈÔȭÓ paintings through exhibition. 

This is reinforced by the recurrence of individuals and families on the maps, 

ÓÕÐÐÏÒÔÉÎÇ ÔÈÉÓ ÔÈÅÓÉÓȭ ÃÌÁÉÍ ÔÈÁÔ ÔÈÅÒÅ ×ÁÓ Á ÓÍÁÌÌ ÇÒÏÕÐ ÉÎÖÅÓÔÅÄ ÉÎȟ ÁÎÄ ÄÒÉÖÉÎÇ 

ÆÏÒ×ÁÒÄÓȟ 7ÒÉÇÈÔȭÓ ÃÏÍÍÅÍÏÒÁÔÉÏÎȢ Additionally, historic maps have been used 

to illustrate the physical changes to the town during this period, notably the 

increasing urbanisation of the region from the early to late 19th-century.  

The growing ambition of exhibitions throughout the 19th-century is also 

represented through these maps. Their weighting towards the late 19th-century, 

the frequency of their staging, and the larger numbers of exhibits included 

suggests the growing exhibition culture in Derby between 1839 and 1883. 

Significantly, they also show the growing culture of documentation during the 

19th-century; prior to 1841, without a census, there are far fewer sources 

through which lenders or buyers can be located. Thus the earlier maps in 

particular, may be skewed in relation to this.  

1801: This maps six of twenty-two buyers in 1801, registering both the wider 

geography of the lenders and the limited sources for researching lenders. 

Notably, those plotted include Harriet Wright and Maria Wright Chappell, the 

ÁÒÔÉÓÔȭÓ ÄÁÕÇÈÔÅÒÓȠ *ÁÍÅÓ 2Á×ÌÉÎÓÏÎȟ Á ÌÏÃÁÌ painter ×ÈÏ ÍÁÄÅ ÃÏÐÉÅÓ ÏÆ 7ÒÉÇÈÔȭÓ; 

and Thomas Borrow, the most prolific buyer. 
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1810: This represents a much smaller exhibition in which all but one of the 

ÂÕÙÅÒÓ ×ÅÒÅ ÆÒÏÍ $ÅÒÂÙÓÈÉÒÅȢ 4ÈÅÓÅ ÉÎÃÌÕÄÅÄ Ô×Ï ÍÅÍÂÅÒÓ ÏÆ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙȟ 

his daughter Anna Romana Wright Cade and his son-in-law Graham Chappell, as 

well as members of the local gentry like Sir Robert Wilmot. 

1814: Many of the buyers at the John Leigh Philips sale are not known, of those 

that are just under half are from Derbyshire and they bought just over half the 

×ÏÒËÓ ÔÈÁÔ ×ÅÒÅ ÓÏÌÄȢ 4ÈÁÔ Ô×Ï ÏÆ 7ÒÉÇÈÔȭÓ ÄÁÕÇÈÔÅÒÓȟ (ÁÒÒÉÅÔ ÁÎÄ !ÎÎÁ 2ÏÍÁÎÁȟ 

ÁÎÄ ÈÉÓ ÎÉÅÃÅȟ (ÁÎÎÁÈȟ ×ÅÒÅ ÁÌÌ ÂÕÙÅÒÓ ÈÉÇÈÌÉÇÈÔÓ ÔÈÅ 7ÒÉÇÈÔ ÆÁÍÉÌÙȭÓ ÉÎÖÅÓÔÍÅÎÔ 

in the painter. 

1839: All of the lenders to this exhibition were from Derbyshire and, more 

ÓÐÅÃÉÆÉÃÁÌÌÙȟ ÃÅÎÔÒÅÄ ÕÐÏÎ $ÅÒÂÙȢ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙ ×ÁÓ ÒÅÐÒÅÓÅÎÔÅÄ ÂÙ *ÁÍÅÓ #ÁÄÅȟ 

whilst lenders like Joseph Strutt or John Whitehurst were inheritors of Wright 

paintings. Robert Moseley is exceptional within this, whilst lending the most 

paintings they were all for sale. 

1866: The documentation of lenders in this exhibition is fairly complete, only 

ÅÉÇÈÔ ÌÅÎÄÅÒÓ ÃÏÕÌÄÎȭÔ ÂÅ ÌÏÃÁÔÅÄȠ ÔÈÅ Ô×ÅÎÔÙ-two others were all from 

Derbyshire and, on the whole, lent multiple paintings. Whilst the lenders appear 

ÓÌÉÇÈÔÌÙ ÍÏÒÅ ÄÉÆÆÕÓÅȟ ÔÈÅ ÆÏÃÕÓ ÃÅÎÔÒÅÓ ÏÎ $ÅÒÂÙ ÁÇÁÉÎȢ 7ÒÉÇÈÔȭÓ ÒÅÌÁÔÉÖÅÓ ɀ 

Thomas Charles Cade, William Bemrose and William Bemrose Junior ɀ were 

among the most generous. 

1870: All of the twenty-one lenders in 1870 are plotted in this map and all are 

from Derbyshire, although representing a more wide-ranging geographical 

spread within this. This may reflect the exhibitions discourse of local pride and 

its midlands framing. Notable among this is the continued importance of the Cade 

ÓÉÄÅ ÏÆ 7ÒÉÇÈÔȭÓ ÆÁmily as lenders and the greater number of the local gentry to 

contribute, including Lord Scarsdale, Lord Belper and Sir Henry S. Wilmot. 

1877: There were only fourteen paintings in this exhibition from seven lenders 

ÁÌÌ ÏÆ ×ÈÏÍȟ ÂÁÒ ÏÎÅ ×ÈÏ ÃÁÎȭÔ ÂÅ ÌÏÃÁÔÅd, were again from Derbyshire.  Charles 

Rowland Palmer Morewood, who owned Alfreton Hall, was a significant 

contributor as he lent four paintings, suggesting the continued presence of 
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7ÒÉÇÈÔȭÓ ×ÉÔÈÉÎ ÌÏÃÁÌ ÃÏÌÌÅÃÔÉÏÎÓȢ *ÕÓÔ ÂÅÈÉÎÄ ÔÈÉÓȟ ÁÇÁÉÎ ÓÈÏ×ÉÎÇ 7ÒÉÇÈÔȭÓ 

ÆÁÍÉÌÙȭÓ ÉÎÖÅÓÔÍÅÎÔ ÉÎ ÈÉÓ ÒÅÐÕÔÁÔÉÏÎȟ 4ÈÏÍÁÓ #ÈÁÒÌÅÓ #ÁÄÅ ÌÅÎÔ ÔÈÒÅÅ ÐÁÉÎÔÉÎÇÓȢ 

1883: 2ÅÐÒÅÓÅÎÔÉÎÇ ÔÈÅ ÌÁÒÇÅÓÔ ÅØÈÉÂÉÔÉÏÎ ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒË ÉÎ ÔÈÅ 19th-century, 

ÔÈÅ ÍÁÐ ÕÎÄÅÒÓÃÏÒÅÓ ÔÈÅ ÓÉÇÎÉÆÉÃÁÎÃÅ ÏÆ ÔÈÅ ÐÁÉÎÔÅÒȭÓ ÓÕÐÐÏÒÔ ÌÏÃÁÌÌÙȠ ÔÈÅÒÅ ×ÅÒÅ 

thirty -one lenders from Derbyshire, seven from the neighbouring counties of 

Staffordshire, Nottinghamshire and Leicestershire, three from London, two from 

the North-West and one from Wiltshire. Among the list of lenders it is notable 

ÔÈÁÔ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙ ÃÏÎÔÉÎÕÅÓ to be prominent, as do the good families of 

Derbyshire, like Lord Belper or F. C. Arkwright. 

1886: This map documents the Derbyshire support of the Royal Academy display 

ÏÆ 7ÒÉÇÈÔȭÓ ×ÏÒËȠ Ô×Ï ÔÈÉÒÄÓ ÏÆ ÔÈÅ ÌÅÎÄÅÒÓ ×ÅÒÅ ÆÒÏÍ $ÅÒÂÙÓÈÉÒÅȢ !ÇÁÉÎȟ ÔÈÅ 

lenders reflect the established families of the region, notably Frederic Arkwright, 

Sir George Wilmot Horton, and Sir Henry Wilmot, all of whose families had 

ÐÁÔÒÏÎÉÓÅÄ ÔÈÅ ÁÒÔÉÓÔȢ !Ó ×ÉÔÈ ÁÌÌ ÔÈÅ ÅØÈÉÂÉÔÉÏÎÓ 7ÒÉÇÈÔȭÓ ÆÁÍÉÌÙ ɀ Thomas Charles 

Cade and William Bemrose ɀ were again lenders. 
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7ÒÉÇÈÔȭÓ ÓÔÕÄÉÏ ÓÁÌÅ ÁÔ #ÈÒÉÓÔÉÅȭÓȟ ρψπρ ɀ city map of buyers  
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7ÒÉÇÈÔȭÓ ÓÔÕÄÉÏ ÓÁÌÅ ÉÎ $ÅÒÂÙȟ ρψρπ ɀ city map of buyers  
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3ÁÌÅ ÏÆ *ÏÈÎ ,ÅÉÇÈ 0ÈÉÌÉÐÓȭ ÃÏÌÌÅÃÔÉÏÎȟ ρψρτ ɀ city map of buyers  
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$ÅÒÂÙ -ÅÃÈÁÎÉÃÓȭ )ÎÓÔÉÔÕÔÅ %ØÈÉÂÉÔÉÏÎȟ 1839 ɀ city map of lenders  
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Art and Industrial Exhibition, 1866 ɀ city map of lenders  
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Midland Counties Exhibition, 1870 ɀ city map of lenders  
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Fine Arts Exhibition, 1877 ɀ city map of lenders  
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Joseph Wright Retrospective Exhibition, 1883 ɀ city map o f lenders  
















































































