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ABSTRACT

As OEA AT AOOAT AA 1T &£ 70OECEOG60 O OAOENOAO
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
Galleryz the largest colledion of his work in the world. This thesis is, therefore,

concerned not with arguingfor the relationship between Wright and Derby but

with attending to how it has been represented and claimed during théd 9th-

century. This will encompass both how the rel& T T OEED ET &£ OAT AAA
posthumous reputation and how it was enlisted in Derby as the painter was
ET Al OBl OAOGAA ET O1T OEA O1I x180 OI AEAT AT A |
obi 1l OEA AOOEOOBO 1T EZA AT A 11T AAIEOU x
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
xAO OEAPAA AT A OADPOAOAT OAA9q xEOEET $AOAU
nearly every decade. These represent important momes 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
AT T OEAAO 70ECEOB80 EIi T AAEAOA AT i1 Aplel OAQEIT
and circulation of objects involved in sales of his work and his literary
OAPOAOGAT OAOCEI T8 )1 pyow OEA $AOAU - AAEAI
AO O$AOAUGO EAEOOO AQEEAEOEIT 6N 70EGCEOSO
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

pywxx xEI1 AA Ai1TOEAAOAA ET OAI AGETT OI
presence within the town. Lastly, the theis will close with the 1880s, when
70ECEO80 AOOI AEAOETT xEOE $AOAU xAO AAl

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

the publication of his monograph, and a display at the RoyatAdemy in 1886.
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Introduction

INTRODUCTION

Yyl OEEO O x1 7O0ECEO xAO AT Ol AT A |1 AAA
not surprising, therefore, that he has become universally known as
O70ECEOht T £ $AOAU8BS

Anon, 1883

*T OAPE 70ECEO0B8 0 A asdledablisnddEduring hisHif&ie dhd O A U

has been integral to the perception of the painter [Fig.1]. As the continued
AOOOAT AU 1T &£ EEO OI OAOENOAOh O70ECEO 1 £ $
indicates, the relationship between painter and place has been an importaand
ongoingfactor in shaping the representationand estimation of the artist. Wright

has also ben adopted by his hometown, becoming central t§ AOAU&8 O AOI OO
profile as is materiallyevident in the Joseph Wright collection aDerby 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

OEA AOOEOOBS O [Fih.2).At the trux ©fFEhls thesis @] tierefore, the
understanding that 7 O E @ Edlafionship with Derby is distinctive in its

endurance, influenceand cultural significance.

1070EGCEO 1 £ $AOAU8 %@EEAEOQEI T 1 &£ EMWmODeDEROOOAOS
Advertiser22 March 1883in4 EA , EAZA AT A 71 OEO 1T £ *1 OAPE 70ECEON
I £ $AO0OAUB6 7EOE A b O hy®illehk BelntbseHLior@dni& Deriby] Berros® O A h

and Sons, 1885), extrdllustrated vol. (c.1885-), 176, DBYMU 199474, Derby Museum ad Art

Gallery, hereafter noted as Bemrosé,ife and Worksextra-illustrated vol.
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$A0AU xAO 7 OE CHé&Wadboinin@hddde oOlfonghte, in
the heartof the town, on the3rd September 1734 He was the third of five children
ET xEAO *OAU %CAOOI T Edstblished ideclAsE A A O
DOl AAOOGET T Al EATEIT UBN EEO COAT AEZAOGEAOh &/
and his second brotherRichard, became a doctot According to the memoirs of
OEA DAET OA0O6O 1T EAAAR (ATTAE 70ECEOh EEO
Christmas piecebelonging to a boy at Repton school, where he and tianily had
temporarily moved in order to avoid the Jacobite Uprising in 1745 This picture
so caught his imagination that at the age @leven he turned his attention entirely
to drawing, secretly copying the signs in Derby from memoryin an attic as his
father did not encourage drawingin the belief that there were more useful
activities that Wright could be undertaking#

Yet, DT T OAAT CT EOET @17RIF@® ETIEIOZ® GRAIOAIA®h O A
study under Thomas Hudson, one of the leading artists of the dahis represents
70ECEO08 O AEYIOMDeAKAE IxAA A A  ADDPOAT OEAA EIT
in London for two years beforereturning to Derby where he set up his portrait
practice? In 1756 though,dissatisfied with his own progress, Wright returned to
Hudson for another fifteen monthsof training before again returning to Derby
where he rapidly established his reputationas a portraitist amongst the local
gentry and those in the neighbouring countie$ It was after this, in the following
decade,possibly boosted by his local success thaWright 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 anghich have
continued to dominate the understanding of his artlt is alsowhen he first began

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

2 Judy EgertonWright of Derby(London: Tate Gallery Publications, 1990), 9.

3( AT 1T AE 79mcAA@H OO0 1T £ *1 OAPE 70ECEO %ON8 1T £ $AO
1850), 3-4.

41bid, 4.

sx | OAPE 7O0EGCEOh O! AAIT 61O "1 1T ERd ET %l EUAAAOE %8

67 OECEOh O31 1 A AAAT O1 Oho x8
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Wright, also exhibiting at this time and when he emergedas one of the foremost

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

Nevertheless, despite the fame Wright had gained withithe London art
world he chose to remain geographically provincial rather han taking up
permanent residencein the metropolis as was the common practice of artists of
the time. As Trevor Fawcett has highlighted, even in the earli9th-century with
the rise of provincial art andthe growing interaction between the metropolis and

regions, London, in many ways, remained the ematre 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 exposedzand au fait withz every
fresh development, to gain acceptance where so much patronage lay,
thesedesiderata of the young contender for fame and fortune were not

to be met with in a provincial towrs.

Wright was, therefore, highly unusual in choosing to spend most of his life
residing in Derby, at a distance fronthe capital. Derby remained his home vih
the exception ofthree 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 1775and the two
years he spentm Bath between Novemberl775 and June 1777These were all
formative episodes in7 OE C E O3 QilthdughGh Fe@esent very different
experiencesz for example, his trip to Italy was in the tradition of the Grand Tour
and intended to increase his status a 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 es@ablish

wider networks of patronage® However, even during theseperiods z with the

7 William Bemrose, The Life and Works of Joseph Wright, AR.A..ikd T1 U AAlI 1 AA O70ECEO
with a preface by Cosmo Monkhou@eondon & Derby: Bemrose & Sons, 1885), 5; for more on
70ECEO80 Oi1 A xEOEET OEA 31 AEAQOU 1T &£ ! OOEOGOO AT A C
Hargraves,0# AT AE A A O A Ge Sadie® of Arisits bf6Ggeat Britain 1760791 (New Haven &

London: Yale University Press, 2005).

8 Trevor Fawcett, The Rise of English Provincial Art: Artists, Patrons and Institutions outside

London, 18001830 (Oxford: Clarendon Press, 1974), 209.

SEEUAAAOQE %Baalldwiagup AllGHe bBiness: T OAPE 7O0OECEO 1T £ $AOAU EI
Joseph Wright of Derby in Liverpoadd. Elizabeth E. Barker and Alex Kidson (New Haven &

London: Walker Art Gallery & Yale University Press, 2007), 483.
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exception of Italy where distance precluded iz Wright continued to return to
Derby for extended visits.His attachment to his hometown and his residence
within it remain a constant thread throughout hislife, 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 meansof
distinguishing himself within the competitive London art world as is apparent in
7E1 1 EAl E6sAybh Bainingd which, in promoting the painter, he opens
with the line ®ut see far off the modest Wright retiréd° As will be discussed
further, his relationship with the town became intertwined with his persona as a
delicate, retiring artist. Furthermore, many of thethemes implicit within this
DAOOI T A xAOA Al 01 APPAOAT O El 70ECEOG60 E
ET 2T AET 08 211106 ET #1 O0AT O ' AOAAT h xEEA
national reputation at a time when his relationship with the Royal Academy as
fraught.11 Whilst continuing to participate in the London art world, therefore, he
A O O HastGdédades werelargely confined to Derby where hewas able to
maintain a successfulpainting 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 Distrig@nd he enjoyed
the company ofhis family and a close circle of friendswithdrawing from the
London art world was, therefore] AEOEAO AAOOEI AT OA1T ,0i 7O0E
or financesduring 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 lateryears, his poor health. Suffering from a bout of
illness,Wright AEAA AO EEO ETITA 11 10AAIAdgGst 300AA
1797, aged 6B AT A xAO AOOEAA AO 30 ![AigB]l. OT AGO #|
7 O E C &sépdiadion with his native townhas continued to beintegral to
70ECEO80 EAAT OEOUh OEADPETI ¢ OEA ®mAWAADPOEI
xI OAO T £ %l EUAAAOE " AOEAO AT A '1A@ +EAOIT]

10 William Hayley An Essay on Painting: In two epistles to Mr. Romi3Edn. (London: J. Dodsley,

1781), 40.

ngi 0o ITOA 11 7O0ECEO8O0 OIii AQGEEAEOEITT OAAq *1EI
70ECEO | VEewbAGhAiaiA®d 21 AET OB OAR DI | ADAAT AtHISBPE] px WU
30, no.4 (September 2007): 524544.

4
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art618 This represents a more revisionist view of Wrightd O ; iraBiwBAally
70ECEO80 bDHOI OET AEATI EOI EAO AT AT OOACAA A
within the British School of artists. For example, S. C. Kaines and H. Cheney
Bemrose, whilst seekingt©O AEOA 70ECEO8 O POIT A£AEIT A ET pwc
idle to pretend that Joseph Wright was one of the greatest painters of his great

AAué AT A AOCOAA OEAO EAZ EA EAA AT 1T & Of AA
art and reputation would have been improvedt3 Linked to this, it is notable that

the painter has frequently keen assigned aeripheral position within histories of

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

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

decades of the 20 century.

However, thisAT T £ AOET 1T 1 £ 7 OEtg & BvWedartistiol OET AE
calibre has not gone unchallengedAO EO ADPDPAOAT O EIT " AOE/
OAAT AT AGET T 1 AAn &eériplgrE dadled forla bemAmode Of artistic

practice. Significantly, they contnue by asserting that Wright wvasOD OEA EAEO0OO ¢
British artist to work almost entirely outside of London, he seems to epitomise

OEA OEOA 1T &£ OEA pOiT OET AEAI [ EAAT A YAl AOOA:
This is representative of the other predminant narrative to emerge in relation

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

revolution. His close association withDerby, an expandingand industrialising

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

industrial or scientific subjectsE AO &£ OOAOAA OEA O1 AAOOOAT A
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 prawes

during the 18th-century. Thisunderstanding of the painterhas, thus far, been the

principal 1 AT O OEOi OCE xEEAE 70ECEOGB0 OAlI AOE

approached and discussed.

12 Elizabeth E. Barker and Alex Kidson, edsloseph Wright of Derby in Liverpo{New Haven &
London: Walker Art Gallery & Yale University Press, 2007), ix.

13S. C. Kaines Smith artd. Cheney BemrosajNright of Derby(London: Philip Allan & Co., 1922),
95 & 111.

14 Barker and Kidson, ix.
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Consequently, EA D OAOAIT ATAA 1T &£ OEAOA OxIi I
provincialism hasmeantthatO E A b Aréldtiddghip @ith Derby has primarily
been discussed in relation to his lifetime, either aan influence uponhis limited
reputation or as part of a larger social andultural shift within the country. This
thesis see&ks to move beyond these narratives therefore, by exploring the
association between Wright and Derby during thel9th-century, closely
attending to the different ways it has been represented and appropriatenh the
hundred years £l 1 1 T xET ¢ OERA ThekeEwillbd 6, driterfvikiAgO
aspects within this: firstty, ET x OEA OAl AOET 1 OEEP OEADPAA
reputation and varied according to time and placeand secondly, howhe 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 ¢al pride and
cultural capita. 4 EA A@EEAEOEIT 1 | Acent@BdisQress ax | OE  x
the display of his paintings in the town, of which there were seven in total,
POT OEAAOG Al ET OECEO ET Oi OEA AEAT CET ¢ AOI
implication wit hin specific socialcultural and material developments of the time
Thethesisbeg1 O© xEOE 70ECEOG60 AAAOE ET pxwx AT/
AT A AT A0 xEOE OEA 21T UAI ' AAAAT U AEODPI AU
exhibition of his work in the 19th-century.

~ X A s s N s

the different instances of his commemoratiorin Derby during the 19th-century

provided cultural continuity in a period characterised by great change.
Corresponding with this, it will be shown thatthe constancy with whichWright

was commemoratedwas due to a local cadre, largely comprised of members of
70ECEOG60 ZAITEI U AT A 11T O0AAT A $AOAUOGEEOA 4
memorialisation. This group, like Wright created a sense of cultural stability

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

continuity regarding the 19th-centuryhn 7 OECEO8 O AT i1 Al T OAQE
$ A O A UG dentugy eritage in relationship with the new town of the 19th-

century.
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Moreover, the thesis will consider the connection between Wright ath
Derby as an ongoing, fluid relationship asegards theculture and heritageof the
town.) I OEEO OAOPAAOh EO EO EI PAA OEAOD
approach to its Wright collection as it will highlight its origins in and relationship
with a longer history of cvic 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 thel9th-
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 mediumsz including exhibitions,
obituaries, biographies and reproductive printsz and in respect to the specific
social and culturalhistories and geographies that have influenced this, this thesis
will seek to suggest new ways of thinking about the role of painters place-

making during the 19th-century.
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THESIS STRUCTURE

In a chronological sequencethe chapters of this thesisaddress key moments in

the 19th-century in which Wright was displayed and represented. Viewed
synoptically, these chapters wilA @1 T OA ET x 7O0OECEO xAO xI ¢
social and cultural fabricand the legacy of this, both in terms ohis cultural

profile and his commemoration.The literature review sets out abroader context.

This focusesOPiI 1 7 OEGCEOG6 O 1 A Acdsidering ithe Giffeile®T OA OE A
models of painter and place and how they have been approached by scholars,

before situating this within the broader commemorative culture of thel9th-

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

thei AAAOAOO OEA AOOOAT O OAEIT 1T AOOEED 11 70
19th-century Derby. Thisis followed by a chapter discussing the methods and

sources that have been used during this research.

ChapterThree:/ DPAT ET ¢ x EQE 7 OE @his Otatder cAnbide@3the ET  p X «
immediate posthumous reputation of the painteh A T AOOAOEOA EIT xE
painting, The Dead Soldieand the print after it, will be aframing motif. It will

highlight how his reputation was shaped by the nevork 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.

ChapterFour: In 1839 a selection of7f OECE 06 O béAdispla®del bt @E&by x A

- AAEATEAOS )1 OOEOOOA ET Al AQEEAEOEIT OE
$AOCAUG @ laERLIKIAG | AT O ET OEA OiI x180 EEOOI OU
70ECEO80 OADPOAOAT OAOEIT ET EO xEIl AA O

Ray AO8 O 1 E OEdisplayAtbskehapteEwilddenkider 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 notablgeriod in 7 OECE 08 O
posthumous reputation as there were three consecutive exhibitions including his

art in Derby. Although Wright was represented differently within each onetheir
8
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cumulative effect was to embed the painter within the social and cultural fabric

N s oA -

with the muted reception that greeted the acquisition of theAir Pumpby the
National Galleryand its displayin 1863.

OAAT CT EOETT 1T &£ 7TOECEOG6 0 EI biheérAspektbe AOI | E]
AGEEAEOQGETT 1T &£ OEA pileEubSlued @urchabeOdfTheET  p Yy
Alchymst and The Orery, the publication of the first biography of the artist in
1885, and the Royal Academy display in 1886, this chaptevill demonstrate the

growing momentum around Wright during the decade.

Appendix One Shifting register, this chapteroutlines plans fora 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 thesisthe importance 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 atOEA OAI AO 1T £ 7OECEOG60O PAET OEI
exhibitions of his art during the 19"-century and includes a summary of the

findings from them.



Chapter One: Literatte Review

LITERATUREREVIEW

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 wsnif
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 evelttas lately begun once

more to think great things of Joseph Wrigk.

Anon, 1886

00T i pOAA AU OEA AQEEAEOEIT 1T &£ *1 OAPE 7 OE(
1886, the above quote highlights the increasing association of artists with the

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

most of those named above arenot remembered, their associate city no longer

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

and Antwerp; Titian and Venice; Vermeernd Delft; Constable and Suffolk; or
Gainsborough and Sudbury, are far more familiaiThis, whilst highlighting the

cultural significance that connections between painters and places can haa¢so

504EA 7ETI OAO %GEEAEOEI T AO OEA LigeiandAWorksekrd-A Al Uh 6
illustrated vol., 145.
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Chapter One: Literatte Review

foregrounds the changeability and instability of these reltionships.7 OECE 08 O
association with Derby, whilst distinctive in its cultural resonance and
endurance, is also part of a wider culture in whiclthe relationship between

artists lives and localitieswas claimed

This chapter will seek to frame this thesddd © AEOAOOOEIT T 1 A&
Derby in relation to the wider role of art incivic heritage.Firstly, it will consider
the different models through which the relationship between painter and place
has been claimed and howcholars have addressed this.e chapter will discuss
the wider commemorative culture of the19th-century in regards to the claims
different localities have made for other kinds of creative figuresparticularly
authors. Whilst the claims for painters havereceived a limited amount of
scholarly attention, the association between writers and theirhaunts has been
studied far more comprehensively The chapter will thenfocus onthe claims that
EAOA Al OAAAU AAAT 1T AAA &£ O 70EGCEOG&® AOOI .
scholarship, other cies. It will discussthe ¢ OOAODPT T AET ¢ 1T EOAOAOOD
cultural profile during the 19th-century, indicating that the dominant narrative
of OEA OI x1 60 AT 1 ECEOAT I Al16th-cAnfuty bésalso AOOET
i OOAOAA 7 OECE 08 OowA tBraughthis pofireyhl s apdinteEof OEA O
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 thd 9th-century there was considerable
interest in the relationship between artists lives and localitieslt still remains
commonplace for places to claim a painter as is evident iwell 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 biogaphically or as geographically unproblematicrather than as a

shifting interpretative field of life and localityin which the relationship is claimed

11



Chapter One: Literatte Review

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.

41 AACET xEOE 1TT1TA 1T £ 7 OEa@ds,®¢ Qoshlial 0O /4
Reynolds, it is noteworthy that he is associated with two geographies, his
provincial origins and his later prominence within the London art world. Sam
31T E1I A0 EAO AOCOAA OEAO 2AUTTI AOGS6 OAI AOCEI
home-turf, 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 8and
19th centuriesCEOEAO xAOA AEOEAO OPOI COAOOEOA E(
science and cosmopolitanismpr markets of corruption, greed and aristocratic
AercATl ET AAUS AT A Al O1 OOU T EZEA xAO AEOEAO
EITAOOh ET AADPAT AAT Oh O AvmaAiidshens) SnlilesT 1 U Al
EECEI ECEOO OEAO 2AUT IdthAdnbracieghahd cArhing foEEE T E (
epitomise urban culture whilst also maintaining his affection for his hometown,
becoming a Plymouth aldermari8 Demonstrating the need for close attention to
wider politics and cultural concerns in understanding the relationshipbetween
painter and place, an approach this thesis will seek to adopt, Smiles goes on to
AAIT1 OO0OAOA ET x OEA DPAOAADPOEITT 1T &£ 2AUTIT I
conjunction with the changing perception of provincialism nationally, eventually
becoming AOO T £ A OOACO OiI OEAEAOS T1AOOAOQE
&1 OACOi 01 AET ¢ OEA &I OEAEOQOU 1T £ OOAE AOOT Al
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

s N oA =z sz A =z

AOOEOOO T EOGAOG AT A 11T AAI ECEAO AT O1 A AACEI

16 Sam Smiles, edSir Joshua Reynd$: The Acquisition of GeniBristol: University of Plymouth
& Plymouth City Museum and Art Gallery, 2009), 127.

171bid, 19

18 |bid, 20-26.

19 |bid, 26-27.
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- z A =

Another example of claims made durinDdEA AOOEOO®™& ofl EEA C
David Hockney. As Stephen Daniels hasviewed, claims for Hockney Country
AT A OEA DPAET OAO60O OAI AOET 1T OEEDP xEOE OEA
¢cmpe 21T UAT 1 AAAAT U AQEEAEOQOEI T h PDBAOEA (1
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
AOOEAOI AOCAA OEOia Qis seErépfesentatior Tarf Aperdodal
geography, the locale of the Yorkshire Wolds itself, anthrough managing
(T AETAUBO 111 CAO OOAT AET C AOOT AEAOEIT T xE
a studio, and depicted in canonical pictureDaniels framed (T AET AU O DAEI
within the Western landscape tradition and in relation to popular culturez 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 z demonstrating that the painter created a visual
OOAAEOQEIT &£ O OEA 91 OEOGEEOA 711 A0h OA OA
I AT AGAAPA OAOGOAE AT A EEOEAOOT OO1 A£OAIT AA
by a well known painteO 8 8Hockney was alsocomplicit in creating and
consolidating his identity as a Yorkshire manheclaimed the associatn through
his public persona,framing his return to Bridlington as a homecoming, aligning
himself with romantic landscape forebears likeConstable and Wordsworth?2

Hockneyadopted the association as part of his personike Wright or John Opie

xETh AO 6EO (AT AOA EAO 11 0AAR AAI POAA OE}
himself in London as a genius who could overcome the disadvantage$
provincialism. 22 4 EA  DAET OA0O8 O 1 wblds BssdciatibnOwas T 1T A&

incorporated into the heritage branding and cultural tourism of the area
O(T AET AU #1 01 OOus AO A OOOAI AOI OOOAT Al
Countryd h aditulAted in aLondon exhibition.

203 OADEAT $ AT EAI Oh Jodrtal oRHistorkcal Gebiraphy® aol4 §2012): 458464.
21 |bid, 462.

22 |bid, 460.

23Viv Hendra,The Cornish Wonder: A Portrait of John Opleuro: Truran, 2007), 31.

26 AT EAT Oh O(T AET AU #1 O1 OOUhd t19o8
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Daniels has also considered howConstable Countrywas constructed,
claimed and mediated throughOEA ADAEDOEBEIDOCO AZEOAO OEA E
[Fig.4].2> Representing one of the most famous associations between a painter
and place, theexample of John Constable exemplifies the importance of landscape
art in mediating such associations as it is througkey paintings that claims for
Constable Country in Hampstead, Wiltshire and the Stour Valley are mag#dn
this the posthumous claims byplaces upon Constable differ to Wright whose
I AT AOGAAPA POAAOEAA xAO 110 A OECT EZEZEAAT O
19th-century even ifhe wasincreasingly recognised as a landscapisater in his
ife8 $ AT EAI 06 AEOA OO oupdnihowlthEpaihied adi@dnkiigh &£ A O
have shaped the perception of the Stour Valley and how, in turn, the place has
commemorated the painter through the landscape itsel” Daniels describes the
different ways in which the association has been representechd claimed over
OEi Ag8 (A AAOGAEI O #11 O0OAAI A8O0 AAOI U OADC
essentially English qualities like local knowledge and independence, which
celebrated his familiarity with, and experience of, the Stour Vallery and framed
Constalle 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
xAOA PAOAAEOGAA O1T AAI AAOAOA AT A APEOI I EO.
grown in importance during this time as London increasingly became the
T AGET 160 OAAOWAM ®OGRAODODEROQAOETT 1T £ #I1
through the conservation of Flatford Mill and the surrounding landscape and its
refashioning as a rustic retreat; and, the addmn of his landscapes as images of
stability and continuity during the Second World War. Consequently, whilst
OEl xET ¢ OEA Ai 1 OEOOAT AU xEOE xEEAE #1100
OEA 301 060 6ATT AU 1T Ai T OEAI EOAA dkiapeDOAAIT A
Daniels demonstrates the changing relationship between painter and place as it
xAO OAAT T OOEOOOAA 1T OAO OEI A AT A AAAT OAEI
I £ OEA OAT & OOUs AO 1 AOCAd 8

25 Stephen DanielsFields of Vision: Landscape Imagery and National Identity in England and the
United State{Cambridge: Polity Press, 1993), 20242.

26 |bid.

27 |bid.

28 |bid, 201.
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As the specificity of the Stour Valley in relation to Comable suggests, the
relationship between painter and place is rpresented at different geographic
OAAI AG8 /1 EOAO &AEOAI T OCEGO AEOAOQOOOET T
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® Fairclough demonstrates how the association was
constituted through the growing antiquarian interest in the Welsh past during
the 18th-century; the energing social and political nationalism and rivalry with
England in thel9th-century; and, in the 2@ century, the formation of a national
museum.3> & AEOAT I OCE AOAxO 100 OEA AEOAOI AO
paintings, noting their Welsh buyers, the codictions 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.s31

The Norwich School of Painters is term usedto designate agroup of
artists z including John Crome, John Sell Cotman and his sgn&ho lived and
worked in the city between 1800 and 1880, participating in the same exhibitions,
sharing the various professional, institutional, personal and familpetworks, and
often depicting the same local subject matteffFig.5 and 6]32 The construction of
the Norwich School has been critically examinedy Andrew Hemingway who has
NOAOOET 1T AA xEAOEAO OEA .1 OxEAE 3AEITTI xA
how and why the association was established, developed and consolidatédl.
Noting that the Norwich School did not exist in its modern form in thel9th-
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.3* This demonstrates the different

29/ 1 EOAO &AEOAIT T OCEh O!'T 1| OOEOO E1 EHRicardWison#1 OT OO0L
and the Transformation of European Landscape Paintirey). Martin Postle and Robert Simon

(New Haven: Yale University Press, 2014), 16171.

30 |bid.

31 |bid, 167.

217 AOAx (AIETCxAUR OO0.7 OxEAE Rofénticl Lariistape: BHBE AT A
Norwich School of Paintersed. David Blaney Brown, Andrew Hemingway and Anne Lyles

(London: Tate @llery Publishing, 2000), 9.

33 |bid, 9-23.

34 |bid, 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 legitimted 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 ideity

that conferred status on the regior?>

In his earlier discussion of the role of cultural philanthropy in the
invention of the Norwich schoolHemingway argues that the latel9th-century
| OxEAE AT OOCAT EOEA xAOA ET OAcaidisitdT OEA
was ameans of defining themselves and their role in societygromoting the city
at a time when its importance was declining; and, affirming the value of local art
at a point when it was diminishing3” He identifies the local press as an importan
medium through which the idea of the School was conceived and represented,
DAOOEAOI AOi U OEOI OCE OEA OADPI OO0 OPIT 11,
the class politics of these This process wasdeveloped in reference to the
Norwich School within the national press and the institutionalisation of the
School through exhibitions and local collection$® Reinforcing the different
media through which claims are made, the press and temporary exhibitions
OAZEI AAO (AT ET CxAUGBO Alsthdolisadigcirdive oashuot OOE A
which was developed to serve the interests of a particular bourgeoisdtion in a
i ETTO POI GET AEAI AEOUG S8
The importance of exhibitions for claims on painter and place is also
evidentin John Bonehill, Stephen DanielsandE AET | AO ' 1| £#OAUS8 O AEO

(AT ET CxAUR O.1OxEAE 3AEiITiIhd pm QO pg8 )1 OEEO OA
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

*T OEAE ' E#ARDORO 1 DI 14HEOvhiaH tiie Gindgchpd Ts éxplardd through the
AOOEOOGS6O 1 EAA EI AEADPOAJOOARIAGS AGO COWEADE AQ A5 GO BON ABAO
AOOBh *1 @BAE OAET DA 0 @ofdniLongmais, @éded nd Co., 1869).

1 T AOAx (AT ET CxAUh O#01 OOOAIT O0EEI AT OEOT pre AT A OE
Oxford Art Journalll, no.2 (1988: 17-39.

37 |bid.

38 |bid, 17-21.

39 |bid, 21-27.

40 bid, 36.
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3AT AAUG O OAI AGET 1 OE BBy arglieGltat thelddpiag r@E Al 8
collection of his work at Nottingham Castle, particularly the first exhibition of the

AOT OEADOS xi OE ET OEA AAOOdakns Bdde ythey t h  E A
AEOU 11 OEA 3AT AAU3 O%2ABis @itefa®EL) thedimitedE . T OO
OEi A OEA 3A1T AAU8O AAOOAIT U OPAT O ET .1060
pictures of the city had in consolidating the relationship. Furthermorethis also

OET xO OEA Ei bl OOAT AA 1T &£/ OEA O1 AGEOA 0Oi11
associations were claimed as it allowed the place to express a sense of
parenthood and, subsequently, ownership.Ofndt EO OEA AT I PAOEOIT 1

draw between Sandby 8 A 7 OECEO8O0 AT i1 Ai 1 OABGET T h AT
the former® paintings fostered a historical, preindustrial, picturesque view of
.1 OOET CEAih 70ECEO80 OADPOAOAT OAOGETd xAO

image as the centre of an enterprising and pragA OOE OA OAQEI T Al  AOQI

Jan Birksted has foregrounded the importace of the sites of artist§ et E O
andworkinhisAEOAOOOETT T &£ , A0 , AOOAOKh i UAT T A¢
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.4> As Birksted notes, Les Lauves is
OET AEOOI 1 OAT U AOOTI AEAOGAA xEOE #i UATTABO |
as she draws parallelsbetween the studio, painter and practice such as his
unconventional garden and his break from representational convention and the
OAOEOOAT AA O 1T OAAO T &£ Al OE OEASTRWOOAET h
the painter is located through his studig seenasa 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 relatioto the modernist

a*TET "TTAEEI T h 30APEAT $ATEAI O AT A . EABaU AO ! A&
Sandby: Picturing Britained. John Bonehill and Stephen Daniels (London: Royal Academy of Arts,

2009), 26-27.

42 |bid.

43 |bid,27.

“ux AT " EOEOOAAR O# Aahdscdpes dfGneriofy larm Axpéiened) Jar Birksted

(London & New York: Routledge, 2000), 786.

45 |bid, 78-80.

46 |bid, 80.
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architectural concept of landscape as quasvilderness, particularly in Le

#1 OAOCOEAOCH P OPEBAOAOREMDA £ OAh OEOI OCE OEA
historical afterlife is articulated, incorporating him into the modernist tradition.
Significantly, in closing his essay, Birksted indicates the transcendental ideal of

| OAAAEAh AT 0PI ETC OEEO xEOE 01 OOOET 60 Al
O$AAOE EO AOAT ET | OAAAEASN EAOEI ¢ AOC
understood as a Moernist Arcadian quastwild landscape he suggests the

DAET OAOG 0O AAEOAOI & 7wk stwlis © présereed todaylas OGAET 8
the Museum[English] Atelier Cézanne.

Many of thethemesin this secionAOA AOAx1T OI CAOEAO EI
discussid 1 £ 01 OOOET 60 AT i1 Ai T OAOEIT xEEAE E!
i OAE AO EOO OAI BT OAI AEI AT OETT18n OOOO0OA
commemoration in Rome, Paris, and Les Andelyis is intended to highlight the
ritual of memorialisation and the broader issues of regional and national
identity. 9 3 AT OO0 AAAOAOOAO 01 OOOET 60 AAOI EAOGO
Pantheon and at San Lorenzo in Lucina in the late ®&nd early 19th-century;
first, arguing that they were mediums through which Poussin was &aimed 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
AAOxAAT )OAIT U AT A &OAT AAh AAATTETC OAII
AAOTSY3MGI 800 OEAT AT 1T OEAAOO 01 OOOET 60 1T AIT
number of commemorative effigies in consmuous and prestigious locations
throughout Paris52 This stresses that even with the changes in political regime
Poussin continued to be invoked as a potent symbol of national identity, the

OAl AOGEOGA AQOTTTi1U T &£ OEA AOI OOaAfor ODPEAC

47 Birksted, 77-84.

48 |bid, 84.

29+ A0EA 3AT Oz OD) DOOI AOEODEEOA AAOG AOOO AO i
Poussin 1784p w w v fCommErhorating Poussin: Reception and Interpretation of the Artest,
Katie Scott and Genevieve Warwick (Cambridge: Cambridge University Press, 1999), 4.

50 |bid, 4-12.

51 1bid, 10.

52 |bid, 12-22.
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independence allowing his invocation as a stable symbol of the continuities

between past and present3( T x AOAOh OEA A1 O1T 11 0AO OEA
reception institutionally and among the public, suggesting that in Paris he may

have become losx EOEET OEA DOl 1 EEZAOAOQGET T T OOAO
01T OOOET 860 ATiiAiTOAOEIT xEOEET EEO 1AOQOE

although this rests upon the erection of two monuments to the painter it is the
accompanying civic ceremonial culture thatScott stresses$> Through this she

stages the difference between regional and national commemoration, arguing

that his commemoration in Paris and Les Andelys was dialogi€ At a local level

3AT OO0 EECEI ECEOO OEAO 01 OOOEI atker tharEOA Ol E A
knowledge as he was reconstituted to meet current need8.3 AT 0080 OOOALU
01T OOOET 80 AEOAOI EAA AT 1 POAEAT OEOGAT U AAT T
between painter and place as it is constituted through different media, sites,

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

OAAT CTEOEIT OEAO 01 OOOET xAO OA DPAET OA«
AOOOI AEAT O T £ EEO DI OOEOIi 1 00 OAPOOAOGEI T 6
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 figires 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,

051 EOAOOAT EEOOI OUh OEA E EdnGfiisQvorld,is@ x EAO

53 Scott, 17 & 19.
54 |bid, 22.

55 |bid, 22-32.

56 |bid, 27.

57 1bid, 31.

58 1bid, 9.
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AT 60T i OEA (EOOT OU 1T &£ OEA soDhkskdmen-(ahd x EIT
women) were memorialised as embodiments of history and progress, as
exemplary figures to be imitated, and as a means of illuminating the history of
theworld.7 OECE 08 O AT i 1 Al T 10tA-Geitiiny wad\ thedefoie PartO E A

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 this8°

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 reresentative 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.t1 Joep Leerssen and Ann Rigney have alsoted this, commenting that
OOEA 1 T \iriQllustrds cuded @ainters (Rubens, Rembrandt, Leonardo),
composers (Beethoven, Handel), and scholars or inventors (Copernicus,
Gutenberg). But it was above all literature which stole the commemorative
limA 1 E € EoD Bedrssen 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 succes$3 This was facilitated by their writings which, due to its

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

59 Thomas CarlyleOn Heroes, HerVorship and the Heroic in HistorgLondon: Chapman and Hall
Limited, 1840), 3.

60 As Alison Yarrington has notedin The Commemoration of the Hero 18@B64, 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 ypon European (and especially French) traditions of commemoration, Alison
Yarrington, The Commemoration of the Hero 18a864: 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.

6121 1 AT A 10ET ADI ORenténark £.1784p b P Hitoical (REskarch71, no.176
(October 1998), 322.

62 Joep Leerssen and Ann Rignegommemorating Writers in NineteentfCentury Europe: Nation
Building and Centenary FevéBasingstoke: Palgrave Macmillan, 2014), 9.

63 |bid, 6 & 9.
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different periods, people, and place&! Nevertheless, even with this it is notable
that often claims for an author centred upon places associated with their lives.

I EAU AgAi Pl A T £ OEEO EO 3EAEAODPAAOAG
18th-centuryl T x AOAOh 1 Ai T OEAT EOAA OBA % A (BCEH GAE
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%6 Such events as the tercentenary commemoration in Sydney in
1916 or its mediation through performances by Thomas Betterton and Henry
Irving in the 18t and 19h centuries are considered,showing the fluency of
SEAEAOPAAOCAGO ATI 1T AT OAGEITh EOO cCcilAAI
different mediums through which it is constituted. Yet, this is underwritten by
#A1l O1 AT A +AET 60 OAAT C1 EOEUpdn-AVorarQuihd OECT |
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? They argue that these celebrations established
rituals of bardolatry and linked the playwright to the calendar becoming a
cultural habit that is ongoing today®8! O 3 EAEAOPAAOA xAO Al AE
3xAT 1T &£ 10i16h OEEO xAO A 111 ATOG EIT «xE
playwright and Stratford was affirmed, particularly as claims had also been made
for him in London during the 18th-century.®® The town was understood to bear
xEOT AOO O1 S3EAEAOPAAOAGO 1 EEABAEA®D EAEDLAS
birthplace has, therefore, a double function as the weers 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
I AOAO POAOGAOOAOGEIT T &£ (AOAUGO hmlisuasACA AU

64 eerssen and Rigney, 10.

65 Clara Calvo and Coppéllia Kahn, ed€elebrating Shakespeare: Commemoration and Cultural
Memory(Cambridge: Cambridge University Press, 2015), 1.

66 |bid.

67 1bid, 6.

68 |bid, 6-7.

69 |bid, 8 & 10-11.

70 |bid.
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AAT OOA AT A xAlEET ¢ OOAEI O & 111TxETC (A
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 Leerdsi AT A 'T 1 2ECT AUd O £
the commemoration of writers within 19th-century Europe which they open by
describing the 1769 celebration of Shakespearé They then delineate the
AROAT T DI AT O T &£/ SEAEAOPAAOAGO AT i1 AIT OAOQE]
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?

Following this, a range otase 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 placedaimed their distinctive cultures.’s

AEAOA 1T Ai 1T OEAIl EOAOETT 60 AOA OEI x1 O AA
narratives, and politics intersect, most frequently in the overlap of claims for

native sons and national figureheadg?

Inherent to these discissions is the recognition that claims for the
association of authors lives and localities are mediated through particular sites
AT A bl AAAO8 4EAOA EO A 111 ¢c EAOEOACA &I O
Homes and Haunts of the Most Eminent BritiSloetsx EEAE EA AAOAOEARA
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
AEAOAAOAO 1 £ ™HsOGHNd thd wkiters D feshddtQdtbe 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 In

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

71 L eerssen and Rigneyl.

72 |bid, 10-11.

73 bid, 5 & 14.

74 1bid, 17-19.

75 William Howitt, Homes and Haunts of the Most Eminent British Po8&t$,Edn. (London & New
York: George Routledge & Co., 1857), 704.

76 |bid, 269.
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shaping their posthumous commemoration and reputation even as there is
ambivalence around the sites as nostalgic but inauthentic reli¢s.Alison Booth,

OEOI OCE Al i PAOET ¢ OEA OAOOET O Al O1 60UG 1
the Bronté 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 histor{g

However, within this Booth argues that the inérest in place of thel9th-century

EAO AAAT 1 AOCAI U 1T OAOITTEAA AOA O OEA 1|
localism or regionalism and their canonicity which was founded upon the
transcendence of their specific historical and geographical context8 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 timelessngs may also have influenced the belief that
the best commemoration of a writer was his work, an argument that, as Quinault
EECEI ECEOOh xAO APPAOAT O ET OEA AEOAT 00O/
promoted by Dickens8® Although this did not precludle OEA " AOA86O 1 AO.
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 coull be read in the later date of thestatues
that were erected in London and Stratford and the publication of more editions
I £ 3 EAEAOD#& Ardmn@ing this @asgtherefore, the belief that the
works upon which their fame rested were the best representation of the man,
particularly as their value was uncerstood 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 thir paintings may have been

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

77 Calvo and Kahn, 1a1.

BT EOIT "T1T1TOEh ,GICOEATG T#ROTAEAU G O1T T 6o Oh AT A 11 cCli
Romanticism and Victorianism on the Natp.48 (November 2007), accessed 14 November 2016,
http://id.erudit.org/iderudit/017438ar.

9 |bid.

80 Quinault, 312.

81 |bid.
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suggestshow paintings and collections became another important medium

through which an artist can bememorialised.

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 paicular
books grew into a commercially significant phenomenon, encapsulated by the
AT 1T OOOOAOETT T &£ 21 AAOO "OO0T 080 i 1T xAU T
native literary pilgrimage.82 Highlighting that this could relate to both the places
ofthex OEOAOS8 O AET COAPEUh OEA bPI AAAO xEOEEI
materialism and commercialism of literary tourism which effected a reinvention
of the national map through the reconceptualization of regions like
71 OAOxT OOES O , AE A ®E ODIDBEIFEsRect Watsdn Argws 1
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 outworkings.84 In regards to the latter,
Watson particularly notes the importance and development of intermediary
texts, from the topographical ppems, epitaphs, or obituaries othe 18th-century
to the guidebooks with literary-location excerpts or the essays devoted to
1T AAT EQOEAO 1T £ |1 EOAOAMLs akd HadnBd @ hoth-l EEA  (
century.8> Indeed, topographical writing like The Beauties of England and Wales
xEEAEh xEAT AAOAOEAEIT C 70ET COIiTh AOAxO A
parish had the disthguished honour of giving birth to Mr. John Locke, one of the
AEOOO PDPEEIT Ol PEEA AEAOAAOAOO OEA ATTAI O
AET COAPEU AT A Al ApPAAI MEI O EOT AG &I O A i
underscores the currency of asociations between celebrities of all types and

their homes86 Additionally, Watson also stresses the importance of naliterary

82 Nicola J. WatsonThe Literary Tourist: Readers and Places in Romantic & Victorian Britain
(Basingstoke: Palgrave Macmillan, 2006), 1.

83 |bid, 1-15.

84 |bid, 8.

85 |bid, 9.

86 Rev. J. NightingaléThe Beauties of England and Wales; or delineations topographical, historical

and descriptie,O1 | 8po j, 1T AIT¢g *8 (AOOEON ,1T1CiAT- AT A #1 ¢
621.
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forms of on-site commemoration that bind the writers and texts to places such as

graves, tombs, and cenotaphig-ig.10].87

Watsonalso draws attention to the practice of preserving and conserving
A xOEOAOGO EI OOA AO A [ AOGAOEAI EOAOQCEIT 1T
Al Oi 0 EO AAT EAOA &EOi i OEA bpiI ANOA 1 AOEEI
birthplace, to an existing houd | DAT AA A0 A AOOEI OEOU
commemorative museums® 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 & Arthur
Conan Doyle, Daphne du Maurier and D. H. Lawrence immediately demonstrates
made by different places upon the same person as, for example, Biggers notes
that Dickens and Burns are both memorialised by four house$? Taking a
descriptive approach, Biggers echoes the understanding of Stratford as reflecting
OEA OAAl 3EAEAOPAAOA AO OEA xOEOAO OEAOD
penned their works can help us better @ understand both the writer and the
x O E OEAls @atsbn has noted these houses and their contents refer insistently

to the authorial body 2?2

Statuary was another important form of commemoration during thel9th-
century marking, promoting and sustaining theassociation 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.®3 In regards to literary figures, Watson has noted their

87 Watson, 11.

88 |bid.

89 Shirley Hoover BiggersBritish Author House Museums and Other Memorials: A Guide to Sites in
England, Ireland, Scotland and Walé¥efferson, Noth Carolina & London: McFarland & Company,
Inc., Publishers, 2002).

90 bid, 6.

91 |bid.

92 Watson, 11.

93 Yarrington, vii-viii & 326.
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proliferation and their expal OE OAT AOGO AO OEAU AAT ET Al OA
characters or even pet@4 Yarrington underscores that this practice was not

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

men, expressing the ideals and achievements tfe 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

associding themselves with inventive achievemeng?

z A X £ A

10O 7A001 180 AhAahd th€sd Geha®pled showz 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 # face
of mass readership; the impact of realism; and, as another side effect of cultural
nationalism.% Whilst this focusses upon writers alone, as a larger cultural
practice such tourism also embraced artists, as the example of Constable Country
makes evA AT 08 4EOOh 7A001 18680 OOOAU POIT OEAAO
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 ard 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 discussbkg Quinault®” 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 midl9th-century, he stresses the
EucbAAT EOI 1T £ OEA OAOI O 1T &£ OEA AAT OAT AOU
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

Geneviéve to the Panthéon ahits dedication to such celebrities as Voltaire and

% Watson, 11.

9 Yarrington vi; Christine MacLeod,Heroes of Invention: Technology, Liberalism and British
Identity, 17501914 (Cambridge: Cambridge University Press, 2007), 4.

9% Watson, 1314.

97 Quinault.
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Rousseal® 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, thel859 Schiller festival at Crystal

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

large German populations in these citie§? Through such examples, Quinault
AAIT1T OOOAOAO OEA ADOEOOAA igAheInfidndeiof ET ¢ O
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 pofar

recreation and tourism. 100 This is also significant as it highlights the
performativity of such commemorations and their adaptation within different
AEOAOI OOAT AAOGN +AOAT |, AEOAh &I O A@Ai bl An
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 flasd 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 collectiwdentities
and their development upon municipal traditions to build civic pridel192 For
example, in discussing the 1844 Ayr Festival celebrating Robert Burns, Murray
Pittock and Christopher Whatley demonstrate that the involvement of masons,
flags, songs, andMauchline ware as souvenirs (small carved woodepieces
decorated with places associated with Burns and other notable figures)
Al i DI EAAOAO OEA O A Abahddddipidce bf oulig Gcotal, AO A
iTA TAGEIT 471 OUEOI & efithbty BsBapel thik syenddiven OE A O

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

98 Quinault, 305.

99 |bid, 307-313.

100 |hid, 321.

w1+ AOAT |, AEOAh O4EA 01 OOEOI T OO0 S$EAEAIdNaI 1 1 Al T C
Victorian Studiess, no.2 (2012): 1234.

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 gatekeeping of any paticular

COl [bip.52).103

Furthermore, as these centenaries highlight,19th-century celebrity
commemoration was not exclusive to writers; for example in 1858 the
AEAAT OAT AOU 1T £ #01 i xA1 160 AARAAOE 1 AA OI C
Royal Academyto4 Similarly, within the literature of the period a wider interest
ET AAI AAOEOU ZECOOAO EO APDPAOAT Oh A0 EI
(T xEOOBO0 1T AAT h Al AET O Ol OAOET ¢ AAAEI O
neighbourhood of Eton and Windsor, with are connected with the histories of
COAAO 071 AOO w1 A 30A0AO0I AT 86

# EOEOOET A - AHerods bf Aindedtionhighlights this expanding
pantheon of creative figures through focussing upon the significance of the swift
rise, and then fall, of the inentor 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 dhe industrial classes within the
T AOET 1 6 0 19p30E OQIPAMBEOANSOT Uh ET ADPDPOT AAEET C (
19th-century £ 0001 AOG - AA, AT A OOAOAO OEAO O0OO0OADPO
AOl OOOAT OAI OAOG8 (1T xAOAO I rhchth BasEBeAidie O AT |
AT A ETTT OO0 EETCA 11T A DPAOOEAOI AO O1 AEAQUZC
Ol ET OA OBnAne cadeohihveniors she highlights such factors as the
distrust of patentees and the role of the Great Exhibition in 1851 in celedting
manufacturing as some of the things that shaped the perception of the

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

0. OO0OAU O0EOOT AE AT A #EOEOOI PEAO '8 7EAOQI AUh 001 £
Commemoration of Robert Burns, c.1844 8 p | The Bcdttish Historical ReviewClll, 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 |bid, 1-2.

108 |pid, 25.

109 |pid.
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commemoration and celebration of notable figures witin the wider cultural
context of the time, recognising thattheir representation is shaped by
contemporary concerns and mediated through place, an approach this thesis will

seek to adopt.

JOSEPHNRIGHT AND PLACE

10O OEA Oi OAOENOAO O1 £ $AOAUS 1 AEAO Al AAO
well-established andis, therefore, a recurring, if implicit, subject for scholars. In

surveying the scholarship about the painter, the various wagyin which his

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

Through this it will become apparent EAO 7 OECEO6 O AOOI AEAOEI
primarily been considered during his lifetime and in terms of his reputation.
4EAOAE OAh AO A OOOAU T &£ OEA [ AAEAT EOI O
AEOAOI EELAA xAO x1 OAT ET O 19thAdnibiry hiothdsiE OE A A (
builds upon and contributes to this literature.

4 x| DOAAT T ET AT O 1T AOOAOEOAO EAOA Al
association with Derby: his place at the cuttinggdge of enlightenment culture
and his provincialism as a limitinglabel. Cental to this has been Francis
+1 ET CAT AAOGO AEOAOOOEIT T | Atandthe InBustial OAO E
Revolution first published in 1947110( AOAl AET ¢ 70ECEO AO OOEA
DAET OAO O1 A@POAOO OEA Obfingdhder preentédE A ET A
70ECEOB80 DPOIT OET AEAI EOI AOG A O1 Ax AQGAEOEI
painter.# EOET ¢ 7O0ECEO8O0 AAOI U OAEAT OEZEA Al
+1 ET CAT AAO OADPOAOGAT 0O OEA DPAET OAdc AO OA
AOOET OEOUS ~Z£EOIT U 11T AAOCAA AT A AT@ACAA E
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 Hillestrém, and the

110 Francis D. KlingenderArt and the Industrial Revolutior{London: Noel Carrington, 1947).
111 |pid, 46.
112 |pid, 46-57.
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French artist, Léonard Defrance, both active in th&8th-century and painting

industrial subjects [Fig. 13and 14].13# 1 1 OANOAT 01 Uh 7OECEO0B8 O
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 ofArt and the Industrial Revolutionedited and revised
by Arthur Elton was published n 1968114 This has to be considered separately
AO EO EAO AAAT AOEOENOAA A& O O £ZOAT ET ¢ +1
continues to be represented as an innovative painter of scientific and industrial
subjects, the original emphasis upon Wrightas a European revolutionary is
reduced!15 By extending the contextual details within the text, notably through
asubOAAOQETT 11T 30O0AAOh %I Oi1T Al O OAAOAAO
among English artists and lessens his association with Europearadlitions.116
Similarly, by restructuring the chapter so it introduces Wright earlier and
concludes with Hillestrétm and Defrance it suggests a more measured view than
+1 ET CAT AAOBO AOOAOOEIT OEAO OEO mAO 70ECH
The influence of this narrative is most apparent in the subsequent
AEOAOQOOOETT O 1T £ 70ECEOB80 OAIl AleBAdistedE ED  x E (
revolution and Enlightenment culture. David Fraser, for example, has explored
70EGCEO80 AOOT AEAOGEIT T netwarkd Bf pdopledakdlide@sEHtOT O CE
connected him with, particularly his relationship with the Lunar Society and his
friendships with Erasmus Darwin and John Whitehurst8 For Frase; 7 OECE 06 O
residence in Derby is integral to his implication in the unprecedeted changes
and progress in scientific, religious, intellectual, philosophical and literary

thought symptomatic of the Enlightenment1® 7 OECEO8 O 11 AAI EOI |

113 Klingender (1947),54-56.

14 Klingender (1947); Francis D. KlingenderArt and the Industrial Revolution2nd edn., ed. and

rev. Arthur Elton (New York: Augustus M. Kelley Publishers, 1968).

115 Klingender (1968), 48-64.

116 |bid, 50-51.

17 Klingender (1947), 56.

usg AOEA &OAOAOh O*1 OAPE 70EGCEO 1 &£ $AOAU AT A OEA

ATTTAAOETT O xEOE OAwdghtAdRDerhyled. Judy EgérorOOoddod: Takel
Gallery Publicatbns, 1990), 1524.
119 |bid.
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within the wider developments that Derbyshire and the Midlands were
undergoing in the 18th-century8 & OAOA 060 pwyy AEOAOOOET I
and industrial scenes also relates to this; he argues that the subject matter and
OA1T A1l UOGEAAT APDPOI AAES | £ 7TOECEOB8ON-DAET OE
century Derby which is again understod as a welconnected, scientifically and
industrially progressive centre120 4 EEO ET OAODPOAOAODETT 1T & 7«
DAOOEAOI AOIT U TTOAAT A AO EO EO OADPOAOAT OA(
is approached and claimed through his paintingg-or example, K. Z. Cieszkowski
EAO Al Ol AEOAOOOAA 7O0EGCEOB6O0 AAOI U DPAET Ol
industrialisation in Derby [Fig.15].121

AEA AEAO OEEO EAO AT AT OOACAA O1 xAOAO -
into provincial enlightenment culture in the 18th-century has, however, been

critiqued by scholars including Andrew Graciano who argues that this

AT AT OOACAOG AT EIiACA T £ OEA2méneqedlyy AO O
" OAAEATT AOAxO OPI1T 70ECEOG0 | ADAKCEDABI O
intellectual capacity and engagement with contemporary discoursei$3 Through

OEEO 1 AT O 70EGCEOG60O AOOI AEAOET 1T xEOE $AOA

OADPOAOAT OAA AO OEA AZAOOEI A CcOI OT A MEAARAET
contemporary ideas regarding geology, mining, propertsownership, botany,
natural philosophy and sensibility124

30APEAT $ATEAIT O EAO Al 01 AEAIT AT CAA
pictures should be interpreted in reference to the Industrial Revolution alone by

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

120 AOEA & OAOAOh OO&EAI AO 1T £ OAAEAT AAGq OEBe OAEAT Ol
Iconography of Landscape: Essays on the symbolic representation, design and use of past
environments,ed. Denis Cosgrove & Stéen Daniels (Cambridge & New York: Cambridge

University Press, 1988), 129.

2i+8 8 #EAOUET xOEEh O*1 OAPE 70EGEO IHiGorgThddA Ud O0AET
33 (May 1983), 42.

122 Andrew Graciano, Joseph Wright, Esg. Painter and Gentlem@dewcastle upon Tyne:

Cambridge Scholars Publishing, 2012), xvi.

123 |pid, xvi-Xxvii.

1244 EAOA OEAI AO AOA A1 O A@bi T OAA Eiq !'1TAOAx ' OAAE,
ATl T cuh -ETEITC AT A (EOOI OU ET * Hudthdda Lictady CEO3 O
Quarterly 68, no.4 (2005):583¢ N ! 1 AOAx ' OAAEAT T h O3EAAAET C . Ax
70ECEO080 O01 OOOAEOGG 1T &£ "OITEA "11 OEAUZitschiftOOOAADE.

fur Kunstgeschichté&7 (2004): 365-380.
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70ECEO80 1 AOOOAR OEA 1 OiI OEPI EAEOU 1T £ EEO

of the enlightenment it is related to, encompassing a crossurrent of ideas from

Alchemy to coOA| PT OAOU | EOAOAOOOA8 $ATEAI O AOC

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

Ol AROOOT T Ah AOOAOOET ¢ OEAO OOAIT AAGET ¢ * 1T «

regional identity should help explain why he commanded a considerable

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

AT 1 OAi BT OAOCEAORKh Al 11D Hhis @erGise Glalsofelider®in 1T 1T x8

$AT EAI 06 AAOI EAO xOEOET ¢ 1 lotheDWrightshav®@ EOOh ¢

AAAT £l Ooci 60AT h OEA 1 AAAT + 01 £ $AOAUBY

i AOCET Al EOAA *1 OADPE 7O0EGCEOh xEEAEREAO AT/

Rather than foregrounding the influence of provincial, industrial culture upon

Wrigh06 0 AOO $ATEAT O AT 1 OEAAOO OEA ET £ OAT

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

indicates that the association between Wright and Derby should be understood

more expansively thanthenart x AO £ AOO TEAEA AAO GBI AT E T CAEEAAA (
Il AAEOGET T AT T UR AU AT1 011 EAAOET ¢ 7O0ECGEC

DAET OAO +1 ET CAT ARO8O 1T AOOAOEOA EAO AAATI

AOOTI AEAOET T xEOE $AOAU A Cediton defadnsiraes OET 1 8

Al OET OCE OEA DPAET OAO8O HOI OET AEAIT EOI EAI

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

"AT AAEAO . EATT1O1T1T80 Oxi OI1O0I A T1T1T1 COADE

wEEAEh AO OEA 111U AAOGAI T COA OAEOITTA

cornerstone in Wright scholarshipi2¢. EAT 1 01 180 AET COAPEU AOI

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

O70ECEO AT A EHO MEOMADBOAOCEATABELEOEO AOOI |

125 Stephen Daniés, Joseph WrighfLondon: Tate Gallery Publishing Ltd, 1999), 11.

1263 OAPEAT $AT EAI Oh O*1 OAPE 7 OE Eiédd of Visidn: Lériskaps DA A OA /
Imagery and National Identity in England and the United Statéy, Stephen Daniels (Cambridge:

Polity Press, 1993), 43.

127 |bid, 43-79.

128 Benedict Nicolson,Joseph Wright of Derby: Painter of Ligh, vols. (London & New York:

Routledge & Kegan Paul, Ltd., 1968). This was later updated by Nicolson in: Benedict Nicolson,

Ol AAAT AA O 7 QEoEONnol2E1968k BIAD Ar6AT AAEAO . EAT 1 61T hH 07
' AAAT AA AT A BarlinGtenB1agadind18t(1088): 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 tis as Nicolson points out the
EAFOOOOOAOGETI 1T OEAO EA OOEI OI A 1T AOAT EAOA
1T TTCOEAA OEEOh 7O0OECEO8O DPAOEDPEAOAI bBIO
implied through references to his dependency upon William Hayley and the

yoOTl CAO AOOEOOO OAAIT OO Oi OAxOEOA OEA EEO
xAO O1 OOBUEOOhOAPEGEEOSO OADPOAOAT OAOEIT E
provincial force nor an established national artist, his links with Derby are

perceived to indicate his inferiority as a painter.

*OAU %CAOOiI 1680 EIT OOI AGAOGETT OF OEA »p
I1TTCAOEOU 1T £ OEEO OE A%3 0 A E1OEGIEW 608 ®AOG EOXEH
AAT DPOETT T &£ OEA O1 OAOENOGAO AT A $AODAUGO
%CAOOTT OOOAOOAO OEA T AAA OI OAAI AEI 7O0E
OAT CET ¢ AT A AT 1 OEOOAT O1 U EIT OAOA®BOHSI ¢ AEC
O00PDPT OO0 EAO AOOAOOEIT OEAO OOEA 1 AAAT O
though inevitably it has provincial connotations which now seem
ET ADDOI'®PDEROEBB8G6O AOOI AEAOEIT xEOE $AOAU
OAAT T AAOU OiF OEA PDPAET OAOGO Ai1 OOEAOOET I
that these two frames of reference are mutally exclusive.

AEEO Al 01 OA1 AOGAOG OI OEA xAU EIT xEEAE
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 of7 OECEO6 O AAOI U AAT Al Al ECEOO AO EI
aesthetic reflections upon the nature of polite society in an increasingly capitalist
country.133&1 O 3T 1 EETh OEAOA DPAET OEI ¢cO AOA ET .,

130 Nicolson,Joseph Wright,33.

131 |bid, 139, 154 & 159160.

132 Egerton, Wright of Derby.

133 |bid.

134 |pid, 13.

135 David H. SolkinPainting for Money: The Visual Arts and the Public Sphere in Eighte&®htury

England (New Haven & London: Yale University Press, 1993), 24M6. These ideas are also
AEOAOOOAA ET $AOEA (8 shint EnE AN PudR dnd OE CiliG il C 3 EA A
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with national debates around te 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 thantheir traditional interpretation as
representations of 18th-century provincial culture.138 WrighO6 O A OOT AEAQET |
Derby is, therefore, downplayed as he is represented as a firmly metropolitan
AOOEOO8 4EEO EOh EI xAOAOh Aii bl EAAOAA A
Al AAEOI EOE PAET OEI ¢cO ET xEEAE EA AOCOAO
was interlinked with his selFfEAAT OEZAEAAOQOEIT AO A OxOECE
workmen, makers and manufacturers; his own working practice; and his struggle

to paint due to debilitating depression!3” Framed as an act of defiance against

the Royal AcademyAT A EOO AT 1 AAPOEIT 1T &£ OEA 1 EAAOA
peripheral place within the London art world which, in turn, implies the

disjuncture perceived between claims for Wright as local or metropolita38

*TET "TTAEEIT EAO dsboGdtionAvithDerdyth@dgh 7 OE CE
his relationship with the Royal Academy and London art worldi3® He
AAIT1T OOOAOAO OEAO 70EGCEOGO AOOI AEAOEIT T x

his reception at Academy exhibitiong4% 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
O(AOIEO B8k BOECELNGO O OAOENOAO AAT T OAA E
metropolitan art world and promoted his provincialism as a retirement

prompted by his delicate sensibility and refined artistic feelings#2 Far from

I EIl EOET C 7O0ECEO0B80 OABOWA GEspekific bo@ntifih OOT A E A

~ ~ N A o~

ET AOOOOEAI AOI OO60AR "TTAEEIT AOGCOAO OEAO

#1 11 AOAEAIT ( 6&dinfing Bnd thé Rolitiés fof Culture: New essays on British Art 700

1850,ed. John Barrell (Oxford & New York: Oxford University Press, 1992),-83.

136 Solkin, Painting for Money240-242.

WDAOEA (8 311 EETh O*1 OAPE 70ECEO RegresénkiAs3, AT A OE.
no.1l (2003), 185186 & 191.

138 |bid, 189.

wox T ET "TTAEEI T h OO4EA wUA T £ $AIl EAAkGGitythe T OAPE
Royal Academy: Artistic Idealand Experiences in England, 174848, ed. Sarah Monks, John

Barrell and Mark Hallett (Farnam: Ashgate, 2013), 894.19.

140 |bid, 91.

141 |bid.

142 |bid, 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 personadféento 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 r¢her than fixed relationship, an approach this thesis will also
adopt.

4AEAOA AEOAOOOEITO 1T &£ 7TOECEO8O OAIlI AOCEIT
more recent scholarly concern with the claims of other places upon the painter.
This represents an emerging narative providing an alternative to the provinciat
industrial view of Wright or the perception of the restrictions of his close
AOOT AEAOGETT xEOE $AOAU8 4EA EEOOCO AgAI Bl /
AAOAT T COA O 710 EnG Edrespohds wWitlD Hid edrbe8 argument for
70ECEO080 AOO AO A xET AT x ET O bDOIT OET AEAI
AOGAT ET ) OAIT U OOAEAT OEEEA AT mAwnBitds x AOA
EO £ O AAA OPI1T 7O0ECEO8O0 ET@AOABBHOAH OO
CAT1TCEAAT OEAT OEAOh EO #ZOAI AO 70ECEO0G0
themes within Wright scholarship 146 More comprehensive arguments for the
Ei T OOAT AA 1T £ AOOGAT AET ¢ O1T DI AAAO 1 OOOEA/
made nOAAAT O OOOAEAO 1T £ 7TOEGCEOG6O0 OEI A ET
and Bath, between 1775 and 1777

)T AAAOAOOEI C 7OECEOB0 OAI AOEI | OEED «x
Alex Kidson have sought to establish the cultural and civic life of the city dag
the 18th-century in order to situate Wright within it. 47, EOQAOPT 1180 OO

P sz z £ A 9~ o = 2z  aq r£ N s z 2 z

WA4EEO AOCOI AT O EO Al O EIi DI EXELO Ei g "T11TAEEITHh O,
144 David Fraser, Wright in ) OAT Uqg *1 OAPE 7O0ECEO I1-ZESWAAUIO O
" AET OAT O1 OCES8O (1 OO0Ah pwyxqs

145 |bid, 2.

146 |bid, 4-5. His relationship with Italy has since been foregrounded in the 2016 exhibition,

O*1 OAPE 70ECEO AT A OEA |, OOAGdIez. ) OAT U8 AO $AOAU - (
147 Barker and Kidson.
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provincial port with an active merchant elite148 This is then developed in regards

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

particular set of men andpart 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 LMOBDT 1 1 8 O AOO OAAT A xEE.
newly emerging but burgeoning during the 1760s and 70807 OECEO&6 O DI A
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.15! Arguing for the reciprocity of
70ECEO80 OAl1 AOEI 1 OEEDP xEOE , EOAODPITI h OE
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 Wrigh AO OT £ " A«
(a soubriguet found on the back of three portraits of this time) by foregrounding
its influence upon his art’523 EA AEOAOOOAO 70ECEOBO0 OEI A
which he built up his reputation as an exhibitor, experimented with new subjest
and assessed and consolidated all he had learnt in Ités2 Whilst this does not
put the same emphasis upon building a detailed historical and cultural picture of

the town z as was the case in the Liverpool catalogugethe importance of the

wsx ATA ,T11TCiT OAR O4EA 50AAT -@uki mifkeElirighiof Befby , EOAOD

in Liverpool,ed. Elizabeth E. Barker and Alex Kidson (New Haven & London: Walker Art Gallery

& Yale University Press, 2007),-19.

149 |pid, 10-15.

1501 | A +EAOITTh O4EA | -EQA OBBdpEWrighD@ Desb id Liverpqeig. 1 v

Elizabeth E. Barker and Alex Kidson (New Haven & London: Walker Art Gallery & Yale University

Press, 2007), 2139;

1+ EAOT T h O, EXNADDI 1d OB o0A BREAEH ¢ 006 A83d OEA AOOET A

152 Amina Wright, Joseph Wright of Derby: Bath and Beyoficdbndon: Philip Wilson Publishers,

2014), 11.

153 ] EAA )T O1 AUh O!/' T ET A 70ECEOh O*1 OAPE 70ECEO 1 £
EI C " Ol

InsleUh 51 EOAOOEOU T &£ .1 O0OET CEAIiho 51 AAOOOAT AE
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
70EGCEOG80 ET OOASMAEA" DI AEI 3BOBADBECEOGO AO
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.

TEAOA AEOAOOOEITO 1 &£ 70ECEO&auabeAl AOET
EAOGA 110 A@OAT AAA AAUTT A 7OECEOG60 1 EAAOQEI
I[T1TU OOOAU 1T &£ OEA DPAET OA0OBO bpi OOEOIT OO
T AOOAOCEOA 1T &£ 70ECEO80 AEAI A DBih-cantiryehdy EEO (

his rehabilitation in the 20t century.155 Dedicating a chapter to thel 9th-century,

$EAITTA EO DPOEI AOEI U AT 1TAAOT AA xEOE 7O0EC
contemporary views on British art and the legacy of his fraught relationship with
the Academys6 ARET OCE OEEO AT A0 Ol O6AE Obi1 OEA

family and hometown in maintaining his reputation, the overarching focus
OA&EI AAOO OEA OEAOEOGO AEI O Ai1 OA@OOAI E
to contemporary ideas and opinions on art ather than to consider the role of

exhibitions or place in his commemoratiort>” 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>8 However, Damond does

AOOAT A 11 0A 061 bPIAAA ET A 1 AOCAO AOOEAI A
70ECEO0B8 0 @&@RBOYIANN BHe To®going 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
AO AEEEAOAT O 111 A1 008 4EOOh S$EAITTABO xI
AEATCET C TAOGOOA T & 7 0Eeied s Gidedatbi@ididcadE T 1

X |

154 Wright, Joseph Wright21-22 & 97.

155 Pauline Diamd Ah O* 1 OAPE 70ECEO | £ $AOAUd #EAT CET C DAL
OEiI A O OE APhD dsd Ahirsiti éf Mdttingham, 2011

156 |bid, 188.

157 |bid, 6 & 188-200.

158 |bid, 7 & 27-41.

190 AOI ETA $SEAITT AR O*1 OABB: TheOp@thnOe of adbced Mudediilin p x o T

OEA A& Of AGET T T A& Hne British ArEJOUald, n@ABMBP ABQE T T h 6
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AAOGAT T i AT OON xEEI 0O OAAI CTIEOETI ¢ OEAO sA

reputation her study highlights the need for further attention on the relationship

AAOxAAT DAET OAO AT A PI AAA AEA 11T xETC 70EC]
SignificanOl Uh OEA 1 AAE 1T &£ AOOGAT OEI1T O 7O0E

the general brevity of scholarship addressing the afterlives of8th-century

British painters. The literature that does relate to this tends to centre upon the

most famous painters of tle period or incorporate the subject within broader

topics. Julie Codell, for example, references the lai®th-century framing of

Reynolds and Hogarth as archetypal English artists in her analysis of the different

s oox oAz s A =

s A A~ e £

Reynolds and Hogarth and their position relative to each other and within the

British School as they were appropriated to express differerolitics during the
19th-century. 161 2 EAEAOA 7EI OI 180 bi OOEOI T 66 OAE
discussed, particularly in regards to how perceptions of the painter and his

O& O1T AET ¢C6 OI T A ET "OEOEOE 1 Al AGAAPA PAEI
and misunderstood geniusté2 Within this there is some consideration of hav the

afterlife of these artistsb 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

AT A 21 OEA ) AAT 00i1T ET OEAEO AEOAOQOOEIT 1
Richard Wendorf has stressed the importance of prints as a medium through

which Reynolds® reputation was sustained and tte role of his funeral as a major

civic event, full of pomp, in consolidating his high profile in death; and Sam Smiles

EAO AAAOAOOGAA ET x OEA OAAADPOEITT 1T & 2AUI
perceptions of the 18th-century, citing the example of Reynoldds AEEI A DI OO0C

and their re-framing as comforting images of Edenic England amidst the

160 Julie F. Codel4 EA 6 EAOT OEAT | OOEOOG ! OO0 EIO@ambridgeEA x OE OET
Cambridge University Press2003), 75-79.

wi- AOOET 01 001 Ah O)1 OAAOAE 1T &£ OEA O400A " OEOIT 8¢
Towards a Modern Art Worlded. Brian Allen (New Haven & London: Yale University Press, 1995),

121-143.

623 A1 00 7EI AT @ ATA DOBPEA 3 AADOOAT R ADDOREE&EAO 7EI Ol
Wilson and the Transformation of European Landscape Paintiegl. Martin Postle and Robin

Simon (New Haven: Yale University Press, 2014), 14%9.
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Industrial Revolution. 63 31 E1 AO EAO Al 01 AAiI 11 OO0OAOA!L
reputation through the lens of the exhibitions and writings about the painter in
the tellingly tE 01 AAh O AEET ¢ T £ OEA 11 AAOT AOOEOC

xEOE OEA | AAEATEOI O OEOI OCE xEEAE OEA DA
appropriated.164 Thus, whilst the scholarship discussed has parallels with the
concerns of this thesis, undersaing the need to attend to a range of mediums
from displays or exhibitions, texts, prints, and monuments in establishing how a
DAET OAO6O0 AEOGAOI EZAA xAO T AAEAOGAA AT A Al /

with reputation rather than place.

19TH-CENTURYDERBY

The 19th-century EAO AAAT xEAAI U PAOAARAEOREsAO OAI

narrative emerged during the century and has continued to inform subsequent

scholarship on the era. Cities grew in real termg between 1837 and 1891 the

number of places inEngland and Wales outside London with a population of over

100,000 rose from 5 to 237 and symbolic terms as important signs of progres¥6

From the 18th-century onwards provincial towns and cities became increasingly

influential within the networks of the AT OT OOU8 O DI 1 EOEAOh [ AT O

communication, sociability and culture16? Alongside this, they also developed

OEAEO 1 x1 AEOOET AGEOGA AEOEA AT A AOI 0004

AOOARAOOGETT OEAO OOEA 0OOI] teedth denturydshhe &tonOE AT A

I £ OEA AAGAT T PI AT O T £ BAPAOAOA DPOT OET AEA]
ITA T £ OEA 11060 xAi1 Al AOI AT OAA AgAi

cultural profile during the 19th-century, which is often orientated around the

163 Wilcox and Ibbotson, 153155; Richard Wendorf,After Sr Joshua: Essays on British Art and

Cultural History(New Haven & London: Yale University Press, 2005);49; Smiles Sir Joshual 65.

164 Sam SmilesJ. M. W. Turner: The making of a modern artidflanchester & New York:

Manchester University Press, 2007)%51-87.

165 Asa BriggsyVictorian Cities(London: Penguin Books, 1990), 59.

166 |pid, 59-87.

708 *8 #1 OFEAI Ah O31 Al1l 41 x10h ,AOCA )i pPIi EAAOCETI
Eighteenthr## AT OOOU %1 CI A Th& Britidh Aouriiaf for igHieéh-century studies10,

no.2 (1987), 125138.

168 Briggs, 43.
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landmark Art Treasures exhibtion it held in 1857.169 As Tristram Hunt has

EECEI ECEOAARh - AT AEAOOAO xAO 11 01 OET 6O A
2A0T 1 OOEIT6 AT A Al TOAI U AOOI AEAOAA xEOE
expense of intellectualism or aestheticisnt’® It was in contestation of this

perception of philistinism that Hunt argues the city refashionedtself in relation

to the MedicisGin 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

AAIT1 OOOAOAA - AT AEAOOAOGO AODI OOOAI ET AA
cultivate the fine arts and instilled an intense civic pridé7’2 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 citiest’3 Furthermore, Hunt also indicates the

adoption of the Italian renaissance epublics, 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 arts174 This suggests the wider
appropriation of past heritages by thel9th-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.rs. T OOET CEAI EO OEOOAOAA AO PAOO 1T &£ "O
cities, in which he addresses Manchester as a symbol oktihhnew age;the civic
philosophy developed in Birmingham; Middlesbrough as one of the new

communities of the19th-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 ojtyondon: Weidenfeld

& Nicolson, 2004), 142.

171 1bid, 159-162.

172 |bid, 165.

173 |bid, 141-168.

174 |bid, 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

ET AEOEAOAI EOU 1T &£ AEOEA AOI OOOA ET bBOIT OET
of Leeds is noteworthy as it foregrounds the construction of Leeds Town Hall as

a source of civic pridel’¢ 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@urce of admiration as it was perceived as
AGEAAT AA 1T £ OEA OiI x1 60 PpOAI EA OPEOEO AT A
I £/ ET1 OPEOAOETT & O T OEAO O wiitougkthisthed O AOE
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 thel19th-century and the role tat 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 181 to
621,636 in 1901178 However, unlike the comprehensive studies of cities like
- AT AEAOOAOR OEA OAEI 1 AOOEED I11bth-&kuyAUS O A
is relatively fragmented and the dominant narrative of the town is as an
intellectual and sciertific hub during the long 18th-century.

$AOAUGO AAOGAIT T bi1dkh-cénturA B8, EdrirgarilyO Bedn
discussed in relation to industrialisation and county or regional history. David
( AU & O Darbby$hiteh a historyjs representative of thisi?® Derby during the
19th-century EO AT T OEAAOAA ET Al 1T EOI AOCEIT xEOE
ET AOOOOEAI EOAOET T EO DOEOEI ACAA 190 OEA

176 Briggs, 151 & 159.

177 |bid, 159-183.

178 Maxwell Craven,Derby: An lllustrated History(Derby: Breedon Books Publishing Company
Limited, 1988), 134; David HeyDerbyshire: a historfLancaster: Carnegie Publishing Ltd, 2008),
389.

179 Hey
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century.180 Hey represents Derbyshire as a thriving industrial and commercial
region and locdes Derby as a rapidly changing and expanding town in connection

Oi OEEO8 &OATE .E@il AOEI AO ObPiIT OEEO
industrialisation, foregrounding its material impact and legacy within the
landscapels! Through this lens he sitiates Derby in relation to the industrial

CAT COAPEU 1T £ OEA Al O1 Oudih-cédiuni deGemient ET C
with a history of industrialisation. Beckett and Heath, continue this theme by
arguing that the greatest industrialisation in the East Middinds 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 Wwih the

AC

OE

Ol xT OEOI O6CE 11 OET ¢ OERAAARGAROLCAEAAROTT OB AO

expansion of established industries and the development of new ones, and the

establishment of greater communication and transport networks in the towri83

Beckett has also dveloped these ideas in his longer study of the East
Midlands, asserting that by thel9th-century OEA OACEI T xAO 11 A
Al 1T 0% Agaid Berby is discussed as part of this larger geography and history.

-

As the focus extends beyond industridd OAOET T h AO ET (AuUdO A

the regions social and cultural development is addressed, particularly in
reference to the tensions arising from such rapid urbanisatioA8> Stating that
OOEA 1TAAQGEIT 1 &£ ETAOOOOUR BrdladE thee OU

capacity to develop trading and leisure functions were among the factors which

AAOAOI ET AA xEEAE O1I x1 0 AgbAT AAA AOOET ¢

5

~

A

51

C

OEA COI xET ¢ EI DT OOATAA 1T &£ OEA AT 01 6u OfT x1

as a majoradministrative, commercial, professional and cultural centre during
the 1800s186

180 Hey, 329.

181 Frank Nixon,The Industrial Archaeology of Derbysiei (Newton Abbot: David & Charles, 1969).
182 J. V. Beckett and J. E. HealWhen was the Industrial Revolution in the East Midlands?
(Nottingham: University of Nottingham, 1988), 7980.

183 Beckett and Heath.

184 J. V. BeckettThe East Midlands from AD 100Q.ondon & New York: Longman Group UK
Limited, 1988), 189.

185 |pid, 189-258.

186 |pid, 223-224.
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7EOQOEET OEEOh Al EIi Bl OOAT O 1T AOOAOGEOA E
centre. Whilst this is highlighted in much of the literature about the town, George
2 A0EI I Gshotablé forEits focussed and critical analysis of the Midland
2AEIl xAU #1101 PAT U d%ORewliiddidatesEthe infpdriankd) & the
railway as a powerful social, cultural and economic reference point within the
town, uniting the community underthe AT 1T AO 1T £ O 2Zalhbugiihd $ AOA L
also acknowledges the social and cultural texture within this community and the
classconsciousness it developedg® The distinctive civic realm produced by the
company was, Revill argues, created through its adoptioof the language of
paternalism and liberalism to promote the idea of the citizerstakeholder.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
subig]AO O1 OEA Al OPT OAQGEI 160 OI PPOAOOEOA EI
financial base enabled it to work outside local social and economic systefis.
&OOOEAO OEAT OEEOh OEA EEOOI OU T £ $AO
can be characterised byhe lack of scholarly attention it has received. John Derek
30ATAAT 860 -1 OEAOEOh O4EA 3TAEAT h %ATTII
1835ppypywdh EO TTA T £ OEA ZE£Ax OOOAEAO O O
period or to consider a narrative exAT AET ¢ AAUT T A OEA O x1
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 HOA UGS O
transformation during the 19th-century in terms of the health of its population,
OEA DI 1T EOCEAAI Al Ei AOAh OEA A£AE 000 |1 AAA

corporation and the Derby Improvement Commissioners the role of local

187 AT OCA 2A0Ei i h OO2AEI xAU $A0OAUSq 1 AAOPAOGEIT 1T Al
1850-w 1t rban History 28, no.3 (December 2001): 378104; George Revii O, EAAOAIT EOI
DAOAOT A1 EOi d 01T EOQGEAO AT A AT OivGBa&abiHisar@l, 6c20A EIT
(1999):196¢cpt N ' AT OCA 2A0EI i1 h O0AOAOT AT EOIh AT i1 01 EOL
Derby headquarters of the Midland Railway Comamy and its workforce, 1840p wnimo j 0OE$ OEA O
University of Loughborough, 1989).

1882 AOET 1 h O2AEI xAU $AOAUhS tmt8

1892 AOET 1 h O, EAAOAT EOI AT A PAOAOT Al EOI 86

1902 AOET 1 h O0AOAOT AT EOI h AT T 1-G7EOQU AT A Al OPi OAOGA A
wix T ET $AOAE 3 OAIiEdoAomic an® Rofitial eVeldEnart &f Derby, 183p W Y Y 6

(MA thesis, University of Leeds, 1959).

192 |pid, 1-52.
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philanthropists, and the importance of changing national legislatior#?3 In this
respect, Standen develops a more mulfaceted picture of the town in the 1800s

and its relationship to nationwide developments.

Other scholars have enriched this picture through addressing events
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 1840594 This,
therefore, builds upon thereferences to thesocial tensions and conflict arising
from the rapid urban expansion of thel9th-century made by scholars like Hey
and Beckett19s) O Al O1T AT i I EAAOAOG 30AT AAT 60 1T AOOC
highlighting the moments of opposition within this and it situates Derby in
OAlT AGETT O1 OEA AOiI AAAO O1 AEAT OAT OGEIT O 1
AEOAOQOOOGETT 1T &£ -EAEAAT 4ET T AO "AOOGBO AlTTA
Library in 1879 provides an insight into the struggles aroad 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 dinking
culture and, more broadly, in the interactions between the beerage and the
temperance movement®”’) O Al OT DHOI OEAAO A OOAAEOI ET O
a figure who is discussed further in Chapter Six. Complementing Sturges
discussion, Paul EIbtt 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 ofibraries in projecting and cultivating

local identity.198

193 Standen, 89239. . L o o o
141 T OETTU $A1T OAOh 001 POI AO 2AAOAAQEU i Exgloraibns3 T AEAT 7
in the History of Labour and ¢isure,ed. E. Yeo and S. Yeo (Brighton: Harvester Press, 1981}, 89

127.

195 Beckett, 227, 244, 258 & 29296; Hey, 390391.

1w 0AOl 3000CAOh O"AAO AT A "TTEOd -EAEAAT 4ETTAC
OEEI AT OEOT DU libsAEried & dultureB1An0.A @996):247271.

1973 OO0CAOh O" AA@BIAT A "1 1T EOhd cuu

19w 0AOT %l 1 ET 0OOh Ol EOA DPAOOITACA AT A 6EAOQI OEAI
$AOT T OEEOA #111AAGEIT AT A OEA AOAQibAre€®OCitulel O 1T £ C
(1999): 1-16.
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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 amateuappeal and descriptive rather

than analytic approach, it can still provide a useful overviewi? This is

DAOOEAOI AOI U PAOOET AT O ET OACAOAO O1 $AO
Ai il AGAT U TOAOITTEAA AU OAEIIT AOO8 *1EI

AOOEOOO AOOI AEAOAA xEOE OEA A1 O1 6uUu AT A

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 Dert#°- A@x Al 1 #OAOAT 60
particularly his book Derby: An lllustrated Historyjs notable in this respect;
Al OET OCE AT 1 AAOT AA xEOE OEA OI x180 111CA

social, political and industrial developments of thel9th-century.201 In Derby: An
lllustrated History Craven notesthe 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
AOOAT OET 1T AO $AOAUGO ACQs wid®ik discdssedBA A OOE]
relation to theatre and sport203
Thus, as this literature shows, thel9th-century cultural profile of the
town, to which this thesis will contribute, has only been addressed in a limited
AT A EOACI AT OAA xAU8 2ifeErADeen dhssfently O A O]
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, gerlooking 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. Hoskinsl.ocal History in England3r edn. (London & New York: Routledge, 1984), 29
30.

200 John Fineran,Derby Schools of Art, Science, & Technology 18833 (Derby: University of
Derby, 2006); John Fineran! T )1 1 OOOOAOAA g ia DélYshieBdlperiJgn ! OOEOOD
Fineran, 2004).

201 Maxwell Craven,Derbians of Distinction(Derby: The Breedon Books Publishing Company,
1988); Craven,Derby, Maxwell Craven and Michael Stanleyperbyshire Country Houseg, vols.
(Ashbourne: Landmark Publishihg, 2001); Evelyn Lord Derby Pas{Chichester: Phillimore & Co.
Ltd, 1996).

202 Craven,Derby,203-209 & 225.

203 Maxwell Craven,An lllustrated History of DerbyDerby: 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
withn $ AOAUh A OOEAE AT A DI POIT0O00 41 x18h A
employment it provided, and the beauty they added to the towifFig.17]. The

continued invocation of this representation of the town at the expense of other

views and industrial structuresis demonstrative of the currency and hegemony

of Derby envisaged as ath8th-century industrial and entrepreneurial landscape.

7EOQOEET OEEO OAEI |1 AOOEEDPh 0AOI %l il ET O
with, and analysis of, the multiple manifestations o8 AOAUS8 O OAEAT OE £E
between 1700 and 1850. In adopting this approachlEl ET 0080 x1 OE EO O
of the growing interest in the geographies of scientific culture®4 As David
Livingstone and Charles Withers have argued, addressing place in relatiom
OAEAT AA EO EiI PI OOAT O AO ETT xI AACA EO 11 ¢
content over time, within institutions, at different scales, and for different
AOCGAEAT ARAO ET  AEImeEAKNS wihh thB| ditdnod 8as also
increasingly turned towards regional science in recognition of the different
scales at which science is produced and transformeég lan Inkster, for example,
has shown that whilst provinciatmetropolitan exchanges shaped scientific
culture, it also differed between places andegions 207

AEEO EO ADPDPAOAT O EI %l 1 ET 0060 AOOAT C
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??® Though acknowledging the difficulty in assessing

204 See for example: Bvid 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, ed€3eographies of Nineteent@entury SciencéChicago & London The

51 EOAOOEOU | £ #EEAACI 00OAOOR cmppdgn O0ABI %l EIO
culture: provincial identity and literary and philosophical culture in the English county town,

1750-p Y v Wrbai History32, no.3 (December 2005): 394412.

205 | jvingstone and Withers, 45 & 14.

206 | jvingstone, 89.

201) AT )T EOOAOR O)1 001 AOGAOGEITd ! OPAAOGO 1 £ OEA EEO
1780-p yu m AT A Avktidpolis Ard Brovihte: Science in British Culture, 178860,ed. lan

Inkster and Jack Morrell (London: Hutchinson, 1983), 1-b4.

2060 AOT %l 1 ETl OOh O4EA $AOAUOEEOA ' AT AOAI )1 EEOI AOU
of Industrial Architecture and Technology to Medical Institutions in EarlyNineteenth-Century

%1 C1 AMiedk#l Bistory46 (2000), 66.
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the clinical impact of such innovations, Elliott argues that the Infirmary is
representative of the scientific and intdélectual culture of the town and the
important role that men, like William Strutt, had in driving this.2%° Similarly,
Elliott has discussed the significance of Derby Arboretung one of the first
specially designed Victorian public parksz as evidence for theimportance 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 Danielshe
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

$A0AUB O OAPOAOGAT OAOCEIT AO A POI COAOOE(
and impacting upon a national and international provincial enlightenment
AOlI OOOA EO Al O OAET &£ OAAA AU %l 1 EI 00680
Spencer and the evolutionary worldviewz12 Elliott claims that Darwin and the
progressive scientific culturewithin Derby, manifested in institutions like Derby
- AAEAT EAOG )1 OOEOOOA 10 OEA , EOAOAOU AT A
influence upon Herbert Spencer and the development of his theoried3
Additionally, in an article on the emergence of pubti 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?144 EOT OCE A@Ai 1 A0 T EEA *TET 7EEOAE
Elliott shows the connection between these local developments and national

currents of thinking.215> Consequently, the representation of Derby as a thriving,

209061 1 ET OOh O$AOAUOEE@A ' AT AOAI )1 E£EOI AOUhG uyc

200 AOI %I 1 Ef OORF O4EA $AOAU | OATI OAGOI jpwrnqd OEA .
ET " OMidahEHisng26, no.1 (2001): 144176.

211 Paul A. Elliott, Charles \&tkins and Stephen DanielsThe British Arboretum: Trees, science and

culture in the nineteenth centuryLondon: Pickering & Chatto, 2011), 138154.

220 AO1 %l 1 ET OOh O%OAOI OO0 $AOxETh (AOAAOO 3PAT AA
Worldview in British Provincial Scientific Culture, 1770p y v fsiB9&, no.1 (March 2003): 129.

213 |bid, 3-4.

240 AOT %l 1 ET OOh O4EA "EOOE 1T &£ 0OAI EA 3AEAT AA ET Ot
c.1690-p X @ Arindls of Sciencg7, no.1 (2000): 6:100.

215 |bid.
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progressive cultural centre with national and international reach during the
19th-century is affirmed and consolidated.

4EAOCA AOPAAOO 1T £ $AOAUSO AT 1 ECEOAT I AT
%l 1 ET 008 O The Ddrdy eridsdlersyhich 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 change26 4 EA O1 AEAOUGO | Al AAOOEED EAO |
3000CAO xET OOOAOOAA %OAOIi OO $AOxET 80 EI
the diverse professions of the merbers. 217 Elliott builds upon this by
foregrounding the networks the members participated in within Derby and the
wider provincial, urban scientific culture of the long18th-century. For example,
he demonstrates how natural philosophy, a central concern of pgressive,
enlightenment culture, inspired the Derby Philosophers to encourage and
instigate political and urban improvements which, in turn, had more than local
influence28& OOOEAOI T OAh %l 1 ET OO EECEI ECEOO OEA
culture wasregistered by addressing it thematically, as in the chapter on utility;
OEOT OCE AAOA OOOAEAORh 1 EEA OEA -AAEAT EAO
individuals, like John Whitehurst.

Thus, Elliott demonstrates that Derby had a vibrant and dynamic sciéfic
culture which had practical application and crossed political and class
divisions.21°- AET OAET ET ¢ OEAO $AOAU OAI AET AA Al
AAxEl AAOET ¢ AOI OOO0AI AT OEOTT1 AT 08 AAOQEO,
national and international enlightenment culture, Elliott does, however,
recognise the decline of this culture as thd9th-century progressed?2° This is
representative of the widely held perception of the lond.8th-century AO $ AOA U8 O
heyday and may suggest why it49th-century history has been understudied.
Significantly, Elliott also links Wrigh® BDAET OET CO xEOE OEA Ol x

216 Paul A. Elliott, The Derby Philosophers: Science and Culture in British Urban Society -1850

(Manchester: Manchester University Press, 2009),-13. This group of individuals was also

surveyed by R. P.

2728 08 3000CAOR O4EA - iobophkd QdeiEty 1783E Y D @RIand AOAU O
History 4, no.3 (January 1978): 21229.

218 Eliott, Derby Philosophers.

219 |bid, 260-261.

220 |hid, 261 & 265-266.
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AOI OO60OAh &EOAIET ¢ OEAI AO PAOO 1T £2EA OOE

AEEO AAIiT1 OOOAOAOG OEA AT OOAODIT TokhAjyaAA AAO
as an enterprising and progressive centre during thel8th-century and the
OAOITATAA T £/ TOECEOG60O0 OADPOAOAT OAOEIT AO |,

EXHIBITIONS AND MUSHIS

Public exhibitions only emerged during the midl8th-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 earlyl9th-century, exhibitions had

become an established du OO OAT Al Ol h APPAAOEI ¢ AO 001
AAAADOAARR OAQAEAEGBA '] OEAE EAO AOCOAAR
widespread throughout the entire social structure than the relish for

A @ E E A BB bisdlap @l8ing 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 situad.

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 thel9th-century AE OB AUAA 7 OEC
art, a deceased local artist, to varying degrees, an important model for thesas
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 Philosopher$5.

222 Hargraves,Candidates for Famer.

223 |bid, 167.

224 Richard D. Altik, The Shows of LondofCambridge, MA & London: The Belknap Press of
Harvard University Press, 1978), 3.
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Academyexhibitions 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 ofthe

wealth of British collections for artists to study and work by contemporary

artists.226) O xAOh AO (AOEAI 1T EAO 11 OAAh OEA
exhibitions of deceased British artists work whichwere then later taken up by

the Academy?2’ He particularly notes the first two exhibitions of this kind, a

OAOOI OPAAOEOGA 1T & 2AUTT 1 AO8 x1 OE EI pYp
" AET OAT O1 OCEh 7EI O 1T AT A 1 AEAT U880 x1 OE
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 Masters228 Haskell demonstrates the importance of these

exhibitions in promotingtE A OADPOOAOET1T 1T £ OEAOA AOOEOC
as testament to the growing interest in18th-century British artists; and the
appropriation and enlistment of these artists and exhibitbons as patriotic
representativesof the cultural wealth of the ration.22° As the Institution became

a reference point for many new art institutions, societies and exhibitions in the

DOl OET AAON OEA I T AAT T &£ AEODPI AUET C /1A -
display within Derby. As 1886, the exhibition discussed in Chapter Sixyas part

I £ OEA | Ai&sAok exbilditions @elicated to Deceased British Artists,
70ECEOB8 0 AT ibdcdmiedirgatly Griplicdted 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 places3° He cites he Durer celebration in 1828 to mark he
third centenary of his death andthe 1875 exhibition to commemorate
- EAEAT AT CAT 1T 60 AE G&anpless lotdble dnbnf kes&is p gx v

225 Francis Haskell,The Ephemeral Museum: Old Master Paintings and the Rise of the Art Exhibition
(New Haven & London: Yale University press, 2000).

226 | bid, 46-49.

227 |bid, 50.

228 | hid, 50-63.

229 | bid.

230 |hid, 98.

231 |bid.
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alsothe 1840 and 1877 celebrations of Rubens, the latter including an exhibition
of the painters work, in Antwerp, which Haskell arguesvere 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 artO O 6 O s paflichiarky péitinent to the 1883 exhibition
EAIT A ET $AOAU8 4EEO Al Ol OAI AOGAO O1 40A
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 local&33 As Fawcett
AT T NOAT 01 U PDOOO EO OAQEEADBEIN 1O OEAOMA ODEC
AOl OOOAI AOPEOAOGEITO 1T &£/ OEA POT OET AAOGE A
cultural traffic between places through people, publications, and picture®4
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 dsplays of living artists work, notably the
Royal Academy Summer Exhitions 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; inflencing 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 cald be

s N oA s o~ AN

display, the Academy exhibitions became a useful precedence and a means of

232 Haskell, 98100.

233 Fawcett, 113145.

234 |bid, 214.

235 |bid, 90-163.

23 AOAE -1 1EOh O, EEA 300AUd , $ OF iu@idng Gib the Rogah 21 UAI
Academy: Artistic Idealand Experiences in England, 174848,ed. Sarah Monks, John Barrell and

Mark Hallett (Farnam: Ashgate, 2013), 1 & 11.
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framing artistic practices in reference to the metropolis. In this respectrt 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
xAO AOAxET C OBPITh PAOOEAOI AOI U OEA 1 AAAAI
display of art and the value ofiVing artists.237
The interest in the arrangement of the display of Academy exhibitions,
frequently replicated within the provinces, highlights the importance of the hang
Al O AOAAOGEI C AT A Aiii OTEAAOGET C | AAT ET C8
AcademySummer Exhibition, for example, foregrounds the dialogic nature of the
hangs by demonstrating how the organisation of objects and their juxtaposition
xEOE TTA ATTOEAO AT 1 OOOOAOAA AT A POT EAAC
visitors [Fig.18].238 He arguesthat 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 patriotism23° Hallett develops this further by
demonstrating that the seriality of Acadé U AGEEAEOEI 1 O Al 1T AEQEI
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, altbugh 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 beeraddressed 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 atalogue 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 fieéss, 2001).

2. AOE (A1 AOOR O2AAAET C OEA 7AI | OcenugyERBYAII OEAT  $
I A A A AEigiiteedith-Century Studie$7, no.4 (2004): 581604.

239 |bid, 586-597

240 |bid, 577-602.

21#8 38 -AOEAOITh OO! S3EEI IAAIQSTAT%A Ol AvEckOtit#AD GEGAGh 64 E
Line: The Royal Academy Exhibitions at Somerset House IB3®, ed. David H. Solkin (New

Haven & London: Yale University Press, 2001), 3.
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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 over242
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 exhibition243 As the catalogue is a principakource when
researching an historical exhibition considering its use and influence upon the
OEOEOI 060 APPAOEAT AA 1T £ OEA AEODPI AU 1T EEA(
this, Helen Rees Leahy has also considered how the spatial organisation of the
exhibition 7 directing the visitor& walking and sequering their viewing 7
produced and communicated certain narrative$44 Thus such studies suggest
how past exhibitions can be approached and interpreted as spatial and
experienced.

10 EO AgAi Pl EEXZAEAA ET OEA $AOAU - AAEATE
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 inrelationt OEA AQGEEAEOEI T O EAI A AU - AA
OEA A1 O1 60U EiT OEA pyonmO AT A tnmO OOAOEI ¢
rooms combined that of the fine art gallery, the science museum, the natural
history museum and perhaps the Egyptianroo O 1T £ OEA " G®IGE OE - O«
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 exhibitions246 Kusamitsu argues for the precedencef such wide
ranging disparate displays in the early cabinets of curiosities and for their legacy
in the Great Exhibitions of the latter half of thel9th-century.24” These are, then,
AOAT AA ET OA1T AGETT O1 OEA AOQGOOATAdw 1T &£ Ol

242 Matheson, 40.

234 AOQEAOET A &1 T T AR OO!'T A 71 O sokibl méanir@Edk ninetdedtih 1 1 ¢ OAI
AAT 600U AAOAI T COAOL19:Alteidiscplivary Fu@ids inCtReELAry ONinéteenth

Century5 (2007): 1-27.

24 AT AT 2AAOG , AAEUR OO7AI EET C £ O PIl AAOOOABe "1 AE
Exhibition in p Y v ArhHistory 30, no.4 (September 2007): 54565.

2541 OEET +00AI EOOOHh O' OA AiGorghhikshdpBdoq $piinG 19804 /i OA p g
246 | bid, 81.
247 | bid, 85-86.
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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
class248 This eduational concern, particularly as it relates to design, has also
been noted by Barbara Morris in relation to the Victoria and Albert Museur#?
Describing the precursors to the museum Morris emphasises the concerns from
the 1830s onwards with raising the stamlard 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 1883exhibition, as is discussed in Chapter
Six, all the exhibitions in the town were implicated within this as they established
A AEODPI Au AOI OOOA xEOEET OEA 0Oixi8 +060
)T OOEOOOA AGEEAEOET T O x A Qvent &f fhe g@fmanErt CAT A O/
and public ineAOO CAI 1 AOEAO AT A [ OOCAGI O 1T &£ 1 AO
underscores this longer lineage of display in Derby as the 1839 exhibition was
celebrated as its firstz culminating in the Museum and Art Gallery5! Citing the
South Kensington Museum as the model for this, noting its origins in the Great
Exhibition of 1851, Giles Waterfield has discussed the countwide
establishment of museums and schools of art, indicating the role of South
Kensington in this and the alernative model for museums it gave rise t8%2 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 establishmermif

schools of art in conjunction with this, and within which there was the implicit

248 Kusamitsu, 7277.

249 Barbara Morris, Inspiration for Design: The influence dahe Victoria and Albert Museum

(London: Victoria and Albert Museum, 1986).

250 Morris, 9-30.

251 Kusamitsu, 85.

252 Giles Waterfield, 4 EA 0AT D1 A0 ' A1 1 AOEAOY ' 00 - A:AdiI O AT A
(New Haven & London: Yale University Press, 2015)

253 Giles Waterfield, ed.Palaces of Art: Art Galleries in Britain 1790990 (London: Dulwich
OEAOOOA ' All AOUh pwwpqgn 'EIAO 7AO0AOZEAI AR O! 00

& Merrell Holberton, 1998), 12-59.
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AET 1T £ OAEOEI BOHelaBo abibded Bd impdtud o8 their
establishment to the perceived links between commerce, art museums and art
education; the associabn between new museums and temporary exhibitions;
and the influence of the Parliamentary Select Committees between 1820 and

1860 advocating for the diffusion of art educatior#ss

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 rolé& 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 hpects 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 descriting the emergence of
municipal art galleries, in all of their variety, Waterfieldfocuses uporNottingham
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 countryFig.19].25°
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 altural, social and civic identity260 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 Deby Museum and Art Gallery, preceded

254 \Waterfield,0 AT D1 Ad O123. A1 1 AOEAON

255 Waterfield, 0 AT B1 A O18,12BI&IIFOEA OR

256 |bid.

257 |bid, 132.

258 |bid, 48-53.

%9 E]1 AO 7AOAOEEAI MAhlac€smifatt: Al Ballerids illfitain Q7G-1®90d. Giles
Waterfield (London: Dulwich Picture Gallery, 1991), 22.

607 AOAOZEAT Ah 02200 ' Al 1 AOEAOhGS ¢p

261 Waterfield,0 AT D1 Ad O216. A1 1 AOEAOh
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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 aml 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 withnes EAEOET 1 08 31 DEEA &1 O
of the architecture of museums and universities in thel9th-century is
representative of this; she demonstrates its re in making and communicating
scientific knowledge262 Whilst qualifying her argument in regards to thevariety
and heterogeneity of museums, Forgan stresses the importance of size and space
symbolically z as an expression of power, prestige and cultural wealtkh and
practically, in housing large and expanding collection®3 Additionally, through
the exampleof 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 conten&§4 Although
the majority of the displays in Derly were held in repurposed public buildings,

I EEA OEA #1 Ol OAEAT CA 10 -AAEATEAOG
demonstrate the need to consider the material space and location of the

exhibition as an influence upon the perception and reception of thexaibition.

%231 PEEA &1 OCATRh O4EA | OAEEOAAGOOA | & S$SEOBI AUG

263 |bid, 141-143.
264 |bid, 142.
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SOURCES ANMETHODS

Methods make the invisible work of historical research visi#ie.

s s oA £ s s

"AOAAOA %8 , dwbl AOOAT EA

Taking its cue from the above quote, this chapter will discuss the sources and
methods used during the course of tis research.Firstly, it will address the
importance of the historical archive within my thesis, considering the different

types ofarchive | have usedtheir location and how they were brought together

as well as what they contairand my approach to thismaterial. Following this,

life-writing will be discussed as both a subject and method of my research,
particularly in regards to howthis biographical approach is grounded in place.

Thirdly, throughout this OEAOEO OEA AQGEEAEOE]| bundedE 7 OECE
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 thisthes8 | AT DOET ¢ OO AICRIBG |
it will propose the value of the exchanges that arise from the intersection of

research and display

5" AOAAOA %8 , 6%Dl AOOAT EAOR O!'l 1 OCOI AT O A O ! OA
- AOET AicColiege Brglisir2, no.1 (September 2009), 69.
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HISTORICAL RCHIVES

Historical archives have been integral to this thds; 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 ineth
EEOOI oOuU OEAO OEAU AT AOi AT 6h PAOO 1T £ OEA
his death to the present day. Consequently, in this chapter, drawing upon Charles
W. J. WitherSBAE OAOOOEI T 1T &£/ OEA Ai1 OOOOAOETT 1T A&
archives tha have been used will be discussed as sites of meaning and of
knowledge-making266! A AT OOA1 DPOAI EOA 1T £ 7TEOEA008 C
that they are constructed?6” He discusses this idea in respect to the contents of
the archive; the acts of depositionpreservation and interpretation by both the
archivist and the researcherthe 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 doe38 Additionally, Withers also highlights
OEAO OEA AOAEEOA EO A OI PIiTTCEAAI OEOAN
EOOAI £ CAT COADEE A®ITHs, thefetdre, Affers & PexspeCiifeE | C 8
through which | will consider my own experience of historicharchives.

The archives that | have used have primarily been in Derby, London and
OEA 5318 )1 7OECEOH6O EIITAOI x1T ) EAOA 060
Gallery, Derby Local Studies Library and, although not a locatable sitdye Derby
Mercury has beenan 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 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 intedlinked registers z

2%6Charled 78 *8 7EOEAOORh O#11 000 @ARME ho3(2002)EI3I3GAT COADEE
267 | bid.

268 |bid.

269 |bid, 304-305.
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local, national and internationalz AO xEEAE 7 @fog Baf3dadhd OADO

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 ongoig relationship between
70ECEO AT A $AOAU AT A EEO EIT AT OPI OAOET 1
famous son?70 Consequently, the archives Derby have been the principafocus
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, AT A Ei DT OOAT O AOAEEOAI AT AOI AT O
AT OOAODBPT T AATAA AT A 7EIIT EAI "Al O1T OA8O 1| A’
[Fig.20]. Derby Local Studies Library also has a significant collection of material
relating to Wright: chief among this is thecorrespondence of John Leigh Philips
including letters from Wright, his friends and family; the unpublished memaoir of
the painter written by his niece, Hannah; a collection of sale and exhibition
catalogues relating to Wright and amassed by William Bemse in 1877,
ET Al OAET ¢ch &£ O AgAi pl Ah OEA AAOAI T COA £
pymp #EOEOOEAGO OAI A T &£ 70ECEOG0 PAET OET
"AT OT OA 1T &£ T OECET Al AT A T OEAO AT AOi AT 60O
notes from his trip to Italy, copies of press reviews of his paintings, and the
AOOEOOGO 1 AOOAOOG8 'O 7TEOEAOO EAO AOGCOAAN
by ideas of value and credibility which influences what is preserved, how it is
ordered or arranged, ad its interpretation.2?1 These sources document what has
AAAT AAAT AA EI DT OOAT O ET OAPOAOGAT OET ¢ ATl /
OEAOA L&A OA8 4EA AEAO Ol xAOAO 70ECEOG60 xI O
materially and symbolically during the 19th-century as it was understood as an

insight into the person of the painter.

2o+ | AT -8 3AExAOOU AT A 4AOOU #iTER O! OAEEOAOR 2A
- Al T Quethiv@al Science (2002): 1-19.
271 Withers, 305.
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Furthermore, these Wright archives have originated from thel9th-
century. As is discussed in Chapter Six, the Gallery collection began with the

purchase ofThe Orreryand The Alchymistin the 1880s although its roots can be

OOAAAA AAAE ET OAI AGEIT O1 OEA 111 CAO EE
the region through the provenance and exhibition histories of the objects in its

collection. As is evident in the recurrencé £ 7EI1 1 EAT " Al O1T OAG6O 1,
Oi OEA , 1T AAl 300AEAO AlT11AAQGEITT jxEI OA C

AEOADOOOAA ET #EAPOAO 3E@oqqh OEA 1 EAOAOUBO

19th-century and are connected to the networks of friend and family involved

ET 70ECEOG8O0 bi OOEOI T OO0 AiiiAiTOAOETI
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 relaionship 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

A

London and New Haven are implicated ilMDEA EEOOT OU 1T & 70ECE

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 rehive which, in documenting an
AGEEAEOETI ¢ O1 AEAOUSO EEOOI ouh EAO 1 AO0O
the Yale Center for British Art archive which is more extensive, including a
collection of rare books and manuscripts relating to British visal 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 sctl

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 als highlight one of the principal challenges of the
historical archive: its gaps. As Elizabeth Gage Hayden Lorimer and Alex
6 AOOAAOAI EAOA 11 OAAh OPAOOEAI EOU EO A
OAOGAAOAE 11 AOPAAOO 1T &£ OEA PAOOE AT A EAO
the accessibility or survival of sources, the negotiation of differentpften
imbalanced voices within the archive, or the immaterial qualities of some
sources.2’2 In respect to the gallery archives discussed, there is very little
material relating to the 19th-century, rather the majority dates from the 2@
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 collectionswith the exception of the Air Pumpat the
National Gallery as is discussed in Chapter Five. The institutional bias speaks to
70ECEO80 OADPOAOAT OAOGEITT xEOEET OPAAEEEA
their agendas. Furthermore, as Schwartz and Cook have noted, @rehive and
museum have parallel roles in validating and shaping what a society perceives
OAl OAAT A AT A EiI BT OOAT ONn 70ECEOB80 DOAOAT
measure of this?73

Additionally, the nature of these archives has shaped my approach to
them; as their contents is specific to the collection or institution | have primarily
OOAA OEAI ET OACAOAO Oi DPAOOEAOI AO AOAT O

regards to a set question. For example, | used the Royal Academy archives

2] EUAAAOE ' ACAT h (AUAAT 1T OEi AO AT A Prattidrg 6 AOOAA
the Archive: Reflections on Method and Practice in Historical Geograghly, Elizabeth Gagen,

Hayden Lorimer and Alex Vasudevan (London: Historical Geaphy 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 Soldieas this was a
OADPOAOAT OAOEOA PEAOOOA xEOEET 70OECEO60 A
Chapter Three) and | was, therefore, ecerned 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 legacyof this today.
Furthermore, in using these archives | 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 thremonth fellowship |

undertook at the British Art Center between July and October 2014 as part of the

Il (2#860 )1 OAOT AGETT Al o1l AAAT AT O 3AEAT A Al
iu OEIi A ET OEA ,1T1TATT AOAEEOAG OGwedkOEI AOE
internship | 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.

AEEO AT OOCAODI T KD AODHEE 17 BEROODX AA T 600
AEEEAOAT AAO ET AT A AAOxAAT AOAEEOAO AT A
OO0Ul AO 1T £ 2790 BomparidorE Wihd Betby Local Studies Library
underscores this. As well as the Wright material the library has les drawn upon
extensively for its local archives relating to thel9th-century, which includes and
ranges from catalogues, guidebooks, reviews, tickets, photographs and prints
relating to local exhibitions; the records of local churches, societies and
instOOOET T Oh 11T OAAT U OEA $AOAU - AAEAT EAOGG )
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 prcelain; various maps of the town; broadsides
advertising public events and topics; and, ephemera relating to the lives of local
figures like manuscripts, letters, and photographgFig.21 and 22} Whilst the

accession of these archives into the library isften undocumented, the creation

274 \Withers, 305.
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of these documents during thel9th-century is testament to the broader Victorian
culture of documentation z typified by the introduction of the census in 1841z
El xEEAE 7O0OECEO0O86O0 AT i1 Al T OAOthicThe Bethy OEOOA
Mercury is a complementary archive, as it document&9th-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, theMercury was founded by Samuel Drewry in 1732,
remaining the principal local paper until 1823 when theDerby and Chesterfield
Reporterwas established, followed by theDerbyshire Advertisein 1846 and, in
1879, the Derby Daily Elegraph?7> 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 thguiding principle drawing the material together is one of
I1TAAl ET OAOAOGOG8 )1 OEEO OAOPAAO OEA ATl
AOOAOOETT OEAO OOOOOEOAI O &EO01 i OEA DPAOGO
incomplete, and often contradictory record?™ 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 atbuted 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 faced was searching through this and establishing what material was

relevant for my research.

275 Jill Armitage,Derby: A HistoryStroud: Amberley Publishing, 2014), chapt. 10. 3
i1 A (AOOEOR O4EA (EOOI OEAAI - HuhohistidGedgrafhzA 0 OAA ¢
Prospects and problemed. 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 relodad. 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 interestinglhis often went handin-hand
with photographing aspects of the archive, a practice that became particularly
important with the closure of the library. Thirdly, although | often did refer back
to particular records with a specific research question in mingdthe scope of the
archive, the extended timeframe, 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 formation as
it was brought into being through my intervention, interpreted in respect to the
knowledge Icarry274 EEO Al 01 ET OO1T AOGAAO OEA EAAA 1T
new interest attributes value to a documeng’® A notable example of this is the
extra-illustrated Midland Counties Exhibition cataloguediscussed in Chapter
Five, which | 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 photograplic 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. | have been particularly interested ithe
OEOOAT AT A |1 AOAOEAT AOI OOOA OEOI OCE xEEA
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 data2’?3 OBPT OOET ¢ OEA OEAx 1T &£ AOAEI

217 Withers, 308-309.

278 |pid, 306.

29 1 O EOOOEAO AEOAOOOEIT 1 &£ | AGAOEAT AOI 6O600A OAAq
to material culO OO A OE AT OU wihterthur PokfaliE 17Anb.H (1982): 119.
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OEOAOG8h OEEO 1 AOAOEAI EAOh OEAOAA&AI OAh A
contextualisation z seeking to understand the source in itself, in relation to other
related archival material, and sitating it within its broader historical,

chronological and geographical contex&go

PORTRAITS OF THE ARJN

Within historical geography it has been increasingly recognised that attending to

the spaces of a life can suggest new insights or narratives intc?¥t. As Stephen
$ATEAT O ATA #AOEAOET A . AOGE EAOA AOCOAAN
appear closely connected; life histories are also to coin a phrase, life

CAT COABPHEAGB GEO DAOOET AT O O OEEO OEAOE!
commemoration between 1797 and 1886 it considers the changing portrayals of

OEA PAET OAO xEOEET AEEZEZAOAT O OPAAAO AT A ¢
upon the relationship between painter and place is a concern with the
relationship and intersection between biogrgphy 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 theDictionary of National Biographyfirst published in
1885, life-writing has been an important and rich source for this thesig3 This
has encompassed a wideanging body of texts beginning with the obituaries
published immediatelyA £Z0AO0 7 OECEO86 0O AAAOE AT A AT AET «
painter written and published by William Bemrose in 1885. It has encompassed
70ECEO80 OADPOAOGAT OAOGEI 1T xEOEET OA@OO 11
I £ AOOEOOS O | E Onk @dinterOre ghessbréviovd GiAdUedhibition £ O
AAOAT T COAOh OEA TAITEO AU 2gnceniu®ddd T EAAA

the 1864 biographical notice of the painter also written by Bemrose. Informed by

280 Withers, 310.

281 Gagen, Lorimer and Vasudevan, 6.

223 OAPEAT S$ATEAIT O AT A #AOEAOET A . AOE bourral, of ZADA OE (
Historical Geographys0 (2004), 450.

283ValerieSd AAOOh 06 EAOQIT Qifedafure Cofpadd, To® B2G0E)| 2C h 6
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$ATEAT O AT A . AOEGO AEOAOGEEDbidgraphy/AandOEA E
geography in a variety of forms of lifewriting in western culture, in approaching
these texts as a subject of research | have also sort to consider them
geographically, foregrounding the relationship between script and space in my
analysis.284 Demonstrating that the texts | discuss are part of a larger tradition,
$ATEAT O ATA . AOEGO AgAiPIA T &£ *TET #1160
DAOOET AT O Oi OEEO OEAOEO AO OEAU & OAcOI
Memoirsin memorialisngOEA AZZFET EOU AAOxAAT OEA DPAEI]
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 them285 Asismost ® DAOAT O ET #EADPOAO 3EQ
"Al O1 OA86O AET COAPEU 1T &£ OEA AOOEOOh ) EA
regards to the space of the text, considering how its materiality shapes the
representation of the artist and the sense of place or movememithin 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. Locatingportrayals of the artist is, therefore, a means of
researching the relationship between painter and place and how it was
understood at specific points in thel9th-century.

Significanty, OEOT OCET 00 OEEO OEAOEO 7O0ECGEOQ:C
relationship with Derby has been explored through the varying portayal of the
painter within different places and contexts throughout thel9th-century. In this
sense lifewriting , albeit an afterlife-writing , is a method used within this thesis.
Daniels and Nash offer a perspective on liferiting as a field of enquiry
@aversed by the various ways lives are inscribed in time and space, plotted as
bothstory-l ET AO AT A 28¢The@ itk thdt:U O8 8

Such plots are shaped by metarratives on the course, or
development, of nature and society as well as of the self, anoréieal

propositions on relations of public and private life, thought and action,

284 Daniels and Nash.
285 |bid, 453.
286 |bid, 452.
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free will and determinism. Plotlines are inscribed in texts, institutions
AT A I AOGAOEAT OEOAO AT A 11101 AT 60 xEEAE
memory and destinys?
Recognisng that such plotlines or routeways do not end with the person but
instead continue, this thesis has adopted lifgvriting as a means of interrogating
the relationship between painter and place and the claims made through it. It has,
therefore, been a meth A’ OEAO AT AAT AO 7O0ECEOE0 1 010
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 noably through the exhibitions within
Derby; that considers how his posthumous reputation intersects with and was
shaped by larger currents and crosgurrents of thought during the period, such
AO OAOQGETT AT OAAOAAOQGEIT 1 0O AEGOGBemorationE AAN A
within specific places, particularly the rapidly expanding and urbanising Derby.

Through adopting this method, this thesis has sought to suggest new
ET OECEOO AT A Al OAOT AGEOGA 1T AOOAOEOGAO OACA
Firstly, it AT CACAO xEOE OEA AEAT CAO ET AT A | AA
Cheryl McGeachan, Isla Forsyth and William Hasty have shown, a geographical
focus on biography is a means of deentring the subject, acknowledging the
fragmentary nature of the archive and he elision of the subjec&s8 Secondly,
relating to the growing body of scholarship that has sought to explore the
previously marginalised narratives and voices within lifewriting, primarily as a

means of challenging thel9th-century traditional life of the great public man, it

AT AAT AO OEA AOAAEO &EOI i OEA OOAAEOQEITTAI
representation to be considered.28® Thirdly, it also demonstrates the

DOl OET AEAT EOI | £ 7TOECEO80 AEOAOI EZAZAR ET A
perpeOOAOET ¢ 7O0OECEO8O0 OADPOOAOEII OEAOAAU

s N N £ A 2 ax

T AOOAOEOA 1 £ 7 OHEQE@HUY andAu@dediAgtin dtérnatdde A

287 Daniels and Nash, 452.

s EAOUI - A AAAEATh )OIl A &1 OOUOE AT A 7EITEAT (AOOL
and LifeWritingin ( EOOT OE A Al HistofidalGeodrapEyiD{2D12), 171-172.
201 T 1T [/ AE1T Auh O4EA Ol AE Awriti@Zsénfeimétifodologieal Aridl letlic@A DEE A A |

E O O Onfetnational Journal of Social Research Methodoldt; no.5 (2010), 432 & 436; Sandey,
06 EAOT OEAT ;4pvEBeachdd FFOr&yih gnid Blasty, 174.
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perspective to the often Londorcentric narratives of British art and artists

during this period.

Finally, as Daniels and Nash have discussed in regards to Humphry
2APOT T h xEI O1 AAOOOI T A EEO CAOAATET C DPOA
places to complement the character of the landowners, historically the traditions
of topography and genealogy have also beantertwined, particularly through
OEA EAAA OEAO AOAOU bDPoAMshkontz&iondsirelistebed Al 1 E (
in the approach taken to exploringl9th-century Derby in the following chapters.

AER O x150 EEOOI OU AOOET pgeQlf thoughhed ET A E
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. Resealing and

xOEOET ¢ $AOAUBO EEOOI OU EOh OEA<@krm OAh Al
within this thesis through which the 19th-century town also emerges as a

changing place in which multiple discourses and narratives intersect.

RE-STAGING EHIBITIONS

In the following chapters exhibitions are discussed as pivotal moments within
7 O E C E9thé&eéhtury commemoration. They are addressed as geographically
AT A OAIPI OATTU 11T AAOCAA AOGAT OO AT A AO |
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 agendasf the time. Subsequently, as this
chapter will now discuss, thinking through exhibitionsz re-staging themz 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 outlinedthe Appendix, working

in collaboration with Derby Museum and Art Gallery a display rstaging the

L A 2 A o~ A

pyvow -AAEATEAOG )1 OOEOOOA AQEEAEOETT | AE

290 Daniels and Nash, 454.
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In discussing restaging as practice, this chapter will be informed by Felix
$ OEOAOB6 O OA&EI AAGETT OPiIT EEO 1 x1 AgZDPAOER
exhibition at the Royal Geographical Society in 2009 and its potential to challenge
heroic narratives of exploration2927 EE1 OO0 OEA OPAAEEAEAEOU | £
concernwith the creation of a new exhibition rather than restaging 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 spacef knowledge-production.292 1t 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 increiagly engaged with art practices in what
she considers two different but entwined methodological approaches:
OAEAT T cOAOGGh AAEET AA AO OAEI T AOO ET OAODBC
CATI COAPEEAAI AOCOI Al OOF AT A OAittEatig@Od h x E/
or curators to make-work, carry out research, develop exhibitions or practice

various different creative techniques?93

One of the immediate challenges of researching and writing exhibitions is
their temporariness and spatiality, both of whichmean there is often only a
limited and partial trace of them within the archive. Even in Derby where the
AT AOI AT OAOQET 1 19th-éentudyEeAhibifiohsxid rén@rkably rich there
are still significant gaps so that, as has been discussed in respect tp rasearch
within historical archives, re-staging the exhibition means working with the
AAOGAT AAOG AT A AAOT AAT AAO 1T &£ OEA AOAEEOA O
remains, picking out what seems to matter, and pondering about what appears
to be missing?®B 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 displg and their makers, errors regarding the names

216 AT E@ $OEOAORh O(EAAAT EEOOI OEAO 1 AAA OEOEAI Ae
Transactions of the Institute of British Geographe3s, no.3 (July 20B): 420-435.

292 |pid, 421.

23 AOOEAO (AxEET Oh OS$SEAI T COAO AT A $TET COd 3EAOAEE]
I O Geography Compass 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 ekibitions giving credence to its official voice;
recognising this, | have sought to give equal weight to unofficial, sometimes
contradictory, sources like press articles. Consequently, through closely
attending to individual documents and the archival recad of the exhibition
collectively, my research process becomes a kind of-o®nstruction, 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, lendemnd
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
T AOOOA 1T &£ AGEEAEOQOEI T Oh OEAOQ of extxtitiGnk A
making as knowledgemaking becomes apparent through the exchanges
between research and display?> In regards to this, it is noteworthy that although
the curatorial practice of this thesis is primarily focussed upon the display
planned in Appendix Ong at different scales and in different forms it has been
ongoing throughout the PhD. Through the collaborative nature of my PhD | have

been involved in the curatorial culture of Derby Museum throughout, assisting

AOC(

on displays in various ways fromreA AOAEET C 7O0ECEO80O DPAET OE]
A O OEA OAAAT O O6*1 OAPE 70ECEO AT A OEA | 0O

OEA O1 OOET ¢ AQEEAEOEITh O*1 OADIE 20140ECEO

During the sixweek internship | undertook at Tate Brtain in 2013 | also became
involved in developing ideas for the display of thé\ir Pumpwhen 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

295 Driver, 421.
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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 rolereversal, juxtapositon and reOAAIl ET Ch 00
knowledge presented within an exhibition is necessarily shaped and indeed
bi OAT OEAT T U OOAT Ol Of AA Rey &vd ExpelidddeOE AT A
OO0DPDPT OO0 $ OE OA O6Lrespetr,Csbdwihd tow thd intefrEtiBn of
research and display in restaging 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 itf also has the potential to suggest
T Ax PDPAOOPAAOEOAO8 &1 O AgAi bl Ah ET Al T OAI
pYyow AGEEAEOEIT T Msaksinds r&dyiided &hiclk, wherE
OAOAAOAEAA MEOOOEAORh AOOAAI EOEd&ADtOEA DAET (
another recently deceased local artist. Secondly, the construction of an
exhibition was made clearer through thinking about the hang, both in
researching and restaging 1839, which suggested its potential for producing
new meanings. Relali C O1T $OEOAO080O0 OAAT CTEOETT 1T & C
bl ATTET ¢ O ARoddd ladkl UuliebuisEEtEeONight gallery, the
significance of the Shakesperian subject as more than a literary or history
painting was registered as its relationsip to early 19th-century conceptions of
knowledge emerged®’ Perhaps most notably, thinking through exhibitions also
introduces new research questions or shapes existing ones, thereby becoming
part of the research proces$?2 The Tate Britain display of theAir Pumpstressed
its mobility and changing reception, a perspective which highlighted the gap in
scholarship regarding the paintings institutional history and, as has
OOAOANOGAT 01U AAAT AAAOAOOAA ET #EADOAO &E
profil e in dialogue with his national one. In planning for the restage of 1839 the

~ L A 2z A =z

1 0 AARO 1T £# AEEAEOO OEAO EAOA OET AA Al OA

29 Driver, 421.
297 |bid, 429.
298 |bid, 431.
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important factor in shaping the approach to these historical exhibitions as part
I £ OEA 1 OOA#&n i dighkgkidyOniy@Wn implication within this
history.
&OOOEAOI T OAh xEEI OO0 $OEOAO8O AOOT AEAO
exhibitions, his insistence upon the potential they have to generate new insights
and knowledge suggests the value of fstaging past exhibitions. Such exhibitions
represent a relatively new but rapidly growing curatorial practice that scholars
are still conceptualising. Reesa Greenberg h&ed discussionsof this, suggesting
a useful framework for thinking about my display atDerby in her overview of
O2A1 Al AAOET C 2%grguihd & BHey &®& &ymptomatic of the
OECTI EXZEAAT AA 1T £ AGEEAEOQOETI 1 O O1 AAUh xAOOA
means of constructing identity, and a growing interest in the history and praate
and its intersection with the present, Greenberg proposes that there are four
main types of restage3® & EOOOI Uh OE A toGeashdnbl&as mbch of OAAEE
the art work displayed as possiblebut always with some deviation from the
original; secondU h  OMDiEnAEZEGYdise the importance of an exhibition or
exhibition phenomenon and rethink it in exhibition form, as a takeoff point;
OEEOAI Uh ,Qlischisse®id AefalE © A continuation of exhibition

~ N oA NN

history through its re-presentation on the internetnl AT Ah & OOOEI Uh O

S P N Y UV TN =

artefacts relating to the exhibition, institution, and people involved rather than
emphasising artworks301 Indicating the overlaps between these types, | would
anticipate that my display will draw upon characteristics of them all.

AEI ET¢C OIiIT A T £ $OEOGAO6O AOCOIi AT 60N

benefits of such exhibitions, particularly as it has been noted that they are rarely

292 AAOA '+ OAAT AAOGh OO02AI AT AROET ¢ %QoEakePEpdER T 08d &C
(Autumn, 2009). Last accessed™ November 2016.

http://www.tate.org.uk/research/publications/tate -papers/12/remembering -exhibitions-
from-point-to-line-to-web

300 |bid.

s OAAT AROGCh O2A1 Ai AAOET ¢on 2AA0A ' OAAjokddCh O! OAI
Curatorial Studiesl, no.2 (2012): 159177.
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repetitions but rather recreations or reinventions.302 Catherine Spencer has
argued that they have theotential to challengeour conventional definition of a
OEE OOI OE Atd prodnptialterhativ@ Gistdri¢s; to present ideas and convey
meaning physically and méerially; to offer different ways of conductingresearch
and bringing it to a wider audience; to highlight that curatorial practice is
experimental and creative; to use different temporalities productively; and,
lastly, to questionissues of reproduction ad the relay of ideas through different
points in history.303 Similarly, Greenbergnotes the opportunity re-staging offers
for considering exhibitions as a formin themselves and as a means developing

new perspectivesabout past exhibitions304

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 presemtithin it.305 Additionally, as Spencer
has noted, there ighe risk that such exhibitions become a spectacle or thrill for
the visitor rather than a challenge3°¢ Thus, whilst re-staging has already begun
Ol OOCCAOO 1TAx DPAOODPAAOE AR reCobitibn thiatA OAUGS O
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

32 # AOEAOET A 3DPAT AAOh O-AEETC EO 1Axqd xEU AT 1 O
installations and performances, andx EAO AAT xA 1 AAOT E@polio 170EAOA OA
no.631 (May 2015): 2427.

303 Spencer, 2426.

4 OAAT AAOCh O2AI1 Al AAROET C86

s' OAAT AAOCh O! OAEEOAT hd poem O pxo¢8

306 Spencer.
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O’ L OFSENSIBILITY JJSEPHWRIGHTES IMMEDIATE

POSTHUMOUREPUTATION1797-1820

, AO T OEAOO 70ECEOB8O OAODPI AT AAT O PAI

And lustrous hues, that like the lightning blaze,

Catch from the sparkling steel the furnaggow,

And trace the meltd mountains as they flow:

[, to yon lonely tent by pity led,

View where the widow mourns her soldier dead;

Turns from her babe, whose careless smiles impart

300AT CA xT Ah OEAO EAOOI xO OP OEA i1

(AT cO 1T6A0 OEA AT AU Al AAAET Cc 11 OEA

Clasps his cold hand, and faints upon the wouid.

William Sotheby, 1801

70EQOEI ¢ &£ 60 UAAOO AZEOAO 70ECEOB0 AAAOE
remembering the artist not for the dramatic light effects that had established his

fame butfor his emotive and sentimental subjects, epitomised by his paintinghe

Dead Soldier1789 [Fig26]. AsA BT Al 11 OEA Owd Bilis®OOACAIT A
BAETT1T T &£ 0AET OET C8 E énighlyl pQliticised BaiddA &tA A 7 OE

history that was being articulated within the context of British imperial

307 William Sotheby,A Poetical Epistle to Sir George Beaumont, Bart, on the Ereagement of the
British School of PaintindLondon: John Wright, 1801), 1819.
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expansion and ongoing conflict withFrance.Wright was, therefore, celebrated
alongside his traditionally more famous contemporariesz Hogarth, Reynolds
Gainsborough and Wilsory as one of the first lighs of the British school308
7EEI OO0 31 OEAAUGO OADOA @iiingd fodaten, ifis T £ OE,
noteworthy as it gets to thecrux of this chapte O O Gife Ehdmfofalisation
and posthumous reputationof Wright between 1797 and 1820 Encompassig
OEA 1 AOO U Aita and $pdining DENaoedi©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 higvork; and, the place he was attributed within the national schol

of painting at a time whenincreasing importance was attached to British art

Jose attention will be given tothe obituaries of the artist and hisnclusion
in surveys of British painting as this literature was the primary medium through
which Wright was memorialisedduring this period. This chapterwill discuss the
way in which these texts represent his relationship with Derby: their
presentationof OEA AOOE OO A Othérférknhent bf fle DttiwihB AET EOU
national art history and their role in forming a canon of his paintings3o®
Significantly, this will also address the authorérelationship with the artist and
$AOAU AO 7O0ECEOB0 AEOAI A | /e inhaphd shdd AT A
consolidating his posthumous reputationFollowing this, the chapter willdiscuss
OEA OAIl A | /Eduiing thi€ firedbd Kighlighitiag) Bhe networks of people
involved and the role the saleshat T OEADET ¢ OEA DPAWGWRADPOEIT I
Throughout The Dead Soldiewill figure as an exemplary picture of this time
consequently, the chapter will be bookended by discussions of the print after the
painting by James HeathT'hese will focus upon its initial publication in the year
of Wig 06 0 AAAOE AT A EOO OADPOAI EAAOEIT EI
AAT 1T OOOAOGET ¢ ET x OEA EI ACA AAAAI A ET OAC

identity and reconfigured asa post-war image after the Napoleonic Wars.

308 Sotheby:. o
0% | ET , AECE OEEI EDOR  O4Nohthlyi Magadine -afd Brit&rERpdiste, | £ $ A O/
no.23 (1797): 290.
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The chapterwill show how7 O E Cregdt@tion was shaped throughexts,
sales, and printsin the years immediately following his death. Thisvill highlight
the importance ofthe widely held perception of the artist asaretiring figure with
delicate sensibilities, an identity informed by the persona~Nright cultivated in
later life and which was closely associated with his residence in Derbyt will
demonstrate that the relationship between Wright and Derbywas primarily
constituted through networks of distribution in which 7 OECE 086 O AOEAT A
family were highly involved. His commemorationduring this period was directly
informed by those who had known the artistA O O1 Aandsh& eedidhdlism

continued to be evident in themarket for his work.

O WELL-KNOWNAND UNIVERSALLY ADRED PICTUR&T@E PUBLICATION

OFTHEDEADSOLDIER1797

In April 1797 JamesHeath first published his print after The Dead Soldier,
followed by a secondimpression in May of the sameyear [Fig.27 and 28]. This
was eight years after the painting had been exhibited at the Royal Academyin
1789, thus bringing The Dead Soldier z which had originally won Wright
considerable acclaim z back into public notice at a time when the artist was
retired in Derby, unableto paint (and thus exhibit works) dueto 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.

( A A Qiiedet in The Dead Soldier beganin 1789 when he enquired
about its availability.310 Wright, however, gavefirst refusal to his long-standing
patron John Leigh Philips who subsequently bought the painting for 100
guineas3!1 Nonetheless,a compromise seemsto have been reached whereby
Heath gained permission to make an engraving after the painting z this is

suggested by the inscription on later impressions which details 0 EET EDOJ O

310 Joseph Wright to John Leigh Philips, 5 May 1789,hdoLeigh Philips Correspondence with
letter of Joseph Wright of Derby and others, Derby Local Studies Library.
311 |bid.
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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 begunin the summer of 1795.313 This was
later than Wright had hoped as he had expectedit to be underway as early as
1794, believing that Heath was deliberately procrastinating.34 No doubt this
frustration was increased by the knowledge that a line engraving could take
several years to produce.31> Notwithstanding this, once Heath had begun the
engravingit appearsto haverun smoothly, the engraver sendingproofs for both
Philips and Wright to approve before it wasfinally finished and publishedin 1797
[Fig.30].316

Every stage of the process in The Dead 31 | A Bprdddéion is
characterised by an astute understanding of the print trade and a concernwith
maximising the profit of the enterprise. Firstly, it was funded by a subscription
which was a meansof 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.31” 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 7 O E C it@riidd to circulate prints amongst his
Midlands acquaintancesalthough he alsoexpressedthe concernthat many of his
subscribers had died.31° 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 P, 17June 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 |bid.

315 Anthony Dyson,Pictures to Priii: The nineteenthcentury engraving trade(London: Farrand

Press, 1984), 41.

316 James Heath to John Leigh Philips, 17 October 1796, Philips Correspondence.

w3 AOAE -1T1TEOh O/ 00 i AT ET (AOAT Adq OAPOAOAT OAOQE]
/ OOA O Bhtahdiad Tdumphj p X ¢ v Qdnflicting Visions: War and Visual Culture in Britain

and France, ¢.1701.830,ed. John Bonehill and Geoff Quilley (Aldershot: Ashgate, 2005), 90.

SBOEETI ED 3EAxh O$AAA 311 AEAO0OJ -pQEEIéMEdis@11IET " OEOI
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
suggestshis intention to circulate prints amongst his contacts in the North
West320 Residingin Mayfield near Manchester, Philips was an important figure
within the A E Qnéids®ial and cultural life, with a reputation that extended
beyond this asa O O E T LAkr@#l O &i8was a businessman,continuing his
COAT A £AAIK mé&nGfdctOring business and entering into partnership in a
cotton business;a soldier; a naturalist, amassinga collection of natural history
specimenswhich formed the nucleusof the ManchesterNatural History Museum;
amember of the ManchesterLiterary and PhilosphicalSociety;and,awell-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

suggestingthat he may haveinvestedin the venture aswell.323

JamedHeath,on the other hand,was London facing; it seemslikely that it
was he who, through his work, had the connectionswith the print shopsacross
London that were advertised as premiseswhere subscribers could register and
view proofs.324 For example,it is notable that the Housesof the Boydells are
listed as Heath had already worked with them to produce plates for their
ShakespeareGallery and, in 1796, he had engraved The Death of Major Pierson
after JohnSingleton Copleyfor them for 2000 guineas|[Fig.31].32> Furthermore,
it is probable that it was Heath who delayed publishing the print, possibly in
responseto the disruption of the export trade due to the outbreak of war with
Francein 1793326 |t istelling therefore, that Heathconfidedto Philips OBavemet
with more successthan | had hoped for in suchtimes asthese,it is universally

O A1 dEand\ have orders for between 2 & 300 from the trade T T [ raising the

320 James Heath to John Leigh Philips, 4 April 1797, Philips Correspondence.

21 \Villiam Carey# OEOEAAT $AOAOEPOEIT T | AnsQdECAntedbGy, o@D ET T 1 £
by Thomas Stothard, Esq. R.A. Respectfully addressed, by permission, to John Leigh Philips, Esq.
(London: T. Cadell and W. Davies, 1808), 3.

2200 APAOO 1T £ OEA EAITEI U 1T &£ *TET , AECE «hived EDO 1 &
accessed 14 July 2016http://discovery.nationalarchives.gov.uk/details/rd/abec22fd -0d64-
47al1-a854-4495043feald.

BAEI T OEU #1 AUGIHIhC OMIEAA 0AdCGEAMAOETT 1T £ 0OET 600 1 £
Wright of Derby,ed. Judy Egerton (London: Tate Gallery Publications, 1990), 27.

2404 EA $ A A AThesTelégraghBadrabéuary 1797.

325 Timothy Clayton, The English Print 1688.802 (New Hawen & London: Yale University Press,

1997), 227.

3264 E1 1 OEU #1 AUOT 1T ABon&paBetaddihie British:frinis hnd grdpaghnda in the

age of NapoleorfLondon: The British Museum Press, 2015), 20.
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price from a guinea to one pound and six shillings.327 ( A A Girvélv@ment
provided an astute knowledge of the home and export markets at a time when
the wars on the continent were disrupting accessto European markets and
displacing customers, a climate which had led to bankruptcy for some
publishers 328 His importance extendedbeyond this, however, ashe was a well-
known and respected engraver, as is evident in the price the Boydellsdwere
willing to payhim to engrave# | B | phibtiéigdHaving establishedhis reputation
by engraving the plates for John" A1 ddifio@ of The Poetsof Great Britain
Completefrom Chaucerto Chuchill, 1777-83, by the 1790s he was highly
acclaimedand his style was particularly popular.32° In 1791 he was electedasan
associate of the Royal Academy and, in 1794, he was appointed historical
engraverto the King,two positions which confirmed his status asoneofthe 01 1 00
AT ET Ardgéwrs of the day and conferred considerable social status upon
him.330 His name would, therefore, have added value and prestige to The Dead

Soldierprint.

( A A Opdication 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
asoddities.331 By the 1780s proofs often sold for double or treble the cost of an
ordinary impression.332 Additionally, the staggereddates of TheDead3 1T | AEA 08 O
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

meansof promoting the print and an opportunity to re-publicise Wright through

327 Heath to Philips, 4 April 1797, Philips Correspadence.

328 Clayton,English Print,281.

290« | ET (AAOEhQ percAIRBE ¢ &adORErd Dictignary of National Biography last
modified January 2008, accessed 14 July 2016,

http://www.oxforddnb.com/view/article/65036

0( AAOER O( AA Gbus Welah &8 A 6'NA T3 i ANew Series, V. & (LéntioA: h
William Pickering, John Bowyer Nichols and Son, 1835), 213.

331 Clayton,English Print,229.

332 |bid.

333 For a discussion of the relationship between engravers and the Royal Academy see: Sarah
HUAAR OO0OET OI AEAOO AT A OEA -2 &@dArboh B AR ThHERMBEEAE OE
Academy Exhibitions at Somerset House, 1-A836,ed. David Solkin, (New Haven & London: Yale
University Press, 2001), 217228.
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referring backto his original painting which was celebratedasO vell-known and
of one critic that the print was O Giliperior to the few others, that it wasthe only
onewel T OESRAAG 8

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 becameincreasingly popular as
they played upon patriotic feeling, as did the many satirical prints produced
during the period.33¢ Whilst The DeadSoldierdoesnot 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 7 T T 1 1 1% @dnOafter The Death of GeneralWolfe by
Benjamin West in advertisements [Fig.32]. The Telegraph noted that Heath
O 2 A O b Aididdr#Edhke public, that his print of the DeadSoldier, the Sizeof the
Deathof Gen.7 | 1 AwliIBbe published at the beginning of next! B G¥ Thi &
suggesed The Dead3 | 1 A plakeéndthin print collections of the time, which
were often kept in folios, and associatedit with animagethat had demonstrated
that contemporary military events could be the subject of high art.338 This is
underlined further in the sprawling figure of 7 O E C Eo@i@rGvhich loosely
alludesto the reclining poseand which had sincebeenadoptedby artists suchas
Johann Zoffany. Despite lacking the specificity of prints of these military
representations or the explicit nationalism they invoked, The Dead Soldierwas
aligned with their imagery and high art status. This was further underlined in its
display at the Academyexhibition where the prints exhibited generally reflected

the nationalistic overtones of this institute asthe principal body representing

3304 EA $ A A AThesTelégrph, 240rBbéuary 1797.

3021 UAT | AAAAIT AT %BEE ARGEBDILpribL1ADOAT CAONR

gl AUOTT AT A /8#T1T1TAITTh ¢ms8

33704 EA $ A A AThesTelégraghBadrabéuary 1797.

338 Peter Harrington, British Artists and War: The Face of Battle in Paintings aRdnts, 17061914
(London: Greenhill Books, 1993), 3B3.
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British art; many engravers,including Heath who exhibited The Death of Lord

Nelsonin 1811, choseto exhibit patriotic military subjects[Fig.33].339

Similarly, when viewing JamesGill O ATliéB(@ssingof Peacethe Curses
of War, published in 1795, the parallels with TheDeadSoldierare apparentin the
imagery of a despairing woman surrounded by children and kneeling by their
husbandand fatherd Kibdy, the shell of their home behind them [Fig.34]. During
the Napoleonic Wars the audience for caricature broadened in Britain, the
governmentincreasingly employing it in its campaignto unite the British public
againstNapoleon340 Gilray was one of the artists on the Governmentpayroll in
the late 1790s andin this print anti-Frenchfeelingis garneredthrough depicting
the destruction inflicted by the Frenchmilitary. 341 Viewedin relation to this then,
TheDeadSoldiercanbe understood asanother representation of the costsof 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 ambiguoushowever, particularly asmany of the subscriberscan
be characterisedasfree thinking, Whig, and radical, somehaving 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

AsRobert Rosenblumhasnoted, The DeadSoldieralso hasa closeaffinity

A A~ N =

A~ NN =

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

O

( UAAR OO0OET Oi P w8

o] AUOTT AT A | v Q cys8

341 |bid, 26.

23 OAPEAT #8 " AEOAT AOh 00! &EAx EAOI 1T AOGO . Oi AROOGG 4
1793-p Y p v hRomahktit Wars:Studies in Culture and Conflict, 179822, ed. Philip Shaw

(Aldershot: Ashgate, 2000), 14.

M3EAxh O$AAA 311 AEAOOhSG ¢o8

344 |bid.

3527 AAOO 21 OAT A1 Oi h O31 O0OAAO T £ Ox1 Jobmslbof BET CO AU
Warburg and Courtauld Institute®5, no.1-2 (1962): 135-6.
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in the late 18th-century the cult of sensibility wasat its height, taking its cuefrom
the writings of RousseauMarmontel, Sterneand Goetheafter 1760.346 AsClayton
has shown, sentiment could be found in all types and qualities of prints,
encouragingthe viewer to respond sympathetically in the belief that, in indulging
their emotions, their senseof morality and humanity would be heightened347
( A A OpEnd appealedto this market therefore; just asthe painting had caused
the poet William Hayleyto O1 E Ogh&@ DA IA b @6 did the print arousethe

oA N N =

However,the reproduction of The DeadSoldierwas not only about profit.
Prints were an important medium through which artists consolidated their

reputation and gainedinternational recognition asthey enabledthe painting to

reachawider audience,notably a continental one34® Thisis impliedin7 OECE 08 O

praise of the print: O O &féct of the picture is so well preserved and the parts
which composeit sotrue that | havenothing to saybut that | amwell D 1 A Aithé A
E &®AFigE Odoxernis with ensuring that the print capturesthe spirit of the
painting and represents his art well. He clearly recognisedboth the importance
of the medium in building his reputation and the emphasisreproduction would
put on TheDeadSoldierin the perception of his oeuvre and identity asan artist.
Significantly, it also positioned his work within an emergingcanonof 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
schoolwas being championedasa matter of national honour.351 The print trade
was crucial in this asthe reproduction of paintings by British artists developeda

national self-image; established which artists were recognised for their

346 Clayton,English Print,246.

347 |bid, 247.

usx 8 | EEET AAsh O4EA $AAA 3171 AEAORh AT COAOAA AU
¢ O Bdnthly Magazine, Or, British Regist¢t800), 386; William Hayley to his wife, 5 Mayl 789,
ETSomeAAAT 61O 1T £ *1 OAPE 70EGCEO %ON8 1 £ $AOAUROG
1850), 137.

349 Clayton,English Printxi-xii.

350 James Heath to John Leigh Philips, 1796, Philips Correspondence.

7 EI T EAl 6 AOCEAT h 04 B A Okhidg ArEIGUENBLE, @c2 (1998), 1108 OE OE
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contribution to British painting and which paintings became representative of

thel A O Edrtlagd@resentedthis art to aninternational audience3s2

In view of this, the reception of the print in 1797 is noteworthy,
particularly asit is frequently framed asasentimental subjectconsistentwith the
subject matter of his late work and his cultivation of a delicate persona.3s3
Sotheby, for example, emphasisesthe emotive quality of the painting and
describeshimself asdrawn to it through pity, areaction in keepingwith the cult
of sensibility.354 William Carey,whilst noting the high quality of the engraving
itself, also focussesupon the mother and child describingthem asOi A1 dnd x
A A1 Ednddialidg aparallel between TheDeadSolder and” AOOT IpinJ UE S O
Mary (néeRuthven),Ladyvan Dyckafter Van Dyck [Fig.36].3%° This juxtaposition
shows the affective nature of the representation of a mother nursing her child.

This understanding of the print is perhapsmost clearly expoundedin the Monthly
Magazinein 1800 asit wasnoted that TheDeadSoldierwasO A A1 At®imgredA A
child who are describedasbeingin OA E OA O 1 obr@atiwAndidy ACT B0 8 8
The grief and precarious future of the mother and O E A1 B1 A®ixkesthe
heart of the viewer, evoking a senseof fellow feeling for those lessfortunate.357
Whilst these all correspond with 7 O E C Eate GePutation 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. Severalyears
after 7 O E C @e@tié The DeadSoldiercontinued to be circulated and discussed,
representing his oeuvre posthumoudy and perpetuating his identity asa man of

great sensibility.

352 Clayton,English Print,xi-xiv.

" 11T AEEI T h O%UA T £ $AI EAAAUS8BDO

354 Sotheby, 1819.

355 William Carey, Letter to I*** A**** Egq. A Connoisseur, in London, by William Carey
(Manchester: R. & W. Dean, 1809), 19

6] EEETh O4EA $AAA 311 AEAOhG ouwes

357 |bid.
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OME EYE OF DELICAGWRIGHTS LITERARY MEMORIABATION

70ECEOG O BAdusE79T wasiniially marked by a notice in theDerby

Mercury that sought to confirm and commemorate hishigh-standing as an

artist.3%8) O AACAT AU OOOAOOEI ¢ OEAO EEO AAAOE
AOEAT AOGh AAZEI OA AOOAOOETI ¢ OEAO EA xAO OF
Vesuvius, and of the destruction of the Spanish ships before Gibraltar, will

OOAT OI EO EEO TAI A xEOE OEA BEXREthadysAAl AAC
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 & a sensitive figure (by referring to

EEO OAI EAAT A NOAI ggabEthg60 AQ AE AN QETAE T AT A
invoking his close association with Derby s 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 commemorationf 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 Wrightwritten during this period were

obituaries by John Leigh Philips and William Tate, published in th#&lonthly

Magazinein October 1797 andind EA ' AT Ol Al Ad SeflembeAIGIUET A
respectively.361 These are notable not only for the insight they provide into

WrighO6 © DT OOEOI T 060 OAPOAOGAT OAOCEITh AOO Al C
OEA AOOEOOBO Al T OA MEOEAT AOG8 ' O EAO Al OAA
AT 11 AAOT O AT A mbst ikportadE pafré@d& Clie Gddationship was,

however, also one of clse friendship, probably formed during7 OECE 06 O OEIi A

Liverpool as they shared some of the sameontactsin the city such as William

3O$ AOAUR | ThegDROYMemunyildAugust 1797.

359 |bid.

30 [bid, )

BLOEEI EPORh O, AGA -0 70ECEOG6N 3UI OAT 6O 50AATh AA
"EI COAPEEAAI4 EAT AMATOD Ad Mdril GlisteridalCGhtoticiedV  September

pxwxqh yntn 4A0A80 AOOEI OOEED EAO AAAT EAAT OEEEA]
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21T OAT AR TTA T £ , ECAODIR2ABAOABRIAET QI ADE BIOI
Ci 1T A mbréudhioud @is life the atist confided in him and soughthis advice
andsupport363, EEA OEEI EPDOh 7EI T EAI 4AO0A xAO Al C
friends. Having met when Wright | T ACAA xEOE 4Rkiadigi®o AOT O
Liverpool, William began studying with the artist and becane his bestknown

disciple 364 Tate forged his own, morenodest career as a portraitisin Liverpool

xEAOA EA xAO AAT A O AQEEAEO EEO xI OE A
prominent citizens.365 The two artists also continued their friendship until

Wrightds O AAAOEh 70ECEO OEKREOBDCQODAOAOAT AO
making him witness to hiswill. 366

AEAEO OI 1 A ET PAOPAOOAOEI C 7OECEOG60O DI
legacy of 7 OECE O8O OEI A ET , EOAODI i1 AlehA OEA
established during his life in the North WestThis was a period of remarkable
success for Wright painting many notable figures in the regionand helping
establish an artistic culture within the city367 Consequently,as Tate and Philips
are testamentto A OAT AZEOAO 70ECEO6O AAAOE EEO OA{
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 whih Wright had had most support
AOOETI ¢ EEO |1 EZAOEIi Anh AO EO PAOOEAOI AOI U
account in several other papers includingThe Derby Mercury, Morning Chronicle

and The Edinburgh magazinés8

s~ Az as

The commemorationalso highlightsOEA AAOEOA OT 1 A T £ 70E

s A A .z z A = <

family z not just Philips and Tatez in shaping and maintaining theAOOE OO0 O

362 Barker and Kidson, 74 & 95.

363 Joseph Wright to John Leigh Philips, 11 June 1790, Philips Correspondence.

364 Barker and Kdson, 47.

365 Deborah Graham6 AOT I T h  O4 A OA hp g iy Dok ADictiofary yoft National
Biography, last modified January 2008, accessed 16 July 2016,
http://www.oxforddnb.com/view/article/26988.

366 Joseph Wright to Mr Long, Surgeon, 22 April 1787, iBemrose, Life and Works,extra-
illustrated vol., 151.

7" AOEAOh O3 xAl 11 xET ¢80P Al1l OEA AOOET AOOhd 1p
380$ AOAUR 3 AEn® Rdrby Mécurgyh 63 ADOAT AAO Mogning Chrotce B AA R 6
3APOAT AAO pxwxnN O! AAT OT Orhel Edinbugh Gdgazine, arO By Oh %ON ¢
Miscellany(October 1797), 277.
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reputation posthumously. Having been approached by John Aikin, editor ®he

Monthly Magazine, to write a biographical account of Wright, HRilips
communicated the request toMr Haden, AT T OEAO 1 Ai AAO 1T £ 70EC
Derby,x ET OEAT DAOOGAA EO 11 O 2BAEMOA 7 OEC
2EAEAOA APDPOI AAEAA OEA 2A08 4EIT i A0 ' EOAIT
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 mans’1 Sharing similar interestsz Gisborne was himself an

amateur artist, writer, and disciple of the picturesquez 9 T AT 1 , T ACAh ' E
home, and the nearby Needwood Forest became an important landscape for

Wright as the two men enjoyed mornings drawing together and evenirgplaying

music324 EEO Al 1T OA AEOEAT A OE E Ble poiraitoifGEbokd OAA EI
AT A EEO xEZAh OEA OEA Gadluihgo theihediciandi ET
[Fig.37]. This picture A1 OT EECEI ECEOQOO ' EOAT Odspsi O EI DI
one of the Wrights in his collectior8’3 Although the closeness oftteir friendship

probably led Richard to approach Gisborne, he disqualified himself; whilst

offering to review and correct any material Gisbornedid not feel able to write

the biography having only knownWright in later life.374 Consequently it was

Richard wel DHOT OEAAA OEA ZEAAAOO T £# 7TOECEOB80 1
DAOOEAOI AOi U ET OAOPAAO O OEA DAET OAOG
professional stature, and his oeuvred’> The details of these exchanges are
communicated in a letter between Willam Tate and Richard Wrigh#7¢ Richard
APDPAAOOG O1I AA Al Ox AOmiitigg GAIGAR 6 0E D ADIOEET [
DAOOEAOI AOO T &£ iU "Ol OEA0OO NOAOOAI xEOE
Bonehill to identify the authorof4 EA ' AT Ol Al /obitGa@y as TAtGAUET A

369 Richard Wright to William Tate, 18 September 1797, Philips Correspondence.

370 | bid.

snt AT AAEAO . EAT 1 O01TTh O4EIT I AO TheBBOrhngtén Magazinkld7, 7 OECE O
no.743 (February 1965), . o 5

327 OECEOh 03711 A AAAT O1 Oho w8

SB4EEO OAI AOET 1 OEEDP EO AEOAOOOAA ET 11 O0OA AAOAEI E
374 Richard Wright to William Tate, 18 September 1797, Philips Correspondence.

375 |bid.

376 | bid. N o

377 Wright to Tate, 18 September 1797, Philips CoAODP1T 1 AAT AAn "1 1T AEEI 1 h O%UA
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Additionally, Philips sent a number of copies of his memoir to Richard,
who subsequently passedome onto John Holland and James Cade, the former
ITA T £ 7TOECEO80 AEOEAT A0 AT A Al AahAOOI O |
law. 378 Viewed todd OEAOh OEAOA OOAT OAAQGEIT O AAI]
posthumous reputation was shaped by a networlof people, primarily in Derby
and the North West, areas in which the artist hal the most support and interest
even after his death. Furthermore, as those inveed had all had a close
relationship with the painter, the early commemoration ofWright 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 collectis of his
paintings it is likely that this added to their interest in establishing him as a
DAET OAO 1T &£ EECE OOAT AET C8 OEEI EPOh & O A
lament my inability to do justice to the character of my muckvalued friend, as it
requires abilities much beyond my scope to point out the beauties of his works,
xEEAE CI AAO AAUITTA AB®AOU 11 AAOT AE£EAE OO0 |
)y O xAO 110 EOOO EI OEAEO DPOT AOGAOEIT OE

connection to Derby however; even during hidifetime 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
70ECEO80 1 EZA ET xEEAE OAMEAOAITHIds a@i OEA
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 promiscuols society, or establishing his reputation by arts

which he would never descend practice 380
yiI T AAEAOAT Ubhg-stanBifgCehAedtion with the town is noted by
establishing it as his homeown. 8 OOOEAOI T OAh $AOAUBO APDPA

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 Bemroddfe and Worksextra-
illustrated vol., 104-105.

3805 OANTANEGDAOUhSG ymt 8
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xEEAE 4AOA OAEOAOAOAOG OOAOET ¢ OEAO OEEO
were invincible; and he fell a victim to his unwearied attention to his
D Ol /A @@ & Tdtegerby isvhere Wright is rooted, providing him with the
solitude and close circles he needed anthe freedomto pursue his art. Yet, the
town is not represented as a backwater in which Wright could simply retreat; by
Al AET ET ¢ OEAO 70ECEO QWi ERIAA$ DOOU | EO ADD ©Q
only did Wright prefer the social circles the town provided they were also of a
higher tone than those found elsewheré8z This is reinforced by hisallusion to
70ECEOGB60 1 AAE 1T £ AOOEALAEAA mihis AthdAdl EOEET
need any additional promotion asits value was recognisableno matter where
Wrightlived. O EET EDPO OAEOAOAOAO OEEO EI EEO AAA]
resolution to leave the place where his family had so long resided, and tdigh
EA xAO O1 | OAE AOOAAEAARS AT A Al 1T OET OET C
painting and the select social circles heoved in383

" EOAT OEA 1 AT GCOE 1 £ 0EEJEBWOSprisiAgA T OT O
that he developed this representation of 7 OECEO86 O OAl AOET 1 OEED
DAOOEAOI AOI U ET A OSdhadetdr Gritlipérsona ETOrEUghOUE A A OO
OEEI EPOS8 1T AOOAOEOA EEO OADPOABAT AAOGEIDIOG DA
presentation in later life as a painter in the tradition of( | O A Ar8 @d@tica
whereby the man of heightened feeling found contemplative consolatioand
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 urbanisms38> Associating himself with other
figures of sensibility, like Wiliam Hayley who called himself OEA OBT AO |
%A OOE Al B&publicly rEserife® hisresidence in Derby as a retreat from the

world, as isevidenO ET ( AUl Aud o AAAI AOAOETT 0" 60

15 OAAT h O/ AEODODAOURS ynt 8

382 |pid.

WWOEEI EDPORh O, AOA -0 70ECEOhSd ¢quws i

gl O AOOOEAO AEOAOOOEIT OAAq "TTAEEI T h O%UA T A& $
s | T AEET T h O%UA T A& $AI EAAAUhG wg8
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OAOBPHiIpD O Al bE ADERC eddditthent to his art, highlighting
EEO OOl OAIi EOOET QEA®DE & A DARIOKE of iwdysOEA D
AT 1T OET OET, g noWorthy A &S tedpect3s” For Philips this wasrelated
Ol 7 OE C EtOGdl Gaturd ds EhA Best modedk OOAOET ¢ OEAO OOE
OOOO0OE xAOA OEA 1 A BRTAiOnaintaivEd Bebidea ad\Wrighad OA E A O ¢
the retiring artist and Derby asa town distant from the artifice and distractions
of the world, even though bythis time it was a growing and increasingly

industrial town due to itstextile and iron industries.389

Philips alsobuilds upon the ideath®d $ AOAU OOEOAA 70ECEOG
xOEOEI ¢ OEAO OEA xAO 1 Ei Ah O1 AOOOI ET ¢ch i
I £/ OAT OEAEI EOU8 EEO CiiT A EAAOO EAI O AOBO
I OEARDA8®I ET EAADE lat artistic @ENtity, his €EnipbeSis@s

7 O E @ 8eptb of feeling. This is expoundeflirther ET  OEEI EDOS8 Al T OET «
noing OEAO 70ECEO AAPEAOAA OEA OCHéeBhbd O AAA
Soldier, Mariaand3 O A O1 A 8 & extripR<bEf@elcontinuing:

Inhiswi OEO O1 16 TTA EiiT O0Al R TTA AT OOOPOA
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, anll be ranked

by posterity as treasures worthy the imitation of succeeding

generations391

Whilst this reflects the prevailing understanding of ab A E T O Aa®ah éxteAsiorD
of themselves, highlighting thecorrespondence between perceptions of Wright
and his paintings, it also demonstrates the posthumous continuation of his
persona as a man of feeling. As John Bonehill ldown,0 EE1 EDOBAADBGA AR S

invoked a plethora of meanings in the late 18th-century including anything

7El 1 EAI (AUI Auh O!'1 AAAT OAO 1T £ OEdy hirhsElf theh 1 E £Ah
QOEAT A AT A "Ei COADPEAO 1T & 7EITEAI #i) ek Oi 1 8¢ j
Essay on Painting40.

O0EEI EDOh O, AOA -0 70ECEOhSd cwm O ¢wcs8

388 |pid, 290.

389 Beckett and Heath, 286.

300 EEl EPOh O, AGA -0 70ECEOhSd cwms

391 |pid, 292.
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pleasing to the sensegyoliteness and gentle manners, qualities which had been

linked with Wright in Derby during his lifetime.3%2) T OOAOET ¢ OEAO 7 OFE
xAO OA EADPPU OAI AAOGA &EOI I A QaAsAdd OO Al
referencing 7 O E C & d d@licacy ashe had suffered from severe depression

for much of his life393 As Wright had confided to Philips©Q) OA Aéoutived EA O

my art, a refleciorh OET & 11 xAU Z£AOI OOAAT A O OEA
AT 1T OET OAT T U 1 AO OB N aiae OMIigtd §asr imentali aAdd h
physical health in later life3%44 EOOh xEEI 00 110 Agbl EAEOI U

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 du® his

delicacy and his dedication to his art.

yT AOOEAOI AGET ¢ 70ECEO8O OAI AOCGET 1T OEED
Philips and Tate, to a lesser extent, frame it as a positive alternative to the London
art world, frequently epitomised by the RoyalAcademy with which Wright had a
fraught relationship. 4 AOAh xEEI OO EECEI ECEOEI ¢ OEAO
EEi O 11T O6A oI ,1TTAITh NOAIEEZEAO OEEO AU
AAAT OAAT ET ,T1T1TATT OA 0OOOIndtigatnb &tifidesE 1T £ Ol
xAOA TAAAOOAOU O 2RIEDBBDEDEAEROALADOA&S AA
prospering painting practice,which enabled him to leave considerable estates to
his children in stark contrast to his near contemporary William Hazlitt who ded
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 paint&¥f.Philips
develops this, highlighOET C 7 OE CE O 6 QuithAlie (RéyaloAkadIémyT O
blaming it on theOT AOOT x dithedcddénziasET AT 1T OOAOGO O1 7
liberality, questioning the purpose of the Academy overall when artists like

Wright, Reynolds, Gainsborough, Wilson and Mortith® Al 1 OAOOEOAA
AT ET AT A A6 397%TEU® Berbi€pregee asan attractive location for an

2" 1T AEET T h O%UA T &£ $AIl EAAAUS8O

3WOEEI EPOh O, AOA -0 70ECEOhG cwms

394 Joseph Wright to John Leigh Philips, 29 May 1795, Philips Correspondence.

355 OAAT h O/ AEOOAOURSG ymrt 8

396 Joseph Wright, will dated 4 June 1797, proved 20 November 1797, in Elizabeth E. k&ay

O%1 AOI AT OO0 2A1 AGET ¢ Of The WalhdleESacieYEDQ9E 6657.01 £ $ AOAUS b ¢
MOEEI EPOh O, AOA -0 70ECEOhG cwps8
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artist, OOOEAA 1T £ OEA CRARABQEQBEOG &1 AHEQEBAEAA /

championedtherefore, for benefiting his painting practiceby removing him from

the commercial world of London thereby encouraging his oeuvre to go beyond

portraiture andintoOOEA EECEAO A®AT AEAO 1T £ OEA A0
AEEO EO O1 AAOOAT OAA EOOJ ke Head Bdidier EET EE

x OEOET ¢ OEAO OOEA A gixturke OffHe Déad $oldierhavd O AA |

scarcelybeenA@AAAAAA ET OE A® 76281 AOGE AGE EGOA EAITT Al (BASO /

art by associationit was also a veiled barb at the Royal Academy and its part in

the scandal surrounding the Venetian secret. In 1796 Bepin 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 Venetiarartists of the High Renaissance, thus unlocking

the secret toVenetian colouring4% The subsequent discovery bthe fraud caused

the AcademyC OAAO Ai AAOOAOOI AT Oh AAIlI Agaslisc OEA

APDPAOAT O ET * Al AO Titanus Redivvadlig. BROAGESA AT D C

was ongoing in 1797, Philiwd AT i 1 AT O OAEOAOAOAO 7 OECE(

Academy and the Londorart world by asserting that he did not need fraudulent

aids to achieve such colouring himselfAdditionally, the frontispiece of the

obituary includes an engraving by William Blak after a selfportrait by Wright;

in keepingwiththe- T 1T OE1 U sdadedidebldyt suggests that Philips

was seeking to align Wright with a liberalbutlook [Fig.39].402

However, or Philips and Tate 7 OECEO8 O AOOT AEAOET T  x
distance fromthe London art world did not exclude him from a place within the
"OEOEOE OAEITI 1T £ PAEI ®EG1 BBOPEOKHIADAB 5 OABA

OACEOOAOAA AO AEAEAOAT O CAI COAPEEAAI OAAI
affiliation with Derby, Tate positions him as the vanguard of the national school,
claimngOEAO EEO AAOI U AGEEAEOEIT DEAAAOG OI A

MOEEI EPOh O, AOA -0 70ECEOhG cwps8

399 |bid.

w00" ATEAT ET 7A00 AT A OEA 6AT AOGEAT 3AAOCAQING 9AT A #
http://britishart.yale.edu/exhibitions/benjamin -west-and-venetian-secret

401 |bid.

2023 OAPEAT $ATEAI O AT A 0AOI %1 EI OOh OO/ OOITETA 1A
Ei ACE1T A RdidiolsrDisset &ind the AikiBarbauld Circle, 17401860,ed. Felicity James and

lan Inkster (Cambridge: Cambridge University Press, 2012), 109.
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DOl AGAOGET 1 O 1 A& “ORvAghtdsitDs dssiyked anAirebral pldce

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

OEOI OCET 60 %OOi PA AT A AI T OAO AU OOAOQET C
xI Ol A EAO 11 0 AAAT O11 ET AmOhisid a0 eetioecd A 3O O/
AU OEEI EDPO xET AAOAOEAAA 70ECEO AO OAT A
British school of painting, and whose works hold a very distinguished rank in

OAOEI OO0 AAPAOGHEAD T®ECGE CBEA AMMASROhidD AT T AA
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 miBth-

century.406

The high standing Wright was assigned within the British school, his
representation as full of sensibility, and the two author®relationship with the
artist prior to his death all influenced theemergingA AT I T 1T £ 7O0OECEO0B8 O
%ODEOI I EOAA ET OEA 1T EOO AO OEA AT A 1T £ OEE
Pictures and, AT A O A thé® @ ébituaries privileged these genres to the
detriment of OEA OAOO 1T &£ 70ECEOG0 1 AOOOAR PAOO
largely overlooked20?7 EE1 OO0 4AOA AT A0 OAEAOAT AA 1 OE.
depictions of Vesuvius or early exhiltion pictures, he is highly effusive about the
EEOOI OEAAT OOAEAAOOR AT i1 AT OGET ¢ OEAO OEI
xEEAE EO T1x ETTx1 AU (AAOEGO AAI EOAAT A
if paintings like The Lady in Comu®r The Indian Widow had not already
OAOA A OOAET A ARs@EdsiGonallyghe hapkodised overthe difficulty in
ETT xETC xEAO Ol AATEOA 110060 AAT 66 7O0ECEO
OEAAAR 10 OOEA OOOOE RiPhilipsitdoiphided ATO & GE GED
landscapesstylistically and claims that hs historical pictures z again used in
reference to his setimental and literary subjectszAOA DOT 1T £/ OEAO OEA

4035 OAAT h O/ AEOOAOUhRSG ymrt 8

404 |bid.

WSOEEI EPOh O, AOGA -0 70ECEOhG w8

406 William Vaughan,British Painting: The Golden Age from Hogarth to Turn@rondon: Thames
& Hudson,1999), 11.

WO EEI EDOR O, AOB%- O 7OECEORSG ¢ wg

4085 OAAT h O/ AEOOAOUhSG ymrt 8
409 |pid.
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xEOE OEA C O AAC»Aseydently,At ésAhe pethiings that fell within
thAOA CAT OAO OEAO AAAAIT A MEOAT AA AO OAIET.
commemoration.
That it was history and landscape subjectghat were privileged reflects
Tate and Philipsrelationship with the painter during his life as Wright had
painted them towards the end of his life and the authors wergtherefore, most
familiar with them. Many of these paintings had entered collections in the
Midlands and the North Wesh ET A1 OAET C OEEI EPOS6 | x1 AT
these were also the paintings most accesdito the authors.Moreover, as has
already been notedpainters and their paintings were often interlinked, Philips
OOAOGETI ¢ OEAO OEEO PEAOOOAO 1 AU AA Al 1 OEA
i ET4% dh8s the perception of Wright as full of sensibity, 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
AT AOCET ¢ AATT 1 1T £ 7 OEGrddsto toxrepiegert B OEAU
artistic identity.
Furthermore, these subjects reinforced Wright O D | aDtkeQdteifrdnt
of British art. Although pluralism and originality were embraced in the
conception of the British school asfreedom 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#2 Consequently, it is
OECTI EXZEAAT O OEAO OEEIEPO AT A 4A0A DPOEOEI
which was widely claimeA O1 T AAOPU OOEA 1100 AgAl OA
AADAOOI AT 00 43§ pEhoudtt there ANa© 8 @isparity between the
theoretical hierarchy of art advocated by the Academwnd the genres that were

most popular with the public, by founding the canon of WEEO8 O x1 OE ObBPI 1

“WOEEI EPOh O, AOA -0 70ECEOhG cwps8

411 |pid, 292.

“w$ AOEA 311 EET h O4EA " O&vGré&s@Blodarh Art WpEdAd. Brianfale®T h 6 ET
(New Haven & London: Yale Univesity 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
DOAOAT G&/olGHLbnlidhhCarpenter and Sg J. Booker; Whittingham and Arliss, 1816), vi.
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history subjects the artist was aligned with the highest echelons of British aft#

3EIi EIl AOIl Uh ET BDOEOEI ACET C 7O0ECEOB80O 1 AT A
predominantly explored in later life,x OE OET ¢ O) A£E1 AealngdAl £ Al
AT A CAOOET ¢ Oib outpih ivas Ghaped Actonding td the growing

popularity of landscape painting4l> This genre was increasingly understood

patriotically , particularly during the war when the idea of British land the home

land, was highly politicised. 416 Thus, & OEEI EDPO&8 AOOAOOEI 1
landscapeshadd A COAAOAO AEOAOOEOU 1T £ OOAEAAOO C
of 7 O E C watképasitioned him as one of the leading artists of his dagi? That

the landscapeghat were called attention to in the obituarieswere primarily of

Derbyshire or the Lakesalso OT AAOOAT OAA 7 OE QwitOte®e OAIT AO

regions.

Finally, the importance and influence of tlse first memorials of Wright
is apparent in his inclusion and representation in other art texts as thd9th-
century progressed.! | OET OCE 7OECEO EO 1T OAOITT EAA
account of British art, apart from in an extract from a poem by Richard
CumAAOlI ATA ET EEO AEADPOAO AAT OO ' AT OCA 21
AT1T A AAAAT OOEA 70ECEOh xEI EAOAO OEA AAU
other lives or dictionaries of painters written during the period.#18 As in the
Epistle by Sotheby, Wrights situated within the progression of British art as one
of many painters of the 18th-century; he is ET AT OAAA ET  %Ax AOA
Professional Sketches of Modern ArtisisA x A OA  %Aneclldied af @ainters,
(AT OU &OOAIT E6 O OAOE ktibnak éf P&nkeishnd MigBaed E1 EET
" O U ABidgr@phical and Critical Dictionary of Painters and Engravers)l

aax T ET " OAxAOh O#01 OOOAT 001 AGAGET T h #I1106i POEIT
# A1l OO0OU %iTavardsiaMbdern Ari Worlded. Brian Allen (New Haven & London: Yale

University Press, 1995),17.

415 Joseph Wright to John Leigh Philips, 31 December 1792, in Bemrokie and Worksgextra-

illustrated vol., 91.

466 AOCEAT h O%l Cl EOET AOO 1 £ " OEOEOE ! 00856

“70EEI EPOh O, AOA - O 70EGCEOhSd cwps

418 Allan Cunningham,The Lives of the Most Eminent British Paéms and Sculptorsyol. 4 (New

York: J. & J. Harper, 1834), 734.
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published between 1800 and 1820 andsuggestingthat the commemoration of
Wright as part of the British schoolby Tate and Philipshad beeninfluential.

9A0 xEEI OO OEAU A1 AOAx OPBPI1T 4AO0A AT A
generally these accounts are more critical and position Wright as a marginal
figure within the British OAET 11 8 ! PAOO AOT I ET &OOAI EGO
simplynotessOEAO 7OECEOGO PI OOOAEOOOA xAO Oi OAE
and EdwardSAT i i AT O OEAO 70ECEO xAO OA OAOU O

inclined to melancholy, a perfect valetudinarian, who never long enjoyed a firm

OOAOA 1 (Mhicki8 Ad quBtéd by Fusel), these later writers show little

interest in discussing his relationship with Derby or his personal qualitieg1®
&OO0OATE AT A %AxAOAO OAAOAA 7O0ECEOBO0 AAIT
relationship with Derby to the location of his paining practice. As they are

framing Wright within a national context it is noteworthy that many of the

writers put more emphasis upon his tense relatinship with the Academy whilst

- EAEAAT " OUAT 80 AAAT O1T O T &£ 70ECEOsSEO | E
AEOACOAAI ATO xEOE OEA ' AAAAT U AT Ah OEI |
OAOEGCT AOETT OET AEOGCOO0O6 A&OT I OEA ' AAAAI
1785420

The principal focusin these writngsE O AOOAAIT EOEET ¢ OEA NGO
art in relation to the wider context of British painting. EchoingTate and Philips,
these continue toconcentrate OBT 1T 7O0OECEO60O EEOOT OU AT A
though often with an emphasisupon his light effects#217 OEOET ¢ ET pymvu h
judgement of Wrighttakes a criticdtonel xEET OO EA DOAEOAO 7 OE
ATA TTTT1ECEOOh AOOAOOETI ¢ OEAO OEAU OOAI
OAETT10686h EA AT i1 AT OO0 OEAO EEO AAUI ECEO

419 M. Pilkington,! $EAOQEI T AOU 1T &£ 0AET OAOO £O0OT | re®ER edDAOEOAI
Henry Fuseli (London: J. Johnson, 1805), 628; Edward Edwards)ecdotes of Painters o have
OAOGEAAA 1T 0 AAAT AT O ET %l ¢l AT AN o6 LAKEOEAAI
Hanford & Sons, 1808), 254.

420 Michael Bryan, A Biographical and Critical Dictionary of Painters and Engravers, from the

revival of the art under Cimabue, anthe alleged discovery of engraving by Finiguerra, to the
DOAOAT Oevled ed &eorge Stanley (London: H. G. Bohn, 1849), 924; Edwards, 254.

421 Bryan (1849), 924.
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sometimes hard, and heavy in their shadow&?2 He is even more dismissive of

EEO EEOOI OEAAI x1 OEOh xOEOEIT ¢ OEAO OEA

AAOGECT AA OEAI ET A CiTA &AOOAh ET EEO AO
&OOAT E6O AAAT 61 6h 11 OEA 1TOEAO EAT AN

account.! | OET OCE EA AEOIi EOOAO 70ECEOB80O DI 000

asserts that Wright was most successful in contemplative subjects and night

pieceh AAZI OA AT 1T OET OET C AnbenévérhddredtedwihEAO OF

a phenomenon, moonlightfire, storm; or with a sentiment, solitude, tranquillity,

i AT AT AET T UN4EA OABAAIUI BARD OEEO AOOECT 1|1

oeuvre, Fuseld O AOATGECE®M 1 AT AGAAPAO ET OAOD.

impliesthat7 OECE 08 O A OOT Ackandrirdl ietiremEnddantidudditoE A A

~ N 2 oA o~ s~

some extent Fuseliis, ET x AOAOh 1 OA AOEOEAAI I £ 7 OE

O
EAOT EA T 0 Bl AOEA /&l OIi48Thiklater iekature Glgdedsl | U EC
OEAO Al OEi OCE OEEI EPO AT A 4AOA5O0 AAAT O1 O
inform later writing, when Wright was incorporated into larger narratives of

British art he did not receivethe same recognitionnor was his relationship with

Derby and reputation as a painter of delicate sensibilities attributed the same

importance.

OME CHOICEST SPECIMENTHE SALE AND DISPBRL OFWRIGHTS

PAINTINGS

A4EA EEOOO EI BT OOAT O OAIT A O Ai111x 7O0EGE
contentsinpymp8 &I 11T xETC OEEO OEAOA xAO A C
contents in 1810 and a number of auctions which dispersed the collections of

OTT A T /&£ 70ECEO80 i1 00 EhathilahdleigrCPhitpAi® OT 1T Oh

422E. W. Brayley, edThe Works of the late Edward Dayes: containing An Excursion tigto the

0OET AEPAT O0AOOO 1T £ $AOAUOGEEOA AT A 91 OEOEEOA8N %C
Colouring Landscapes; and Professional Sketches of Modern Aftistsdon: Mrs Dayes, 1805),

358.

423 |bid.

424 Pilkington, 628.

425 |bid.
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1814426 Exhibition like, these sales were an important medium through which
70ECEO80 PAET OET cO xAOA T AAA AAAAOGOEAI A |
of his work was shaped and consolidated. They also demonstrate where and who
70ECEO80 DPi OOEOI T OO0 0OO0DPDI @iculdlyiAredgaidDA OOT Al
to the market for his work.

TheOAT A 1T Astitlio Eo@éntSid 1801 washeld by Christies on the
6th May and included 67 paintings [Fig.40]. By 1801 the auction house had
considerable prestige having sold such notable colleatns as Sir Robert
7Al P11 A6O DPEAOOOAOG ET pxxw AT A OEA AiTTC
1795.427 Operating from its auction roomsin 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?8 As depicted by Thomas
21 x1 ATAOGTTh #EOEOOEA3O AOAOQOEIT T O AAAAI A

experienced in much the same way as an exhibitidfig.41].

NN

Yet, despite the Londorlocation, 1801 can be ssociated more with the
North West and Midlands through its organisers and its buyerdemonstrating
OEA AAOEOA OiIT A 1T &£ 7TOECEO80O AOEAT A0 AT A
and the provincialism i £ 7 OE C E Qidvias instiyatedibptiehexecutos of
his will: his brother, Richard Wright; his friend and pupil, John Holland of Ford;
AT A 4ET T AO 3A1 AOh oAthd a@igi & @s tAeGdud ydar d&eyE AT A6
AAOxAAT 70ECEOG8O AAAOEondderdbleOdtehvasta®ea®ET T O
its organisation as there were concerns regarding the prices the works would
fetch; how to store the paintings in the meantime; and, their transportatior3°
The location was of particular concern; London was not thenmediate choice as
(TT1TATA80 Al OGAEEGAG ANTTAAA EFNRAGEIxAO 1T £ xEEA

the inefficacy; that instead of a London sale, Liverpool, Manchester or even Derby

426 Many of the source about these early sales, notably the 1810 sale catalogue of which there is

only one known copy, are from the extreE 1 1 OOOOAOAA AiIPU 1T £ 7EI T EAI ",
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 Austra(@ranberra:

Australian National University E Press, 2008), 21.

2 0! AT 66 OEA 2t h /OO0 306f Artsh accesgetl LA 1July ! %6 A AT U
https://www.royalacademy.org.uk/about -the-ra#our-story.

429 Joseph Wright to Daniel Daulby, 31 December 1779, doseph WrightNicolson, 282.

430 John Holland to John Leigh Philips, 16 January 1798 and 19 August 1799, Philips Collection.
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x AO b OA4EAN feAsbnkng ldehind these alternative places is suggested by

William Careywho, in speaking of Manchesterl | OAA OEAO OxEAOAOAC

Artist had, to complain of neglect in the Capital, his friends have reason to be

POl OA 1T £/ OEA AOOEI AOETT h 21 xEEAE EEO xI
The list of buyers supports thisregional affiliation z 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 Wrigh{Fig.42].433 For

example, two significant buyersx AOA 0" 1 001 x8 AT A O6AOITT1T48I

7 paintings respectively434 As Wright had painted Thomas and Anne Borrow it

seems likely that the buyer was Thomas Borough of Castlefields)other relative

in the Derbyshire family. As Borough had recently inlerited 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 asan artist whom his family had already invested irf35 Vernon,

on the other hand, refers to the Liverpool dealeand auctioneerThomas Vernon,

O1 AAOOAT OET ¢ OEA 1 AOEAO A O 70EGCEOGE0 xI O

intended to sell the paintings ort36 Other less prolific buyers includedThomas

MossTOAh 7EI 1 EAI 6 0 1 AangtherclodeAiéndl dnd inportant T O1 Ah

paton | £ 7 O0OECEO80ON 2EAEAOA | (bEen @&rmns ©h xET

7 OE C Eaud @ere significant members of he Derbyshire gentry and

industrialists; James Rawlinson, a Derbystarartist who had also copied some of

70ECEOG60 PAET OET CcONn AT A #111TTAI 7EIITEAI

~ N A~ o~ N

AEOOAE Ei1 $AOAU xEI EAA AAA¥FurthériBore] £ 7 OE

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
OAOA&I Of AT ARG 1T £/ OGEAO AOOAAI AA AOOEOOh - 08 *1 OADPE
Auction by Mr. ChristigLondon: J. Smeeton, 1801), ihife and Works,Bemrose, Derby Local

Studies Library.

434 Catalogue(1801).

45 0" 1 O OCE w%OOAOA AT A &AITEI U O0APAOOhG 4EA . AOEI
http://discovery.nationalarchives.gov.uk/details/rd/fe1d59c6 -addb-40cf-9f9f-98de6dee7dde

436 Bakerand Kidson, 98.

437 Baker and Kidson, 47 & 74; Nicolsodoseph Wright]115-118.
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(AOOEAO 70ECEO AT A - AOEA 7 O#ughie®, baughA DD AT |
paintings in 1801 [see Appendix Two]438

TEA OAT A xAO AAOAOOEOGAA AO OA 3A1 AAOEI
I £/ OEAO AOOAAI AA 1 OOEOO8 Al i POEOET ¢ A OE
near Rome, Naples, &cthe Widow of an IndianChief,and the Old Man and Death,
xEOE A OAOEAOU 1 £ EIT ORAAGCSR merathevrisieA AOO
El 70ECEO8O0 OOOAEI OEA (Gopds Aith A8 hisloEfOOA A |
paintings. Amongst these was a smaller, unfinished version dhe Dead Soldier
which was bought by James Heath for £2/-i9.43].440 This purchase highlights
( A A Odagoifg interest in the subjectOEA AT T OET OAA AAI AT A .
sentimental subjects;the visibility of this painting during this period; and, the
role those who had known Wright had in his immediateafterlife.

TEA OAAITT A OAIT A T &£ 7TOECEO80 PAET OET ¢O
paintings that failed to sell in 1801. This was held by Mr Shaw, a local auctioneer,
in Derby Town Hall on the 11 October 1810 [Fig.44].441 The underlying
AOOOI POETT xAO OEAO E1T OEA AOOEOOBO EIT I A
a local painter.This was further affirmed inits location in the Town Hall, situating

Wright at the heart of the civic and cultural life of thedown [Fig.45].

Due to the limited documentation of this salelittle is known about its
organisation;ET x AOAOh AO xEOE puynph OEA AOUAOO
regional associations. Whilst Thomas Moss Tate is the only buyer representing
Wrightd OE1T EEOE OEA . 1 O Qlese @asdooifion withgh& MidlandsE O 06 O
is apparent. Four of the buyers were from Derbyshire whilst others were from

nearby counties, notably Leicestershire, Staffordshire and Nottinghamshiisee

438 Catalogue(1801).

2907 OECEO | £ $ AVbribgdChronklEZX AEHIAE00 h 6

440 Catalogue(1801). Although the price is usually recorded as £5 the annotation in the tadogue
indicates that it was sold for 25 guineas. This version of the painting can be identified Bise Dead
Soldiernow in the Yale Center for British Art which has a provenance going back to Miss Heath
Stubbs, a descendant of the engraver. This also éxips the questions of authenticity that have
arisen around the painting as is 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
PerformancesofE AO AOOAAI AA AOOEOOh - 08 *1 OAPE 70EGCEOh |
Auction, By Mr ShawDerby: J. Drewry, 1810), in Bemrosd,ife and Worksgextra-illustrated vol.,

114a.
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Appendix Twa]. 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

| £ 7TOEGCEO8O Di OOEOI T 00 Ok adkoficd ExiendedA T A ET
from the personal connections he had in latéfe.442 This is underlined further by

OEA AAOEOA OI 1A 1T £ 70ECHEANGOE AZAEJBEDGAOO A

Anna Romana and his soin-law, Graham Chappell, purchased paintings.

The paintings inthesalec AOA AAOAOOEOAA AO O' AT OET A
1T AGAO AAAT 10606 T &£# OEA bi OOAOGOEIT 1T &£ OEA |
AGOAAT AA AU EEI OAl £ A G+« RuHIGsedidadddal fageO O D OT
the advertisement assimes that the auctiongoerswill be local, familiar with both
Wright and his family. It also asserts the authenticityand valueof the paintings
through stressing their provenance with7 OECE 08 O FA| Elaimirg &ET Al
they were OEA OAA OO apdorbirgQAWgHt, the© &dvert raises their

vaueAU OOAAET ¢ OPi1T OEA OAOPAAO AT A FEAI EI

judgement had in his hometown. This was somewhat sdiilfilling as the sale

EOOAT £ A1 O 1T AAA 7O0ECEOGetby.DAET OET CO 11 OA
3EAx60 AOAOQET 1 ifkddmoAdtradingwhidh aktingsvé& U

beginning to fall out of favour.As over half the paintings for salez with the

exception of a landscape, tev Vesuvius and two portraitsz can be classed as

history subjects this reflects the natiorwide gap between the high prestige

history painting had compared to the highly limited market for it#44 Thus, it was

bi OOEAI A &£ O 70OECEO80O EEOOI OU OOAEAAOO O
of his work whilst also being harderto sell. However, this is not to say that the

I EOAOAOU AAAT 61 006 EAA 11 ET & OAT AA ET OE
in contrast to The Dead Soldiewhich was frequently written about at the time

AT A ETT xT OEOIT OrRpmeo @il Aubdids Gendaiytolefidoked in

OEA AATTT1T T £ 70ECEOG 0O uwetdsEll inkl6ol,B80 od £ AAD

1839, as will be discussed in ChapteFour.44> The interrelation between the

442 Nicolson,Joseph Wright98. 125 & 128.

wOOEAOOOAO O66. AA 3711 Ah6 p
aa" OAxAOh O#dO1 6OOAT 001 ABA
“5s0EEl EPDOh O, AOA -0 70ECEC

Yo
OET 1T hd px8
08ad
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Al AOCET ¢ AATTT AT A 1 AOEAOAAEeideddth his £ 7 OE(
commemoration as a landscape painter and the quick sale bfs landscape
paintings, few of which had to be put up for sale again in 1810
$O0OET ¢ OEEO DPAOEI A OEA Ail1AAOQGEITO 1/
patrons were also dispersed through sas; this was particularly important given
OEAO T ATU T &£ 7TOECEOS80 1 AOA PAET OET ¢O EAA
were bought straight fromthe easel7 E1 1 EAT ( AUI AU &£ O AgAIl bl
Oi OEOEO 7 OE Creférringto E @ B p&icodaving dsitors and
potential patrons visit his painting rooms in his house in Derby46 One of the
iTO00 11 O0AAT A T &£ OEAOA xAO OEA OATA T E ~*
[Fig.46]. Held by Winstanley & Taylor, a Manchester auctioneeringrim, it took
place in the Exchange building in Manchest¢Fig.47].447 As well as being located
ET OEA AEOU AAT OOA EO xAO Al T OA O O0EEI
trading centres Manchester was highly networked as the distribution of the sale
catalogues, purchasable in cities including London, Edinburgh, Oxford, and
Lichfield, demonstrates?48 The saleran across several weeks as it included his
library, cabinet of insects, prints, drawings and painting collection?*® Within
this, the paintingsz sold between the 3t October and the 1@ Novemberz were
AAOAOOEOGAA AO A OO6Ii Al AOO OAT AAO ATT1AA
AET EAAOO 3PAAEI AT O T &£ OEA 71 OEO P9¥E EEO &
As with the other sales of the tine, the buyers againreflect the support
Wright had garnered in the North West and Midlands during his lifetimdsee
Appendix Two]. John Pooley Junior, for example, bought Cavern Scenea 1814

which was sold on in 1827 in another sale by Winstanley & Tay in the

7 ET 1 EAT (AUI AU O EEO xE&EAh po $AAAIARO pxwph E
“4703A1 A 1T £ OEA 6A1 OAAT A , EAOAOUh QA8 T1mMaEmiGgEA 1 AOA
Chronicle,7 October 1814.

448 |bid. 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 latehn Leigh Philips, Esq.) which will be sold by auction, by Messrs.

7ET OOAIT AU (Manchedet . Asion, 1814).

003A1 A 1T £ OEA 6A1I OAAT A , EAOAOUh QA8 T1mMaEmIGEEA 1 AOA
Chronicle,7 October 1814.
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Exchange#s! E. Flack was also a significant buyer, purchasing 5 paintings on

AAEAT £ 1 £ TOECEOS8O AAOCE®AOOh (AOOEAO AT,
4AEA DPOIT T ETATAA T &£ 7TOECEOB8O DPAET OET ¢O

called to them in advertisements for it isOAOOAI AT &6 Ol OEEI EDPOGS

patron of the artist. Consisting primarily of landscapes and sentimental subjects

OEA OAI A AAiI 171 OOOAOAO OEA Al o0dlypds@ET T AA

work by Wright he was most familiar with and interested in z and his earlier

commemoration of the artist As many of these also dated from the last decades

I £ 70ECEO0J O clic& afd rephtation shaped AipoBtiuousidentity

and canon.The Dead Soldieffor example,was given particular notice; inboth

AAOAOOEOAT AT OO AT A OEA AAOGAITCOA EO xAO

A&/ A @O rrBhase by Nathaniel Gould for £315, making it the most expensive

painting in the auction, it was describeda® A DEAOOOA x EfEKdet £l O 3

and Executon, may viewith the most admired productions of the British School,

AT A E£O0iT i xEEAE OEA AAAOOHB¥HDd catéld@iiodd AU (A

4AEA $SAAACEET AEADABICETI ¢ 1T £ OAT OEI AT O ARAAEA]

&OUAI E8 OEABD ANEAI U 1TARARAAASA ET OEA 0AOEAZ
7EEI OO OEA OATAO T &£ AT 11 AAGETTO 1 EEA

I £/ TOECEO8O 1| AOA UAAOO ET EEOmakiiteaE OI 1 00

As the 19th-century progressed many of those who had known he painter

PDPAOOTTAIT U AEAA8 )1 AAAEOET I, th©dollecidhd AEOD

of Daniel Daulby and John Milnegwo important patrons, were also sold. Daulby

xAO AT T OEAO T £ 70ECEOGS O prokabiin@Btirdughthd i T 1T A A (

Tates46 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

510$ A OA ERIOEalalogB wt phd 4EA ' AOOU 001 OAT AT AA )1 AAQ
2016, http://piprod.getty.edu/starweb/pi/serviet.starweb

452 Catalogue(1814).

303 A1 A 1T £ OEA 6 AGatdldghd1414), Thidverdidh dfiihe Deh@IDldienas been

untraced since this sale, many of the paintings in collections of this subject are copies or have

gaps in their provenance.

540, 1 O nmnoo AOI Ip ¢3Adhfd #AGRAT TAOOU 001 OAT AT AA YT AAQ®
2016, http://piprod.getty.edu/starw eb/pi/serviet.starwebn O3 A1 A T £ OEA 6 Al OAAI A
455 Catalogue(1814).

456 Barker and Kidson, 74.
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during his time in Liverpool, though the friendship actually continued until

7 OE C E O 3*OFollokiAgB AL | debtil, Ais collection was sold in Liverpool
by Thomas Vernon in August 1798 and included five paintings by Wright which
were predominantly Italian landscapes*>® JohnMilnes, a wealthycloth merchant
from Wakefield, was arguably7 O E C E O 8 Oporiant Pairon,Eamassing the
largest collection of his paintings at an estimated cost of £1000 between 1776
and 1790459 His collection was dispersed following his bankruptcy due to the
impact of the Napoleonc Wars.Little is known about this sale althoughit can be
presumed that some paintingspassed through the family as thesale of James
Milnesbcollection in June 1806 included two paintings by Wrights° One of these
was theSiege of Gibraltart T ET - E1 T A O &Gndiexpéenéivepddhsiea O
£441.461 The circulation T /£ 7 OE CE Ofygifiedxii OEA EQAT A 1T £ $ A«
. ADOOT A & the\Gew OfGnie Castle of St Angelthese were both bought
by Thomas Norris, a wealthy Manchester merchant and British art collector,
whose bankruptcy probably precipitaed their auction again in March 1804 in

Manchester462

O EOOD COMPANION TGIE FORMER T§jE REPUBLICATION OFHEDEAD

SOLDIER1820

AEOT OCEI 0O OEEO DPAOET Ah E1T OEA AAAEcCOI Ol
was negotiating a companion piece fofhe Dead Soldier.This was finally realised

in 1820 when the print was republished with The Drowned Fishermargfter a

painting by Richard Westall [Fig.48]. Although Heath hadfirst suggested a

AT i PATEIT O 70ECEO EIT p lealghipreveried hih OOE OO ¢

from providing this. 463 Subsequetly, Heath approached Westall whos fame,

457 Barker and Kidson, 46 & 74.

80$ AOAOEDOET T [/ @Beiihld #MAERAT'TAQOOUW 001 OAT AT AA )1 AA;
July 2016,http://piprod.getty .edu/starweb/pi/serviet.starweb .

459 Wright, 43-45.

900 AOAOCEDPOET T hAE XA A EHRAOAIGOD "0®@i OAT AT AA )T ARG $
2016, http://piprod.getty.edu/starweb/pi/serviet.starweb#

461 \Wright, 45.

620$ AOAOEDOET 1 124Bh BhA Gelty ProdeBahde index Databases, accessed 21 July

2016, http://piprod.getty.edu/starweb/pi/serviet.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.#6> Given these circumstances, it seems likely that the
commission was of some importane to Westall providing him with an income,

particularly as the corresponding painting was also purchased by John North

[Fig.49].466 |t caused Heath some deliberatiomowever;E A O1T OCEO OEEI EBC
regarding an alternative to Wright and, prior to Westall, asked Thomas $thard

for some sketches of a shipwrecked sailor although he did not pursue thisoting

thatOT T T A T £ OEAI AOA 4%HitdpavlicAtioriwiasthe®firthdr U | ET A
delayed as although Heatthad intendedto begin the print in 1811 it was not

completeduntil 9 years later468

Once published, both prints were sold for two guineas and two shillings
each, an increase from the original guinea charged fdihe Dead Soldiein 1797
AT A A OAOOAI AT O 061 OEA OOAEAAOB8O AOOAAI
demand for The Drowned Fishermaff® Again using the same marketing strategy,
proofs were available of theFisherman for four guineas and four shillings,
demonstrating that it was expected to sell welt7° That there were no proofs of
The Dead Soldien 1820 againshowsits initial popularity as the most expensive
impressions had all been bought. Describeid advertisements for the companion
PEAAA AO Aii1C (AAOES Othdjlixamsitibndtrhe/Obai E A AT «
Soldier with the second image demonstrates bw the subject became re
appropriated within a postx AO AT 1T OA@O AT A Al T OAT U OA

posthumous commemoration4’?

w2 EAEAOA *8 7AO0O0AT 1 hp yOo7@@dibedDictiorfary af RakighaAl Bidgraphg X ¢ L
accessed 22 July 201 6ttp://www.oxforddnb.com/view/article/29106?docPos=1 .

465 Westall.

#605) 7 OAT | ECAT AR OACAOAET ¢ xi OREpositoly o@D Litétdturep OT COA O
Fashions, Manufactures, &€, n0.39 2d 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.
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One of the main themes in the receptionf the prints is their artistry. They

xAOA AAOAOEAAA AO bDOEIT muderpietes OfEhd grdpiiE CEA OO
AOOhRSE AT A AO OGpiHHIAER | QE ARG COA ORIABAOI U O
OEEI T AO Al A1 COAOAOh EO Al O OAOI 1T AOAO

OxAl 1 Dl AAOS A dThexDEaD Bold@&tE Rherd wia& £illfad emiphEsis
upon the reproductive quality of a print as they remained integral in spreading
knowledge of a painting and a paintef’4 Consequently, the republication ofThe
Dead Soldiebrought it back into public circulation, reinforcing its status asone
I £ 7 OE CE O &idwr ahdinOst impoitaht subjects. One commentator, for

AgAi b1 Ah OOAOAA OEAO O4EA $AAA 3711 AEAO |
AARAOOAETT U TTA 1T &£ OEA &A&scdihgde AcdtialityC O ET

of the print to the painting® success and prominence, thislgo highlights the

pictures continued reception as a pillar of the Wright canon.

However, for the most part, in 1820The Dead Soldier O OAAABSGET 1

pair with The Drowned Fishermanwhilst somecommentators againstressed the

skill of the prints, one writer noting that 001 | AEA A AT 1 PAT ET 1

x A

[

AAOT OOEOA x1 OEh EO Al A gOedobdkdompanibrEteE£E A Ol

the former§ the majority focus upon their sympathetic narratives and th
synchronicity of the drama476 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 mery whilst both are sprawled
across the ground thesoldier is facedown whilst the sailor is depicted on his
back, his face covered by a saihs the later scene represents what one reviewer
AAOAOEAAA AO OOGEA PIET O 1T &£ OEI A8 xEAI
conceals the face of the dnoned person, and before she is quite certain that it is

N o~ s oA oA

OEA AT AU T &£ EAO EOOAAT AhSd EO x1 OEO OAN

alongside the certainty of despair inThe Dead Soldiet””

473 James Heath to John Leigh Philips, 1796, Philips Correspondence.

474 Clayton,English Print,285.

50 . Ax 0 OBhNAI® bf Ghe Ere Arts for 1820ed. James Elmes, vol.5 (London: Hurst,
Rohinson and Co., 1820), 217.

476 |bid.

a70) 1 OA1 1 ECAT AA OACAOAEIT C x1 OEO 1T &£ AOOhSG pxus
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This was frequently the focal point, the scene afhe Drowned herman
AAOAOEAAA AO OOEA 111 ATO xEAT OEAEO PAEI
ET O 1T AT ATAETT U AAOOAET Ous AT A OA AOAAA E
of the drama depicted?’8 Particular attention was given to the woman inThe
Drowned Fisheman,x EI xAO AT 1T OEAAOAA O A@POAOGO O/
Oi AO OOEA Awhb]ifeeld Anll exprésgeA all the horrors of her
OEOCOOADEDD 6BAOAOOEOCAI AT O ET OAI AGETT O =
AEOAO Wmddn Q/ied@vEuiher 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 DavidWIlE EA 8 O ©HeEda Bénsiofdrs
Reading the Gazette of the Battle of Waterlad,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 1820431
Amidst all the interest in the picture, it was the partially obsared woman shown
Al OOAEET ¢ EAO AAAU AT A OOOAET ET C O1T OAA ¢
drew public attention.482 Famously, upon viewing the painting in 1821, the
&OAT AE DPAET OAO 4EiT AT OA ' i OEAAOI O xOI OA
tearsfi i OEA AUAOh EI xAOAO I A T ECEO EITTA O
AEA OOAEAAO T &£ 7EIEEA8O0 DPAET OET C Al O
political context in which The Dead Soldiebecame situated in 1820, becoming a
post-war image. This change is registered in the finatompanion of a fisherman
OAOEAO OEAT (AAOEGO 1 OECET AT AT 148ADPOEIT 1
1815 the war with France had been decisivglwon at the Battle of Waterlooyet

the effects of the conflict were far more longasting. Although this stengthened

0. Ax O0OET OOh6 ¢ p xThe Endlish(B5€hBol, & Adrids ioOthel rhost approved
productions in painting and sculpture; executed by British artists, from the days afatth to the
present timeyol.1 (London: Charles Tilt, 1831), 34.

90, Ax 0O0OET OOhd c¢cpxN (AT EIOITh ot18

900, Ax 0OET OOhd c¢cpyx38

481 Nicholas Tromans$ AOEA 7EI EEAq 4AEdhbui Ednbufgb nivéersityPre€sA O
Ltd, 2007), 163164.

482 Tromans, 163.

483 Germain Bazin,Géricault: Etude critique, documents et catalogue raisonw®).l1, (Paris:
Wildenstein, 1987) 64, quoted inDavid 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 PhilipShaw has highlightedhe end of the

war was also accompanied by feelings of grief, disappointment and melancholy,

ATl 1l OOAOAA AU OEA Al O @OuhéniploymdnArbsE lanl ET P
unrest increased amongst the populace#8> Therefore, whilst representing

general sentimental subjects,te grieving mothers in both printsmay also have
resonatedwith the suffering of many families as the death of a husband, father or

brother equated tothe loss of lvelihood.#86 Furthermore, the anonymity of both

the soldier and fisherman may have become politicised given the antiar

discourse in the 1820sregarding the indifference of the aristocracy to the

suffering of the poor487

Additionally, as well as suggestinghe impact of the war upon the common
i ATh OEA AZEOEAOI AT 60 AT TTUIEOU AT A Al AEC(
xEEAE EA xAO OAZAOOAA O1 AO AT OE #A AOT x1
Whilst this suggests anothegffinity between the prints asrepresentations 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 braets
and perceived as licentious, irreligious,and riotous on land.48% Whilst military
subjects always bring war home, the republication oThe Dead Soldiewith The
Drowned Fishermanwhich explicitly depicts loss on home shores, may have

reinforced its afterlife as a war image.

CONCLUSION
AEA UAAOO Ei T AAEAOGAT U AIT1TI1TxETC 7O0OECEO0B80
OEAOA LI OARh Ei BT OOAT O EI OEAPEIT ¢ AT A ATl

485 Philip Shaw,Waterloo andthe Romantic Imaginatior(Basingstoke: Palgrave Macmillan, 2002),

ix; Vaughan British Painting,216.

486 Behrendt, 31.

487 |bid, 23.

980, Ax O0OET OOhd cpyx8

489 John Bonehill and Geoff Quilley, eds., introduction €@onflicting Visions: War and Visual Culture

in Britain and France, ¢.170a830j ! | AAOOET O0d ! OECAOAh ¢mmuvgqh on ' Al
the aesthetics of loyalty and the representation of the British sailor, ¢.1789 { 1t 11 flRémarkiié

Wars: Studies in Culture and Conflice, 178822,ed. Philip Slaw (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 aspinter 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 residencen Derby was understood to have facilitated the

production of these works whilst the paintings themselves perpetuated the idea

I £/ TOECEOB8O AAI EAAOCA EAATEIT CO AT A OOOAU |
WEEI OO0 70EGEOS O thelwdyiniwkich he waskepredete@ O 1 A

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

ET EEO 1 EZAOEI A8 )1 AT OE 7O0OECEO80O xOEOOA]

7 O E C Hoéekcitzle Af friends and family are highly active, the majority of whom

OAOEAAA T O xAOA 1 ETEAA xEOE $AOAUOEEOA 1T ¢

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 b present himself in later life;their famili arity

with particular paintings; and OEAEO DPAOOT 1 Al ET OAOAOGO ET i

reputation as many of those commmorating him had also been his patrons.

Similarly, the sales of his work reflect his popularity within Derby and the North

West as this was wheranostwere held and where many of the buyers were from.

The recognition of 7 O E C lBd@lrddid not exclude his champioring as
one of the foremost artists of the British schoglworking in the upper hierarchies
of art, or his European associationYetthere was an emerging gap between
7 O E Cpofudous reputation shapedby those who had known himand those
who had not, situated within the London art world. Already by the early19th-
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 demonstratesThe Dead Soldiewas a recurring
image during this period. Whilst it was reappropriated within a post-war
context in 1820, its continued reference throughout thisperiod highlights its
importance in framing the posthumous commemoration of the artist. Through
the print, The Dead SoldeAAAAT A T T A 1T £ 70ECEO80 1100

compositions.
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OME BRILLIANTCOUP BDEILS WRIGHT AT THEDERBY

MECHANICBINSTITUTION1839

The striking effect it has produced thrghout the country is the
0001 T CAOGO POIT £# OEAO AAT AA CEOAT 1T E E
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 theET OOOOAOEOA AT A OEA AOEI T EAT O Al
months riveted the gaze of admiring multitudes in the Lecture Hall of

OEA $AOAU - AAE®T EAOG )1 OOEOOOEIT 8

s A s oA N A s o oA

$AO0AU - AAEATEAOGG )1 OOEOOOEI 1T %@EE

This quote expresses OE A AT isi aigmpAtd Gonvey a sense of the

Oi ACT ENMBERABOET T xEEAE 1T PATAA AO OEA $AC
May 13h 1839.491 The exhibition proved so popular thatit was extended until

September rather than the month originally planned, the committee esomenting

OEAO OEA ET OAOAOGO ET EO xAO COAAOAO OEA

A L oA o~

492 Report of the Exhibition Committe®;7.
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time it closed, making a profit of £13554% & OAT AA AO Al OE OAOE
OET OOOOAOGEOAB h aA éducétionad BidpR0) AA lexhibitidnl was

celebrated as a landmark event within Derbyd O OT AEAI AT A A
development 4% This is apparent in its memorialidA OET T AO $AOAUG
exhibition, despite there having been prior exhibitions and displays in the town,

andinthA AT T 1 EOOAABOOCAOCADOOERADEDEAOXEDI 1T AOD
OET OA xET  x4¥ Thush &bt AnmEd@Ip after its closureit was

~ s s s~

Significantly, Joseph Wrightvas one of the most well represented artists
in this exhibiton 7 OEA xAT1 1 0 T £ OEA - AAEATEAOGE )1 OC
by him, three copies afte his paintings, and a portrait of him.4% 7 OECE 08 O
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 esrged as an important
ET AOOOOEAI AAT OOAs , 1 AAOAA ET OEA - AAEAI
at the heart of the town, the exhibitonwadT AAOOOT T A AO A OUIi AT
cultural, social and material progressiom AT T AAOOET COBLA OFKIAD AD A
Consequently, as this chapter willemonstrate,the exhibition was an important
medium through which Wright became woven into the civic culture of Derbyn
the late 1830s

One of the most valuable insights into this is a hardoloured lithograph
by Samuel Rayner produced in 183%ntitled $ AOAUS8 O & E howdin %@ E E AT
Derby Museum and Art Gallery[Fig53]. 4 EA AT I I EOOAA8O AAOAOI
AGEEAEOEIT T AA ODPA Aandtidyi ViddvibrsteBmictured at a glance,
seems particdarly applicable to this print, it depicts the main room of the

exhibition as it would have been seen by visitors entering the space?

23 T ET 301 OAOOAOR O The Pé&by ME&AIPD MayadsE AEOET T h 6

494 Report of the Exhibition Committe®,

495 For example, Hannah Wright noteshat Wright was allowed a room at the Town Hall to show

EEO bPAETsdEeA O EiodREport of the Exhibition Committeé,

s AOAT T COA T &£ AOOEAI AO AT 1 OAET AA ET OEA AQ@EEAEC
(Derby: W. and W. Pike, 1839

497 Report of the Exhibition Committed,

298OAT OPh T8chd / @&E OA %l Cl EOE $EAOEI T AOUh AAAAOOA
http://www.oed.com/view/Entry/43112?redirectedFrom=coup+d%?27oeil#eid .
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Consequently,EO xEI 1 AA OOAA AO A 1 AT O OEOI OCE
cultural and historical significance will be discussed and through whichthe
A @ E E A Eifyibitahcé & 1 APpOAOOGETI ¢ AT A OEADPEIT C 7
reputation will be considered. Firstly, the chapter will focus upon the
AEOAOI OOAT AAO T £#/ OEA DPOET 080 DPOT AOAOEI T h
practice andin respect t0$ AOAUS O AOI OOOATThe tleficidn ofET OE A
70ECEOGOWBDAEDDECOBAA OEA AEOAOOOEITT 1T &£ 7
place within the larger pictorial display8 4 EEOAI Uh AO OEA DOET
paintings were exhibited alongside a range afbjects, specimens and machines.
The chapter will, therefore,consider how Wright was representedin relation to
OEA A E&mhitidnUod éncyclopaedic knowledge and its emphasis upon
progress and good design. This wilin turn, be contextualised in relation to the
T ACETT Al AEOAT OOOGAO AO1I OT A OEA OOAOA 1 E
Institute movement, and rational recreation.Finally, the chapter will close by
considering the print as an expression of civic prideand as part of the
commemorative culture surrounding the exhibition and, eventually,outlasting it.

Thus, J A@bi 1T OET ¢ OEA DPOET Oh AQGEEAEOEI T T
them, the chapter will highlight their importance as mediums through which the
painter was utilised in the creation and development of a Derby mythologyhe
AEAPOAO xEI1l AOCOA OEAO EIT p ydamedloE CEOGS O
artist was a means ofissertingg AOAUS6 O OOAOOO A Gundiondddi OOOA
as a symbol of ontinuity 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$ AOAU8 O A& DHfoAgh EAOE O 4
AT T OEAAOET ¢ 7 OEetibifidn @ refadioA ¥ Aatidhdl coe&rds of
the time, the chapter will also suggest thathe artist was used within Derby in a

way that demonstrates its awareness of, and engagement with, these discourses.
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ON IMPORTANT CENTREFOCOMMUNICATION! IEAYNEFfS RESIDENCHN
DERBY, 1836-1841

Very little is known of Samuel Rayner whaseems to have been neglected by
posterity primarily due to a lack ofpublic archival material relating to him49° He
was born in 1806 and encouraged to draw by his grandfather, Thoas Rayner,
also believed to be an artist% His aptitude is evident in the exhibition of his first
painting at the Royal Academyagedfifteen, depicting Malmesbury Abbey This
reflected his training in architectural draughtsmanship with John Britton, the
antiquarian and topographer30l 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%2 Despite a fraught relationship they had nine childra,

six of whombecame professional artist$93

During this time Rayner also cultivated friendships with other mfluential
artists, notably George Cattermole, one of his fellow students under Brittc&

There are similarities between their work, J. L. Rogers rather yuastly

Al i1 AT OET ¢ OEAO 2AUT A0O6O OOOAEAO xAOA O
colour, but obviousyAAOAA ODBPI T OEA 1 A1 1 ABig.64&End' AT OCA
55557 EE1 OO0 OEEO Al x1 b1 AUO 2AUT AO6O0 1 AOEOO
prestigious artistic circles Rayner moved within; Cattermole became celebrated

as one of the foremost British historichpainters in watercolour at a timewhen it

was an ascending mediung®2 AUT A 08 QwaL) kbievek, inthis own right,

499 The majority of the archival material about Samuel Rayner remains in priva collections; the
Royal Watercolour Society and the Derbyshire Record Office do not hold any material.

s03El T T &AT xEAERh O2 Aol xAuOhh 63 ATERATO A} pSUEWROET T AOU T &
accessed 27 July 2016ttp://www.oxforddnb.com/view/article/23  211.
so1x 8 -] OAAOT O #0171 1 EpydxQBOOT IoEl *OAE S EJAOEX P AOU T &

modified January 2008, accessed 27 July 2016,
http://www.oxforddnb.com/view/article/3458?docPos=3 .

502 Fenwick.

503 The Rayners: A Family of Artis(Berby: Derby Museum and Art Gallery, 1996), 1.

504 Fenwick.

505 J, L. Rogerdistory of the Old Watercolour Society3 O £&1 1 Eq 4EA 11 OENOA #7111 /
299.

506 |bid, 299-300.
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becominga member of the Royal Watercolour Society in % andexhibiting 29
drawings in their galleries. This wassignificant given the prestige of the Society
and its advantages as an exhibition space wheravatercolours were displayed
without competition from oils. %07 Even after his rejection from the Society in
1851 due to his entanglement in a fraud case, Rayner continued to have a
succesful 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 187259 Thus, by the time Rayner moved to
Derbyshire z first to Matlock Bath in 1828 and then Derby in 1836z he was an

established and successful artisto®

POT I POAA AU Al ET EAOEOAT AA &£O0TiI EEO C(
I OAAOS ~AOT i OEA Ruérdet up 4 aditBogrhphepstattiny/a
small business inMatlock.510 This is significant as, at this time, lithography was
an intern ational but still relatively new medium in Britain, only just taking off in
the more fashionable and weHpopulated provincial towns in the 1830s511 As
Rayner had moved from London, where lithgraphy 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®12 As David Hey has
noted, Romantic witers and the Napoleonic warsz which had curtailed the
Grand Tourz gave rise to aenewed interest in the British landscape, particularly
the Peak Districtt34 EOO %8 2ET AAOG AT OI A Al AEI ET p
ET AEOEAOATI O ET OEEO Al O1 6ous xET EAOA 11
motveh OEOEOAA OEA 5o Aniidst this govihAnQoliisi0 BdE @A 8 6
Bath became a popular spa town and stepff point for visitors, A. Jewitt writing
10 Ii1T0O0A O C

AAAAA = A

OEAO EO T xAA EOO AAI AAOEOU O

507 Simon Fenwick and Greg SmithThe Business of Watercolour: A guide to the angks of the
Royal Watercolour SocietgAldershot: Ashgate Publishing Limited, 1997), 36 & 39.

508 Rogers, 300.

509 The Rayners{ & 9.

510 |bid, 7.

511 Michael Twyman,Panizzi Lectures: Breaking the Mould: The First Hundred Years of Lithography
(London: British Library, 2001), 31.

512 |bid, 25.

513 Hey, 387.

514 E. RhodesPeak Scenery; or, the Derbyshire Tour{ibndon: Longman, Hurst, Rees, Orme,
Brown, and Green, 1824), xii & 7.

114



ChapterFour: 1839

L L A, AN oA

amid which i0 E O GEIODIkelyAhkréfére that Rayner intended to take
advantage othis, producingsouvenirsfor tourists like his publication of Sketches
of Derbyshire Scenergnd History and Antiquities of Haddo Hall [Fig.56].516 The

guidebooks of the timealso note the number of museums in the spa town, all of

xEEAE OI1 A OA OAOEAOU 1T &£ AT COAOEIT CO 1 ¢4
DOAI EAAQGETT O AT1T1TAAOAA xEOE OEA 11T AAI EI
demonstrating the market for such memorabiliasl” Additionally, Rayner had a
working relationship with the proprietor of the Centre Museum, Mr Vallancefor
whomEA DHOT AOAAA AT COAOET CO 11 Al AAE | AOA]
iTO0 ET OAOAOOEI ¢ch AO xAll AO Ok i1 00 AO

Derbyshire scenery attracted a number of other artists including Paul

Sandby, Turner, PhilippeJacques de Latherbourg and Francis Chantrey® Of

particular note is Chantrey who waslike Wrightt AAET ¢ A1 AEI AA AO A (

AT OTiOtbed1830s, suggeting the concernin the region to consolidate its
relationship with famous artists of local origin>20 Tourism, therefore, also led to
in Derby itself the circle of artists working at various intervals during the 1830s
and 40s included Henry Lark Pratt, James HolworthyJames Ward, Thomas
Barber, and ames Rawlinson321 Ranging in stature from Ward, a Royal
Academician and eminent animal painter, to Barber, primarily known as a Eay
and Nottingham portraitist, their presence highlights the opportunitiesin the
county town provided through commissions from the local middle class and

gentry, the tourist market and the Derby Porcelain Works®22 This fertile artistic

515 A, Jewitt,t 4 EA - AOI T AE #1 I PATEITN AT A 6EOEOQI 080
immediate environgDuffield: A. Jewitt, 1832), 5.

516 British Drawings and Watercolours of the ¥8and 19" Centuries(Derby: Derby Art Gallery,
1975), 10.

C OEA

517E. Rhodes¢ EA $ AOAUOEEOA 471 OOEOO80O ' OEAA AT A 40AO0AITI

thevA OET OO DI AAAO CAT AOAI T U OEOE QLANkonARIGIAIDidgE:CA OO E1

Sheffield: Ridge and Jackson, 1837), 29 & 36.

518 The New Panorama of Matlock, Buxton & Castlefgrondon: S. Rayner; Matlock: J. Vallance;
Buxton: Messrs Bright &Sons, 1834), 10 & 29.

519 Hey, 387.

520 Rhodes$ AOAUOEEOA 410.00EOO080 ' OEAAN

s21Fineran,) 1 | OOOOAOAA 7ETI 80 7EI

522 Fineran,) 1 1| OOOOAOAA N7 RAAKA OAREI*B . UCOATphwuv @TUAGA N @*EA IOA

Dictionary of National Biography, accessed 27 July 2016,
http://www.oxforddnb.com/view/article/28686?docPos=1 .
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environment may hawe beenoneofthereasors £ O 2 AUT A0O6 O OOAOANOD
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 franing.523 Although he only lived
in Derby for a short time z he went on a tour of the continent in 1841 and
returned to London afterwards z his residence coincided with the exhibition and
his depiction of it suggests his involvement in the artistic culture othe town.>24
This connection with Derby continued beyond 1841 however, notably through
his children who painted Derbyshire subjects and continued to sell paintings
OEOI OCE -1 OAFighmisO0 CAI 1 AoU

2AUT AO6O AARAAEOGET T OI OAIltbtAekliiaAgesiie $ AOA L
town had undergone, making it a attractive prospect to a businessman and
artist. One of the most significant drivers of this was the arrival of the railway:
OEA .1 OO0E -EAIATA 2AEIl xAU AT A OEA - EAI AI
1839 quickly followed by the Birmingham and Derby Junction Railway which
opened in 1840526 This reinvigorated local industries, bringing the town out of
the post. ADI 1 ATT EA AAPOAOOEI 1T AT A EEQEI ¢ EO
O1T x5¢7 Bysthe 1830s, Derbyshir® Ebtton, silk, iron, lead,and coal industries
had been boosted and the railways had also led to an emerging engineering
industry.>28 It also made Derby much better connectedith a wider regional and
national world .52° Thus,Derby became an important adminstrative, commercial,
professional and cultural centre within the region the population tripling from
13000 inhabitants in 1801 to 32,741 inhabitants by 1841530

523 The Rayners9.

524 |bid, 10.

525 |bid.

526 Craven,Derby,150-151.

527 T OAh xonN OWAxAOA 3000060h 2AEOAA O1 OEA O0AAOAC
#1 11 EOOAA 1T £ OEA $ A OADérbyshirdHiogrbphyo01y, 1517, @&y QD A 6 E
Studies Library.

528 Beckett and Heath.

529 Beckett, 191 & 298.

530 Craven,Derby,134; Lord, 75.
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AEA pyonmO xAOAh OEAOAZA OAh PDPEOI OAI EI
was clearly evidentat the time; Joseph Strutt,a local industrialist, in his 1840

address to thetown council, statedthat:

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 completicthree new
OAE 1 x AU Odifer gréaEfacHitids for our intercourse with other
parts of the kingdom, and render Derby an important centre of

communications3t

This underscores the sense of progress felt dncelebrated within the town,
despite the underlying strains such rapid expansion put upon living conditions
A O 1T AT U T £ OE % Tiat itwhsBtutt, ofAveo indré dlibe said,
i AEET ¢ OEAOA Aiii A1 OO0 EEGEI ECZEBG@kOEA Ol I
as the municipal corporation struggled to copewith 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 increasingthe lighting and redeveloping Brookside,
focussing upon the Victoria StreetCornmarket corner [Fig. 58 and 59]. 533
Represented in the light of civic purpos and progress, these new buildings
materially expressed civic pride and contributed to tke altering appearance of
the town, glossingi OAO OEA PHPiT O 1 EOEIC ATTAEOET
population.534
Alongside these changes, Derby also had a vibraarid distinctive cultural
and intellectual life. Developing out of thel8th-century and societies like he
Derby Philosophical SocietfOEEO EAA CcOIl x1 O ET Al OAA OF

531 J. C. LoudoriThe Derby Arboretum: Containing a catalogue of the trees and shrubs included in
EO8 A A hdBréks delferdd Wifen 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, 1840ondon: Longman, Orme, Brown, Green, and hgmans, 1840), 83.

532 Elliott, Derby Philosophers236; Christopher Harvie and H. C. G. MatthelineteenthCentury
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 Societ§> 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 andupper middle class [Fig60].536 There werealso

several display spacsin additonto OEA #1 OT | AOEAO ' A1 1 AOUhR 1
museum in the Piazzas, founded in 1822 and principally displaying natural
EEOOI OU OPAAEI AT 6h AT A *1 OAPE (A1I160 11
mineral specimens?3’” These were commeral, however,as they were attached

to the proprietor® taxidermy and spar product businesses respectively,
suggesting the displays also acted as a form of advertisemehtost akin to the

exhibition in respect to civic purpose therefore,x AO * | O ADHdBllecBcd OO OO 6
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 fors AOAUG O &E,MOO0 %QE
also provided a thriving commergal and cultural environment for Rayner to
work in. The print is, therefore AT EI DT OOAT O OADPOAOAT OAOQEI 1
life andAl 0T A DPOI AGAO 1T &£ EO8 )OO AAIT1 OOOAODAC
for such artz which he capitalised on by producing the luxury coloured version
and the more affordable monochrome print z 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 Philosopher$9.

536 Beckett, 228229.

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, O@&bsby: W. & W. Pike,
1835).
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OI%GANT AND ACCURABHBE PRINT & FINE ART AND MATERL OBJECT

Using onepoint perspective and rendering themain room of the exhibition to
such a degree of detail thaeven a discarded shawl is includedthe lithograph
AOOAOOO OF 2AUT AQEe®2).Odaiay] whilstAtierd ardsdver@l E A OE A
monochrome impressions, the hand-coloured lithograph at Derby z which
suggestsits higher value even in 1839 and its lower production numberg is

unique 539

s oA =z z A

notice in The Deby Mercuryhighlighting the technical skill needed and the near

Ei DI OOEAEI EOU O1 AAEEAOA EOO dimmhedOh Al 1
given to the artist £ O OEA AAAT i Dl EOQOEI AT® Itsi £ OEE
OAGOOAT OAET AOU A A Add @idodgtl the phrA ORDDADAOCAAUDA
perception and mediation itwas framed as adocumentary record as well asan

artwork .541 This is underscored by its correlation with descriptions of the

exhibition in the press and catalogueA O OA 1 AOCA IllAdiiok of OPI1 AT A
Paintings, articles of Statuary, Sculpture, Natural History and Models of various
EETR0BEB80 EO xAO OAlI ACAVAOARA2ANRAOBO0A®DAD
AOOEOO AT A A Avalleas iOdecardeal ex@nlariof@xcélent design

and artistic achievement, in keeping with the purposes of the exhibitigras will

be discussed furthers43

YT OEEO OA Ob AfAtlpgrapByAstsigniicadt esit Qildekjoyed
a high status and value for itartistic qualities even thoughsteel engraving, which
began to emerge in the 1820%provided a better yield. Steel engravingvas often
criticised for its mechanical appearance and lower gquality44 Whilst Rayner

himself can only be firmly credited with drawingthe print, this does not detract

from the prestige of lithography as its medium [Fig.63].%4> Commercially,

539 The coloured lithograph has been cutlown so it no longer has an inscription.

509- 0 2AU0T AOG O OB iThel DAryMerdutyll MAESAT 8 6

541 |bid.

542 Catalogue(1839), 3 & 32.

543 Report of the Exhibition Committe®,

544 Clayton,English Print,284.

545 For example, he credits Harding as the lithographeria AUT AO8 O 3 EAOAEAOC 1T £ $AO
Samuel Rayner, part.1 (Matlock Bath: S. Rayner, 1830).
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lithography had the advantage otllowing for greater print runs and being less
labour-intensive and more economical than other engraving processeS6

However, its value came from the fredom of artistic expression it gave and the

means it provided forcopying drawings, making it popular with artists>4’ This is

OA &I AAOAA ET Al 1T OAi T OAOU OAEAOAT AAO OI
AT A Al A eviphaSisinditadatreative rather than amechanical proces$48

Additionally, as was recognised at the timglithography gavegreater nuancein

light and tone thanother mediums, one commentatomotingits OAAAOOE £O01 1 A
tints of various hues, showing lights graduated almost impegptibly to pure

x E E®AleBvaluewasinOEAEO ADPDAAOAT AA AO AOO8 2AU
nf®d TT1TU0U OEI xO Al ET OAOAOGOR EOI I EEI AT/
progressive print technology but also a concern tdavishly commemorate the

exhibition.

In its concern with representing the exhibition well and accurately, the
POET O A1 01 AT OOAODPITAO xEOE 2AUkékcb O xEA
of Derbyshire Scenene A OAO 1 00 EEO HOODPT OA OOAOET C
preserve every claracteristic with fidelity, at the same time that pictorial effect
EAO 11T 0 AAAT A&l OCcs AlshapparknDin HsErvat&dIGuA and A A 8 6
gouachedrawings and the lithographs after them, a high degree of detail is offset
by a @herent aesthetic oveall, also reflecting his training as an architectural

draughtsman and the topographical nature of much of his workWhilst a

2AUT AO8O OOUI EOOEA DPOAAEOEIT AT A Al AOEOU
ThepET O 11006 Al 1T OAIT U OAI AGAO O1T 2AUl AO

interiors, often of stately homes These represent the display of private homes

546 Twyman, 45.

sz ] OA ) OAOR O, EOET COAPEU ET  OE fe of AtTH&GW R O # AT €
Metropolitan Museum of Art, last modified October 2004, accessed 28 July 2016,
http://metmuseum.org/toah/hd/lith/hd_lith.htm

548 J. D. HardingElementary Art; or, the use of the lead pencil advocated and explaith@hdon:

Charles Tit, 1834), 80; A Concise Account of Lithography; or the Art of Printing from Stone, with

suitable directions(London: J. Stokes, 1821), 3.

59) OAON 04 EA 0 A EThdMob@dyChrenicl€ &Matoid Journal of Politics, Literature,

Science, andiA 2 (1838), 364.

550 Raynetr, i.
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and collections made publi¢ reflecting the wider contemporary practice of

opening up houses to the public®®1 As Watercolour, ¢.1855, depicting a high
AAOEETT AOAOOEI C OITi1 ET OEA OOUIA T £ A
OOAEAAOO ANOEDPAA EEI O AAOAOEAA Aii bl
viewpoint and record the objects put on display in themFig.64].552 This also

AAIT1T OOOAOAO 2AUT AO6O ZAT EI EAOEOUNhexEOE C
addition of objects or alteration of the space, often the choice of the artist or

collector, revealsthe intention to project certain identities or narratives z as in

1T £AEAT UBO OADPOAOAT OAOETT 1T & #EAOI AO 41 x1
objects that were never actually displayed alongside one anothdFig.65].>°3

Such illustrations werepart of a European tradition andan important means of

recording collections and interiors, supplementing written descriptions;
consequenty, OEAOET ¢ OEI EIl AO b 00D Iithé AxdiliitiorecanUT AO8 O

be viewed asan extension ofhis practice and within this continental genres54

2AUT AOB6 O DOl GEI E Odd su@dests *his EammiliarityOitio O1 T A
interior illustration as Britton was one of its pioneers in Britain; for example, in
The Union of Architecture, Sculpture, and Paintinige guidebook he produced for
3EO *TEIT 31 ATA80 EI OOA Bgfiehqusecoprhby@ad® EI 1 O
so that the reader sees the collection unfold as they experience walking through
the house[Fig.66].555 Such illustration is also found inlllustrations of the Public
Buildings of London1825, which provides a view of London througlits buildings,
giving the impression ofthe city unfolding before the viewer556 Theseimages are
the intermediaries between display and text which, as Richard Altick has
highlighted, were interrelated at this time asshows 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 173850 (New Haven

& London: Yale University Press, 1989), 13.

52 07 AOAOAT 11 OOhO 6 EAOI OEA ATl A I'1 AAOO - O0A DI
http://collections.v am.ac.uk/item/O600790/watercolour -print -rayner-samuel

553 Wainwright, 8.

554 |bid, 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 dinJ&oane(London: John
Britton, 1827).

556 John Britton, Illustrations of the Public Buildings of London: With historical and descriptive
accounts of each edificgpl.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 classesx AOA 11T xAOAAh OOAE EIi 1 OOOOAOQE
whilst adopting a high art status also adopted traits of popular entertainment,

notably the peepshow.558 Highlighting the tension between amusement and

instruction evident in a time when shows could rage from the Royal Academy

exhibitions to freak-shows, the illustrations of interiors replicate the
dimensionality of peepshows by presenting the viewer with a space as if they

were part of it.559

Further representing this overlap, interior views are alsoclosely related
to representations d exhibitions and of shop views, agaisuggesting the blurred
division between the spheres of art and commerceAs many of the objects
depicted in$ AOA UG O & E wé&ré for %atertiisAoke@dp lisTunderscored
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
OEA - AAEAIOCRAA @R p)l IEAAOAAE OEA AAEIEI ¢ EI OE
[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 invokingits cultural prestige5602 AUT AO8 O AAT PO
of established modes and conventions of representing displaysnderscoresthe

wider visual culture and practices that Derby was associating itself with in 1839.

OME CHOICE COLLECTI@¥ PAINTINGé\&RIGH'K:.‘B RERESENTATIONON

THE WALLS OF THE EXBITION

By choosing to depictthe lecturehdl T £ OEA - AAEAT EAd@ )1 OOE

principal display space containing over 1000 objects, Rayner also documented

557 Altick, 1.

558 |bid, 4.

559 |bid, 56.

560 The role of the Royal Academy as a lived reference point throughout the country in thet18

and early19th-centuy EO AEOAOOOAA ET -1T1TEOh O, EZA 300AU86
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the room in which the majority of the paintings were displayed. Of these
paintings, the catalogue records that there weresix paintings by Wright and
three copiesafter his paintings on display®61 These were:Mutiny on Boardlent
by T. Bailey;Portrait of Mrs Batemanlent by Mrs Bateman;Portrait of the late J.
Whitehurst, Esq. F.R.&nt by John Whitehurst;Eruption of Vesuviudent by J.
Cade;Romeo and Julieand Boys blowing a bladder by Candlelighipth lent by
21T AAOO -1 OAT Aun Ox1 AiI PEAO Zofeoflededni O8 O DI
Strutt lent by Joseph Strutt and the other of Erasmus Darwin lent by Dr Forester;
and a copy o3 OA O1 A 8b9 OakldyOdisA lent by Moselesf2 As there were
over 250 paintings on display in the main hall alone, this does not seem very
many. YA O 7 O E C BsOighy visikle nEhe print.
Amidst a room depictedas E01 1 1T £ T AEAAOO OEI 1 60060,
experimental philosophy, practical science, manufactures, natural history, and
AT OENOGEOUh AT A8 T OEAO AOOET OE®mVhdde@sh 7 OEC
many of the paintings represented are indistinguishable as anything more than
generic portraits or landscapesthd AOOOEOOh 21 1 AT Alakd * O1 EA(
Boys blowing a bladdemre 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 exhibit®4
Consequently, although some paintings like the large Fuseli on the left can be
identified no other artist is as well represened 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 thi€yre had died the
year prior to the exhibition, thereforethe display of his painings was part of his
commemoration in the town and an expression of appreciation for higeaching
OT1T A ET OEA )1 OOEOOOEI T8 511 EEA 70ECEO OEF

s o~ A o~ N

PEAOOOAO AU 1 60 1 AOA 1 AT AT OAA O xhidi AT -

561 Catalogue(1839).

562|pid.

563§ AOAU - AAEAT EIAOCBOAT BOEBODOEARE QET Thef MayRL 83D, atAhd 1T DAT A,
-AAEAT EAOG )1 OOE O ®ékyl W. and WAPHd, 889 RBporgokteAkhibition

Committee$ AOAU - AAEAT EDBeth§: J. Chadfi®ld (8GN B4. 1

564 Catalogue(1839), 32.
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N o~ x o~ N~

paintingsinthe print, 6 EAx T £ 1 11 3 A[Ei§.7Q)GBWHISEVIGMA Eh $ A C
EO Al 1 OPEAOI 60 ET OEA DPOET Oh %UOA8O 1T1TA |
70ECEO60 DPI AAA ET OEA AQEEth&Eddddi EO ¢
scale of his paintings notably the Vesuviuslt is depicted as the same size as
Romeo and Juliela 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? OECE 08 Ofuih@ A OAT AA
Even without OEA ABACCAOAOEIT 1T &£ OEA DPOET Oh
paintings would still suggesthe was an important figure in the exhibition. In the
catalogue the majority ofhis paintings are numbered fairly early on, so they were
some of the first seen aghe visitor was guided round the roomclockwise.566
Without an obvious theme or narrative in the hangthis suggests they were
considered to be works that could set the tone ahcapture the interest of the
OEAxAO8 ' AAEGET T AT Uh AO OEA bDPOET O OEI x
positions of importancez the Vesuviusvas in the centre of thdeft-hand wall and
Romeo and Julievas placed at a prominent heighon the far wall. Futhermore,
OEA AT PEAO 1T &£ 70ECEO080 xI OE AOA ANOAIIT U
| AET AUS O maki&Wwa® EuhgCnealr the centre of the back wall. Openly
acknowledged in thecatalogue, the copieswere hun§ 1 T T COEAA maDECE OGS ¢
paintings indicating the desireto represent Wright well, showing the range of his
oeuvre,above concerns regardingoriginality or authenticity.
TEA OOAEAAO i AOOA Owabk aBoan impogdntpart@fhBAET OE|
representation in 1839, shaping the perceptiorof his oeuvre and his identity as
an artist. Significantly, 4 of the 9 paintings on display were portraitsthese
depicted Mrs Bateman, John Whitehurst, Jedediah Strutt, and Erasmus Darwin
[Fig.72l4 EEO EO OAOOAI AT O O1 OE Portraitphiriitgd A AE OA
beyond Derby by the 1830sshowing the continuation of private collections

including his work in the area the legacy of hisportrait practice in the region,

6504 EA WGEEAEOET 1T OO OW0dDerbfMercAy2 EMap T839) 1
566 Catalogue(1839).
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and the limited market for such specific subjectsAdditionally, this implies that
70ECEOB80 DI OOOAEOO skiodn bacausekii@phadrdndainedl A OO

in private collections, making the exhibition one of the first opportunitiedor the

public to see them Furthermore, the sitters themselves were notable local

figures: Mrs Baeman 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, geologisind member of the Lunar Society; and Darwin,

another member of the Lunar Society, was a trained physician and polymai#.

#1711 AAOGEOAT U OEAT h OEAU OADPOAOGAT OAA $AO,
history into its eminent figures. These thereforeraised WOECE 08 O DOAOOE
showing that he was commissioned by some § AOAUS8 O 11 OO AAI AAOA
the eminent circles in which he movednd the notable friendships he had% The

portraits associated himwith the foremost figures of18th-century Derby and the

innovations and achievementdhat they represented

The remaining paintings included examples of his fire effects and
landscape painting inVesuviushis sentimental literary subjects in Romeo and
Julietand3 O A O1 A 8afd, his Atlity ¥ Raint 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
EAA AAAT OET OA A1 OCEO AU 7 éoBheiEd®plad nAEOAT A
1839 again suggests they had remained in private collections within the
region. 569 Furthermore, their inclusion suggests the legacy ofthe early
commemoration of Wright in which the landscape and literary subjects were
celebrated and understod in relation to his residence in Derby570 The
prominence of the Vesuvius, Romeo and Juli@hd Maria in the print suggests
these genres of his paintings continued to be highly valued and those most
AOOT AEAOAA xEOE 7O0ECEOB80O OAhioch (perhapsOEED

567 Nicolson,Joseph Wrighp ¢ ¢y N " AAEAOO AT A (AAOGEh wyun &OAOAORh O
s OAOAOR O] OADE 7OECEOHRSG pus8

9l O EAO AAAT AEOAOOOAA ET #EADPOAO 4EO0ObhUght EO xAO
straight from the easel and enter private collections without public sales.

s03 AA #EADPOAO 4EOAAJ OEEI EDOh O, AOGA - O 7O0OEGEOS86O6
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influenced the decision to include themn the exhibition. Whilst not representing
Derbyshire they still referenced his locality and identity as a Derbian.
-ATu 1T &£ OEA DPAET OET CO AOA A1 O OADPOA
preference for painting dramatic light effects, as in théVesuviugpainting or the
chiaroscuro of Romeo and Julieand Boys blowing a bladderfFig.73]. Their
theatricality suggests that they would have been prominent within the exhibition
and that there was ataste foOEEO AODPAAO 1T £ 7TOECEO8O AOO
Romeo and Julietinderscores 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 184, as well as Londonpne of the
most notableproductonsAAET ¢ ( AAOT O " AOI ET U880 OAOAI A
1827 in response to experiencing the pla§?’! Often based uporthe highly edited
version of the play first staged by David Garrick at Drury Laneni1748, these
codified expectations regarding its performance with differences in the staging
and acting often receiving considerable criticism>72 Consequently the scene
portrayed would have been highly familiar, the paintingcontributing to the
emphasis pon display in 1839z 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.

21 1 AT Als Rclusidhis paktioudarly noteworthy as ithighlights the
OEEAOO ET 7 O0ECEOS O [FB.74D D wad kexhititéd bp BabetOA OE T 1
Moseley and up for sale, reflecting its lack of popularity in the first half of the
century as it hadfailed to sell in the two auctionsi £ 7 OECE OGS Otsi @ OOAE T
1801 and 1810573 Although it remained unsold in 1839z it was put up for raffle
AO OEA .1 OOET CEAI - AAE Ak Eoflo@idg ygat DIBE OOOA

prominent position suggests the higher value attributed to it as it was given pride

s12 EAEAOA &1 Ol EAOh 03 E AE Sraedpdace in thé Nine@énth Cantddd OET AAOR
Gail Marshall (Cambridge# AT AOEACA 51 EOAOOEOU 00AOOh ¢mpgQqh px
AT A | O (shakdspgearedn the Nineteenth Centued. Gail Marshall (Cambridge: Cambridge

University Press, 2012), 187.

523 AT AAOOh O3EAEAOPABOA AT A 1 OOEAhG pwrt

573 Catalogue(1801), 3;Catalogue(1810), 3; Catalogue(1839), 5.
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of places*ACAET h OEEO Al O EECEI ECEOO OEA 1EIE
paintings as they remained in the Midlands.

Additionally, it had originally been created forexhibiton AO * T ET " T UAA
Shakespeare Gallery, which opened in Pall Mall in 1789 with éhambition of
encouraging and establishing a British school of history painting using
SEAEAOPAAOAGO xOEOET ¢ch OEA 5% Gdplhyivas DT AO
central to its conception it is unsurprising that it is one of the most conspicuous
painil CO AADEAOAA ET 2AU0T A0SO DOET O AO EO
competitive exhibition room. Furthermore, the Shakespeare Gallery was
representative of the late 18th-century concern to improve national art,
particularly British 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 andwhich demonstratedthe health of the nationwasalsostressedby the
Royal Academy as it sought to raise the status of the artist. By 1839 therefore,

OEA ETAI OOEIT 1T &£ A DPAET OEwa§indkatived@ECEO EI
stature as an artist, associating him with other artists adopting this mannefThis

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 designby example

encouraging better designers and improving British manufacture so it could

compete in the international market58 7 OECEO6 O BDAET OET CcO x A
enlisted into the patriotic role of art to raise the standard of British design and

manufacture.

The Shakesperian subject isalso pertinent as it resonated with the

Z A 2 A~ A

ET OAT OET 1T 1T &£ OEA -AAEATEAOGS )1 OOEMOOA Of
ppow 21T AAOO 4UAO 1 AOT AEAA A OAQEBSAddEOAA

574 Catalogue of the Exhibition of Arts, Manufactures and Practical Science, at Nottingham, for the
AAT AEEO 1 £ OEA {(Nbtgharh: B Miwit, 1B40X050.E OOOE | 1

Shakespeare Studies and Productjad. Stanley Wells, vol.49 (Cambridge: Cambridge University
Press, 1996), 119.

576 Brewer, Pleasures of the Imaginatiori,70-171.

577 1bid, 223 & 235-236.

578 Waterfield, PeopR 8 O ' Jskeledp(chap.Q & 2.
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weekly for two pence AT A AAlT 1 AA O3 EAEAGBARLAe £ O O
representative of the popular readership of Shakespeare at the time and the

bT AOG6O APPOI POEAOEIT ET O AEOAI OOOAO AOi
of the working man.>80 As Andrew Murphy has discussed, Shakespeare was
mobilised politically during the 19th-century most notably by the Chartist
movement which had working class root$81 At a time whenChartism was at its

height, it seems likely that the painting would havenhad political connotations for

many of its viewers in 1839.That the painting depictedthe deathof 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 commonultural

property and a highly popular subjet, as the number of paintings of

Shakespearean subjectgroduced during the 19th-century demonstratess82

Similarly, John Milton, like Shakespeare, was also-opted as national
property during the 19th-century making the inclusion of a painting by Henry
&OO0OAT E T & A OAX&Anudn th&exhibition skghifidant! De<oribed in
OEA AAOAI T COA AO OEA OAAT A xEAOA #1711 006
painting is probably the picture exhibited as numberc v ET & OOAI E8 O - EI
in 1799.583 Therefore, like Romeo and Julighis painting shared a similar history
of display, the Milton Gallery echoing thentention behind the Shakespeare
Gallery to cultivate British history painting.584 As Luisa Cale has rgued,
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.5354 EOOh AT OE 70ECEO AT A &OOAI EGO PAEIT
the AOOET 060 OADPOAOGAT OAA xAOA AAT AAOAOAA

579 Andrew Murphy, Shakespeare for the People: Workiotpss Readers, 1800900 (Cambridge:
Cambridge University Press, 2008), 78.

580 |bid, 1-2.

581 |bid, 138-139.

582 Fowler.

583 Catalogue(1839), 4; although the actual paintig 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 KnowlesThe Life and Writings of Henry Fuseli, Esq. M.A.R/iél.1 (London: Henry
Colburn & Richard Bentley, 831), 205-221.

584 uisa Cale& OOAT E6 O - EI O1T 1T ' Al 1l AOU( (OfardCdreadoCPresA AAAOO |
2006), 13.

585 |bid, 8.

128



ChapterFour: 1839

representative of the individuality and genius of the nation; the paintings
themselvesrepresented 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 artifRomeo and Julieslso
AAIT1T OOOAOAA $AOAUGO OIT A ET OOPDPI OOET C
capital.

10O OEEO AgAiI bl A OEI xafnot bg BeGH@GIO DAET
isolation as they were situated within a much larger pictorial field with
overarching themes and narratives. The walls, 8 AOA UGS O & E 6hdws, %D EE A
were hung in the prevalent mode of the time following the xample of the Royal
Academy whichhad two main principles: that the walls should be symmetricdy
arrangedand ordered around the line whichdenotedthe best positionwithin the
hang.586 Whilst the practicalities of space clearly influenced the hang, the walls of
the Mechanic® ) T O Grie GeDadallyl 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® A O T OA E B7 ThiEderhondraked® bt 01 8 8
1839 Derby was replicating and associatingitself with national exhibition
practices and the most notale art institution of the time. This alsounderscores
70ECEO80O PDAET OET CO , pad o1 ORAA AODAEICEAAAT AT |
DAET GE1 ¢OBb

- T OA P OAAE O AMAutlmh was RuEgCHedée® a copy after a
Rembrandt selfportrait and an unknown portrait; Whitehurst was positioned
between a portrait of Dr Forester by T. Philips and ®iew in Borrowdaleby James
Eyre; the copy of Jedediah Strutt and théesuviusvere hung together alongside
a genre scene by Hilton an®over Castle by Moonlightty Williamson; the Darwin

copy was hung next to a portrait of General Washington and a painting ofeench

ssex | ET 301 AAOI ATA AT A $AOEA ( 8 ArBoh th&€ [Erie:fiThe(RBYAIACET C
Academy Exhibitions at Soenset House 1780836, ed. David H. Solkin (New Haven & London:

Yale University Press, 2001), 24.

s87$ AOEA 311 EET h OO4EEO COAAO -AO0O 1T &# ' ATEOOG] 4E
1780-p W ¢ @ b on Ehé Line: The Royal Academy ExhibitiorisSomerset House 1780836, 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
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Kitchen, Romeo and Juliewas framed by two landscapes by unknown artists; the

Maria was between a painting of Cupid and Psyche ahgpiper and his Wifdy

Quentin Matys; and,Boys blowing a bladdemwas between a portrait of the

Duchess of Cleveland by Rowse ardlandscape by Tenier§8?7 OECE O3 O bPi OO0«
of Mrs Bateman was displayed alongside the portrait of the artist by Mrs Hurt

and a painting of a foreign queen by Domeniching? Although not apparent from

OEA DPOET Oh OEEO EECGCEI E CiotnOng &stdbiectignorE CE 06 O
in relation to the paintings around them in regards to artists, schools or subject

matter.

. AGAOOGEAT AOGOh 7 OBiQ&d within helbbohderfnenie® x A OA
of the hang like the preference for Old Mastersighlighted inthA OABT 0O OEAO
pictures comprise some of the most masterly productions of Titian, Teniers,

Nicholas Poussin# OUBPh (1T AAETI Ah 3EO 48 , Ax®@AT AAh
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 andEyre, two local artists, are included suggests that Derby

was being understood and claimed as an important contributor to the British

school which, in turn, waspositioned as the most prestigious art of the time As
Lawrence had recently died as well, thassociation with Wright and Eyre implies

that the three wereDT OEOQOET T AA ANOAI 1T Uh ET AOAAOEIT C 7
Lawrence was a celebrated artist at this time, and incorporating them intthe

growing canon of British artists. Furthermore, as3Vright 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 Masteys

the catalogue listing Honthorst, Rembrandt and Metzu among others, suggests

z A £ A 9~ 2z

70ECEO80O0 OOAOOO AO AT /1 A -AOOAO i Au EAO/

589 Catalogue(1839), 3-6.
59 |bid, 4. 5 3 y 3
5904 EARA GEEAEOETT AO OBADerbAMaECAVREMapmB39) 1 OOEOOOET T ho
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affinities in respect to light dfects and attention to detal.>?2 It also suggests a
taste for this style amongst the Derbyshire gentry explaining their preference for
70ECEOB8 0O x1 OEthereo,ith® iwdll @dage fiojected a message of
$A0AUB O A-éEnindrderyiraisibgQife prestige of the exhibitioritself;
demonstrating the taste andgenerosity of local collectors and the richness of
1T AAT Al 11 AAGETTON AT A EEGEI ECEOEI ¢ $AO/
notable painters ke Wright.
Derby and Derbyshire were also referenced through the subject matter
and production of many ofthe 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 county293 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
$A0AUGO AOOOAT O AOOEOOEA AAOEOEOU AT A O
had an important part in bolstering this heritage as his inclusion highlighted
$A0OAU8 O AAEI EOU OI DOi AOAA AOOEOOO 1T £ 1 A«
by covering the walls with representations of picturesque local plees, important
local events and figures, the town and surrounding county were promotedy
displaying its rich history and physical beauty. Within this, Wright again had a
place as a notable nativeE OT OCE - @ddtrai{ oOHIMQ poitioning him as
anotEAO AGAI PI A T &£ $AOAUGO AOI OOOAI OEAET A«
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 Sttufor example, were
bothactt OA ET OEA - A A EmemBess 6fdhe ¢xhibhionEod@ited, AT A
making it likely that they were invested in ensuring the high quality of the
paintings and that the town,was well perceived394 Additionally, Strutt was a

prolific and important lender to the exhibition, lending both paintings and

592 Catalogue(1839), 3-10.
593 |bid.
594 Report of the Exhibition Committe®,
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I AEAAOO ABAOO ET AI OAET ¢ OEA 2Ax1 E®OI T Al
His collection was already known locally as he opened it to the public, thus in

1839 his loans weremoving between exhibitionary spaces.Significantly, his

collection included five paintings by or after Wright, including a versiono8 EOCE1 6 O
Tomb, AAT TT OOOAOET C 7O0OECEOGO x4 @ell AE0ODI AU
O1 AAOOAT OET ¢ EEO AAding iha)dtiéx ariel En® efierdidn ofi £ DA C
i ATU T £ TOECEOB8O PAET OET ¢cO EI 188®man®A OA AT

represented in the exhibition.

Yyl OEEO OAOPAAOh 30000080 i1 OEOAOQET T
closely related to those of the other Wright lenders, many of whom were
connected to the town or artist through their residenceor family history [see
Appendix Two].>97 James Cade, for example, who lent thesuviuswas married
O 7O0ECEO6O0 AAOGCEOAO Afleicolidetvid of GiAEOKkA A A 7
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
-T OAT Auh xEIT EAA 11 ZAITEITEAT ATT1TAAOQCEITO
by Wright and one copyafter him5%4 EAOA xAOA Al 1 & O OAIl Ah

business as a picture dealethe picture gallery he ranin partnership with Rayner

N o~ A~ N N =

s o~ s a o~

A O O A 15%Thé ekhib@on walls were, therefore, a means through which local
businesses could promote themselves, the exhibition functioning as an
advertising space. For Moseley, this meant disptang his wares, demonstrating

the calibre of the pictures he dealt in.

595 Catalogue(1839).
596 Catalogue(1835), 6.
597 Catalogue(1839), 3-10.

598 |bid, 5-6.
%99 That these paintings were for sale is denoted by the asterisk next to them in the catalogue;
5- 08 -1 OAI AUBS OTheDedmd\Mukys Aubdstilded U h &
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ONBARGING AND EXALTBITHE MINID HIYCYCLOPAEDIC KNOWRGE AND

EDUCATION AT THE EXBITION

As the print makes apparent, the exhibition in 1839vas not limited to fine art
alone; it inclOAAA AT AOOAU | £ AE OAO&gerimentaE AA OO
philosophy, practical science, manufactures, natural history, and antiquity, and
I £ 1T OEAO sodnoliding fasd Eni€d @00 exhibits, the exhibition
spanned nine rooms whichwere organised so the lecture hallvas the first room
entered.®0! Following this, the second room contained two working printing
presses and led into a corridodisplaying flags, bannersmodels, machinery and
an array of curiosities; the hall and staircase, the thirdpace, displayed further
pictures and busts leadingto the fourth room which contained prints, drawings,
a collection of minerals, coins, and stuffed birdsand in which a Mrs Frost
demonstrated lace-making; next the visitor entered the fifth room containng a
working jacquard loom, the sixth displaying a collection of prints, minerals,
fossils andwith a man modelling clay figures, and the seventh room containing
philosophical apparatus and where natural philosophy experiments were
performed; lastly, thevisitor 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 skeletorf82 Wright
was, therefore, framed within an encyclopagic range of exhibits that presented
the visitor with a theatre of knowledge through which they were intended to be
educated and entertained.

yi  Ai AOGOGET ¢ OOAE A Al 11 AAQEITI OEAO ¢
crowded with objects that excited the livelie® ET OAOAOO6h OEA A
exhibition committee took was sending three thousand prospectuses announcing
the exhibition and requesting loans[Fig.75].6%3 This highlights that from its
inception there was a clear idea of what exhibits were to be includeak requests

were made forspecific categories and types of obje€f4 The consensus was that

0$ AOAU - AAEAT EIAOBOA I B EBDiRdnidde thd 88f MayF83956.A A

601 Catalogue(1839).

602 |bid.

63 AOAU - AAEAT EAOCGOA T BOEBMOOEAEGET T 8h
604 | bid.
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OEA OAQGEEAEOQEIT AATTIT O ®RAThatOthel comin@itéeAT OE OA
succeeded in achieving this is apparent in thprint which corresponds with the

description of the lecture hall inThe Derby Mercuryvhich noted that:

The walls are completely covered with choice paintings, drawings, and

cases of birds and animals from every quarter of the globeumerous

tables are disposed in the floor of the hall in a manmehich insures to

the visitor an opportunity of inspecting separately and closely whatever

EO Ii1T00 AOOOAAOEOGAS8 /TA 111¢c OATCA T &
various philosophical apparatus, models of steam engines, telescopes,

OEi A PEAAAG a@ilttuded d SpechmenE 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 mumn#§¢

The paintings were, therefore, just parof the display which encompassed such

, EUAOAG OEAIT AOTTh Al 1T AT 1T OOE Méahpdkithesd U T OA
can be identified in the print, such as the two groupsf artificial flowers in wax

lent by Miss Chambers, visible in glass jars on theft-hand side [Fig.76].

These exhibits were arranged to create a pathway around the exhibition
Obi 1T OEA AAOEAA T A& -0 48 "Al OEAxh £EOiI i C
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 viewingexperience as the visitor movd to look at different
types of obpct, pulling back to get better views or drawing closeto inspect the
smaller exhibits. The catalogue was, thereforevital for navigating the thousands

of exhibits making it unsurprising that 6000 copies were sold at sixpence eaéft

Within the lecture hall, and the exhibition as a whole, there was an

emphasis upon science and technologyEven in the advertisements for the

053 AOAU - AAEAT EAOBOAT ODEWOOEAEGET 1 8 h

0604 EA WPGEEAEOEI T AO OBhADerbpAMaEcAYREMapB39) 1 OOEOOOEI T ho
607 Catalogue(1839), 11 & 21;Report of the Exhibition Committe®d,

608 Report of the Exhibition Committe®,
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exhibition this was stressed typographically and in the calls for objects

OADOAOGAT OET ¢ OA@PAOEI Al OAI PEGEADDOBADG

[Fig.77].609 As The Derby MercuyfOADBDT OOAAhRh EO AOI OCEO Of CA

mechanical skill, as connected with our manufactures, and make the uninitiated

acquainted with those ingenious contrivances, that intricate machinery to which

we are iMAAOAA &I O O 1 AT U 1T & ot waimbsEl 000

apparent in the rooms following the lecture hall where there were working

i AAEET AO AT A 1 EOA AoPAOEI AT 008 &I O AgAi D

Press was run throughout the exhibition by J. Chadfield, producing a

commemorative broadside that was for sale, enablingisitors to participate in

the performance of the exhibition [Fig.78].611 The prints were not just for

spectacle however; they demonstrated AAET T 1 T CU AlugefulheSAEET AO

in this case through making printed material cheaper and more accessilde that

the diffusion of information, and thus education, became increasingly

democratic. Similarly, the experiments performed in room seven demonstrate

the importance placed uponscientific education through experiential learning

which, no doubt, was built upon the scientific culture which had already been

established in Derby during the 18th-century.621 O 2 AUT AO6 O DOET C

scientific instruments were some of the first objects meby the visitor reflecting

OAEAT AA6O pI AAA AO OEA EAAOO T £ OEA AQEE.
The prominence of science within the exhibition also corresponded with

OEA AOET O 1T £ OEA - AAEAIT Epoldcal sgidntficddad OOET 1

technical education to working men with the aim of improvEl ¢ OEA O x1

manufactures.623 7EEI OO0 EO EAO CATAOATT U AAAT AC

Institute movement failed to provide scientific education, such exhibitions are

still representative of the pervasive scientific culture in he first half of the 19th-

century 814 The exhibitions can be viewed alongside the lecture courses run in

60 AOAU - AAEAT EAOCBOA I OO EBDOEAEGET T 8h

611 Catalogue(1839), 33.

62901 1 ET OOh O%ORDI OO $AOxET hd p

3 AOEA ' OEEZLZEOEOh OO0"1 AT AET ¢ )T OOOOAOGEIT xEOE !
31T AEAOU %@ E E Xdikénitd ArchaeoBgigalidournd3d (2011), 179.

o) AT )T EOOAOR 03 AE A istiufes, ARGl yWEA] -4AERRE AN AEGRAGRES /& 13 E A /E/
of Scienc8&2, no.5 (1975), 451.
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the provinces in aid of scientific education, like the lectures on chemistry and
addition to the classes provided for membersffering more direct instruction on
such subjects as phrenology and chemist8té Thus, the experiments run at the
exhibition were another extension of thiseducational 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
Ol xAOAO Ol AEAl AT A AOI OOOAI AAOEGEOEAO
Nevertheless,as lan Inkster has arguedthis does not preclude Institutes from
having a role in thecultural and scientific activities of the provinces orfrom
representing local scientific culture during the first half of the19th-century 618

| CAET OO0 OEEO AAAEAOI Ph 7 0BGE™EO DAEIT
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
Ai T OPEAOT 6O AAOATAA 1T £ 7TOEGCEOG6O0 AAOI U Ag
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 thenMore importantly, however, it also indicates
that in 1839 these painthgs had not yet been claimed as archetypal images of
provincial enlightenment culture or as insights into 18th-century industrial
Derby 819 Additionally, it also suggests thathey had not yet attained their status
as pillars of the Wright canon either, theliterary and landscape subjects
continuing to be understood as his most significant output and associated with
his relationship with Derby.

9AO0 OEEO AT AO 110 1 AAT OEAO 70ECEOG80 -
science in the exhibition; they were apptr POEAOAA xEOEET OEA AQE

with design and improving manufacture. The industrialisation and

65) T EOOAOh O3AEAT AA AT A OEA - AAEATEAOGS )1 OOEOOOAO
616 |bid.

o7 EAEAAl $8 3O0APEAT O AT A 'TOATT 78 21 AAOEAER 037
s8) T EOOAOh O3AEAT AA AT A OEA - AAEATEAOS )1 OOEOOOAO
94 EEO O1 AAOOOAT AET ¢ T £ 7TOEGCEOS80 AAOI U AQGEEAEOET ]
Art and the Industrial Revolutior(1947).
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mechanisation of manufactures in the earlyi9th-century had raised concerns
about the quality of design and execution in Britain, particularly as ther was
increasing market competition from abroadé20 Consequently design became a
governmental concernleading to the establishment of the parliamentary Select
Committee on Arts and Manufactures in 183%21 This focussed uporthe status

of art, its relationship to manufacture, and the best means of extending the
bi DOI AOET 160 EITTxI AACA T &£ AOO AT A AAOEC
population. 622 |ts findings focussed upon the utilitarian value of art as an
exemplum of good design, a means of inspiring the prodar, and as a way of
cultivating good taste in consumer$23 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€24 The results of this
were most clearly manifested in the Victoria and Albert Museum, yet these
AAAAOAG AOA Al 01 AOGEAAT AAA EI OEA - AAE/
DOl OEAA £ O 00k MmentbdrGidtBedpArdiflds iof tHe Atts ey
examples of good design could be displayed and through which art could be made
more accessible to the publié?¢é Following the agenda ofthe 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 desigi€onsequently
70ECEOG80 DOIT | Bel whd asdbeingichimdd Aan 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 |pjd.

622 | bid.

6230 AOI 18 #8 3POT i1 h O-AOOAOO T £ 4A00A AT A - AOGOAOC
ET 1 00 %A OA Sidies in ArEHducatidis, nd25(1994), 1009.

624 |bid, 108-110.

625 G. W. Roderick and M. D. Stepherisducation and industry in lte nineteenth century: The
English disease.ondon & New York: Longman, 1978), 60.

626 Sproll, 107.
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Despite the importance placed upon design and sciee in 1839, it is
noteworthy that these were just two aspects of the knowledge on displafor
example, there were a number of classicadculptures and casts on display
ET Al OAET C OEA 6AT OO A A 3[Fig. 70 Al 80EAs Aldsdical OE A 7 A
scupture was viewed as the pinmcle of artistic achievementthe epitome of ideal
beauty and unity of thought, these sculptures associated the exhibition and its
visitors with high culture and aesthetic taste2” The instruments, apparatus and
models on the oher hand, shown in the foreground of the print and including a
42-ET AE OAEOAAOQET ¢ OAI AGAT PAn A CciTAA AT A
progress made in industry and science[Fig81]. ! AEAOI ATT1 80 DET Ol
drawing apparatus is a notable example ofhis; it was the first photographic
manual in the world and had only recently been published in April 183928 An
eigttDACA DPAI PEI AOh EO bDOI OEAAA ET OOOOAOQEI]
pioneering paper negative process and was, therefore, innovative aslacument
and in addressing a new medium of imagenaking.62° Its representation in
2 AUT A O daBo higtlighis e blurred line between moral and commercial
motivations in the exhibition as in its display of the pamphlet it functioned like a
shop counter[Fig82]. Although it is likely the apparatuswas only current for a
short time as by the 1840s the publication of such manuals was already slowing,
itsdisplayEECETI ECEOO OEA AQGEEAEOEI T 60 A®OOOAT AU
This was underscored futher by the portraits of great industrialists and thinkers,
like Strutt and Darwin. Seen together the different forms of knowledge disayed
expressed the two principalthemes of the exhibitionz cultural progression and
pioneering technology and sciencez 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 lace3! As a handmade lace, thiseems contradictorybut as it was

627 Martina Droth, Jason Edwards and Michael Hatt, ed§cupture Victorious: Art in an Age of
Invention, 18371901 (New Haven & London: Yale University Pres2014), 51.

628 John Hannavy, ed.Encyclopeadia of Nineteententury Photographyyvol.1 (New York &
London: Routledge, 2008)177.

629 |bid.

630 |bid.

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 Midlar@ds
most important manufactures832 The loom would have underscored the recent
advances made in industry through progressive technology Similarly, the
working printing press, the braiding and taggingmachines and the working
i TAAT T &£ OEA 3EAx " OEACA 1T O0AO0 2ACAT 0660
industry and activity. ¢33 The sound and bude 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 déepment.
AEEO EO Al O ET EAApbéntoqpasshagedeproadae A GE E
knowledge, presenting the visitor with a worldview through its exhibits. The
variety and juxtapositions this created is apparent in the print and in the
contemporaryd | | AT O OEAO EO xAO OAT 1 BbbPiI 0001 EC
what, in the ordinary course of things, might never have fallen under their
I AOA OGRS wds @@ uncommon of exhibitions of the time, particularly
OET OA ET - AAEAT EA @A I )EICGAME G AARMNO E4 10O EOFEIA O+
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
- O O A &4 ThaBthe exhibition included an Egyptian mummy withcoffins only
confirms this.836 |ts 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 wereintentionally encyclopaedic
in their approach therefore, seekag to unfold the riches of the world before the
OE OE OT, asinas latetlallapted by the Great Exhibition in 1851. As Kusamitsu
EAO AOCOAAh OEA AAOI EAO -AAEATEAOGG )1 OO0E

632 Catalogue(1839), 42.

633 |bid, 33-36.

634 3, Chadfield, broadside, 1839, Derby Musewsnd Art Gallery.
635 Kusamitsu, 77.

636 Catalogue(1839), 30.
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direct influence upon 1851 which, although lager in scale with even more
heterogeneous and international exhibits, shared many of the same
characteristics[Fig. 83 and 84.6377 OECEO08 O Bl AAA ET pyow xA
AOPAAO 1T £ Oe&sAn thid réspebt di® assotiafida 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
Struttand AT AA Al T OAT U OAI AGAA &1 OEA - AAE
x AOA AEODPI AUO EIT OAT A AAThemroOretinOwadedighedl 1 6 A

so that no two trees or plants were the same, putting thousands of different

Al
T 1

specimens on display for e visitor as they walked roundso thatthey could be

educated and entertained[Fig.85].63° 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, differat specimens, their uses

and appearances, and the associations made with theé®. The arboretum was

also experienced asan exhibition. As Paul Elliott, Charles Watkinsand Stephen

Daniels have highlighted, it was intended to be the material realisation of

LoD AT Amddetum Brittanicum,180c yh AAOET ¢ AO A Ol EOET ¢ |

AT AT AUAT T PAAAEA T £ ®EA xI1 OI AGO &I 1T OA AT,
Significantly, the adoption of an encyclopaedic approach in both the

exhibition and arboretum was closely connected tdhe 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 landwas firmly couched in terms of social welfare and class

N A N = z z.A £ -

637 Kusamitsu, 86.

638 |_oudon, 85.

639 |bid, 72.

640 |bid.

641 Elliott, Watkins and Daniels, 135 & 147.

140



ChapterFour: 1839

fresh air and exercisewnhilst also offering instructive recreation as opposed to the

OAARAAAOCEDO ADAOABLOOAI EOET ¢ Dbl AAGBOOAOGS 1 £
The exhibition asa &£l Oi 1T £ OAOET T Al OAAOAAOQEI T h

AgGAl OET ¢ @#&sAa rinBimgAdisbourse throughout its inception,

organisation and reception®43 This is most evident in he report of the exhibition

Aii i EOOAA xEEAE Al 1T Al OAAA OEAO OEA AQEEA

the great objects of popular instruction and improvement, by fixing the attention,

by giving a salutary direction to the current of the thoughts, antly elevating the

i ETAO 1T &£ OEA COA ADThé rapdorOthen ¢antifuigsio skatk th® 1 A 8 6

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 witere
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 exaraithe productions of

human ingenuity84>

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 bibition . The
poem includedwith it explicitly statesOEAO OEA DBOET OET ¢ DPOAOO
001 OAh T &£ +11 x1 AACAnh 3 Ast RnusAikelihe &Wilitidny 6 O D1 /
print was a medium through which knowledge could be disseminated to a large
audience.ll AAAOh OE duccdsovimg AtfbOteditd i Gombination of

= s A N AN~ A s oA =

OOAOQEI T Al Ai OOAI A O xEOE ET OOOOAOEIT 168

642 ] oudon, 85.

643 Chadfield, broadside.

644 Report of the Exhibition Committed,
645 |bid, 9.

646 Chadfield,broadside.

647 Report of the Exhibition Committe®,
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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

7EOE OADPOOOGA CAUAR AT A ET Uh OEA xEE
Each valued store of Art sublime, combined

7EOE . AOOOABO OOAAOOOAOR xEAT AA EI BC
"U OOOAEI OO 91 OOEh xEI1 OOAAO OEA Of
To Wisdom, thatwith blandly-breathed control,

Exalts the mind, and elevates the sé#fl.

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 ewards of this through gaining both an improved mind

and soul. Reinforced by EOAOAO 1 EEA OET OOOBAOEOA s$11 A
OOAT EI Ah AT T AET AA x Ee& exhibifidd GsOarged asCes@ AA OO O.
OE1T OA1 1 AAOOAT OOA A Oapnoveent®* Yeihtlfis pbers alsoA A OT E
suggests that the exhibition, like the arboretum, was experiencelike a

panorama. These werdarge-scale paintings that encircled the audience to giva

360° view, encouraging OEA OOAAAET Cd | éammlricdting OAAT A
geographical or historical knowledge in a readily intellgible form to visitors of

varying education 80

The poemalso shows that the exhibition was understood in terms of
OAOEI T Al OAAOAAOGEIT1T AAUITA OEA 1T EEEAEAI A
OEOEOI O OA 1 AGAAAT A EAATET C 1T &£ Al O1 AGEIT 1
of their object, and often leads them to higher attainments, and enables them to
make nearer approach O O1 b AdireFheB ME.151TBehexhibition was

publically recognised as a means of raising the aspirations and achievements of

>
T
I>
b1
(@}

e, ET AO AEEAAI U OOCGAOOAA AU ET OAOGAGOET G i
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the local population.7 OECEO xAOh OEAOAA&EI OAh EIiI Pi EAAQ/
to improve its visitors and the widerAAT EAZLZ OEAO AOO Al OI A AA
i ETAO0 AT A Ei PO#B2OA OEAEO EAAO0OOG S8

OME IMPROVEMENT OF BHTOWN HAS NOT BEENEGLECTED THE

EXHIBITION WITHINDERBY® CIVIC CULTURE ANIEVELOPMENT

DOOET ¢ OEA pyomO AT A pytnO Amdeld &1 1T OO«
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 improvementTheviceD OAOEAAT O T £ OEA - AAEAT EA(
Fox, assatedOEAO OET 11 DBl AAA xAO OEAOA 11 O0A A
OOAE EI BOIT OAI AT 60 OEAT ET OEA Oixi1 1T £ $/
I AGAOOGA Ei x OEA EAAI ET CO | £ OEAsHhed Ol AOE
idea of rational recreation pomoted in the exhibition and arboretum was

implicated in this wider concern with improvement, asis 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; arsthould 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

O1 AgAil pi AA OBAAAOO xEEAE EAO AOOAT AAA
wished to give instances tiie adoption of measures for promoting the

convenience, the good order, and the instruction of our populatigh.

s N oA s o~ AN

Subsequently,the exhibionh DAOOEAOI AOI U AO DPAOO 1 £ (
programme,can be understood as one of the improving steps takédaU OEA OT x1 8
i EAAT A Al AGO AT A AO DPAOO 1 £ proskelity ByAA 000
competing with other towns, engaging with the emerging exhibition cultureand

participating in national discourses around class and social welfare.

620. AGET T Al - 1101 AT OO0 Alie Moretg PaSBAIBMAEIBI7.0 1 £ | OOOh S
30/ DATET ¢ T £ OEA - ARetDArbyBv&roudy25 Oétdbér i83% AOA UM 6

654 | oudon, 83.
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This was a conAOT OEAO xAO AO OEA EAAOO 1 A
)T OOEOOOEI 1 O AOET 08 wOOAAI EOEAA 11 pp ! H#
DAOOT T O 1T &£ AABAAOCETT ET OEA 41 x1 AT A 1AE
OEA EEOOO DPOAOGEAAT OhAOERA) EBOBOOOABA AARO

Members with the means of acquiringuseful knowledgé&% 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 welk a collection

of philosophical apparatus including an air pump and electrometef>6 As has

already been mentioned, it also ran a comprehensive lecture programme with
POAAOGEAAT AbpbPI EAAOEIT ET 1 ETAh AO EO ADPD
whichweOA OET OAT AAA OI CEOA Al EI PAOOO O O
b O 0 O [Fi.€B[FT The popularity of these reflected the membership revival of

the Institute in the 1830s and their entertainment value, as many included
demonstrations and experimentst5® The exhibition was in keeping with this,

therefore, aiming to provide knowledge that could inspire and & applied by the
OEOEOI O AO xAO APGPOAOOAA AU OEA Aiii EOOA
will contribute to the moral as well as to the intdlectual improvement of the

L A L oA N A 2w oA =

i ATl AAOO T &£ O®A ET OOEOOOEIT 1T 856

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 asa means of extending the
educational remit of the institution [Fig.87].660 7 E1 | EAT - AT OZFEAI A
adoption of a neoclassical architectural styldor the design of the extensiorng
AOGEAAT O ET MANeIfridz0% engafed bhicOcolumns and coffede
ceiling reminiscent of the Pantheory reiterated this by associating the Institute

with ancient civilisation, the founders of democracy, advanced reason and

SCEAAZEAT Ah AOT AAOEAAN $ADAAOG -TAEAEGEALADBEOA DU OOKRDBEMDI
(Derby: R. Keene, 1825), 2.

656 # AOAT T COA T £ OEA |, EAOAOU AT A ' DPAOAOGOO AAITTIT C
established 182%Derby: W. & W. Pike, 1834).

570$ AOAU - AAEAT ETA«DRrby) MelOWWyE NbGedEel 183806

68 O$ AOAU - AAEAT E Al28Derhy 1 MOy @ Odeénibdr d1838; Elliott, Derby
Philosophers245.

659 Report of the Exhibition Committe®,

0/ DATET C 1 £ OEA - BTAEDeibEMetry2g Goloben1833; Repditbfithe

Exhibition Committee3.
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morality [Fig.88 and 89.61 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
O1T AAOOOT T A Old aprdntisd an® agiiedde Bf Gt dreater utility and
DAOI ATeRl AA86S

This latter point is significant, as well as practically responding to the
growth in membership and the educational demands this broughthe extension
also demonstratess AOAUS O AATOC AENDE OEA - AAEAT EAOS )
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 AT A OEA OT x1 8 O fotA dtizeBd®)! @12 AW AOEAGR
print shows, the hall was toplit which was considered the best lighting for
exhibitions, adding further prestige to the town as few had purposéuilt
exhibition spaces at this time864 Consequently, the extension would have
asOAOOAA $ AemiAcdde Gnd BigiAction among the other Institutions
across the country.

"U OEA pyondO AT A AAOI U pymovedent@daA - AAE
spread to the extent thatthere were institutions not only in cities but also in
many smallertowns throughout Britain.665 First established from a breakaway
group of the Andersonian Institute in Glasgow in 1823the institute had proved
so successful that othes quickly followed, all with a core concern to improve the
educational opportunities of the working class$66 As Michael Stephens and
Gordon Roderick have discussed, thguick success of the movementvas
primarily due to the belief that skilled workmen would be needed in the new
technological society; a popular and widespread interest in sciee¢ and, the

growing movement for the provision of popular education.6’” Through

661 Droth, Edwards and Hatt, 176.

662 Report of the Exhibition Committe&-4.

663 |bid, 4.

664 Fawcett, 115.

653 OADEAT O AT A 21 AROEAEh O3AEAT AAh6 ocuvos8
666 |bid, 350.

667 Stephens and Roderick O3 AEAT AAh6 oums8
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instructing their members by providing libraries, lectures and classes it was
AAl EAGAA OEA ET OOEOOOAB8O EAA Al EI BT OOAT
moral welfare of the working class868 Clearly sharing these common objectives,
Derby was ako actively engaged in the natiowide network of institutions; even
prior to its establishment Joseph Struttcorresponded with the institutions in
Manchester, Glasgow and Edinburgh tearn more about them®69 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 Institués assisted
members in acquiring useful and technical knowledgé’° Derby was, therefore,
situating itself in relation to the wider culture of the movement and patrticipating

in the national response to the perceived need for improved education, expressed

inOEA EUDPAOATTEA AAI1 O OEI OOOOAO EAO DI
1 AOFiI 168
4EA AQEEAEOEIT xAO Al O OAOOAI AT O Oi

national movement and the growing exhibition culture of the time. During this

period it became common WAAOEAA Al O - AAEAT EAOGS )1 O0OE
which were, generally, very popular; the first was held in Manchestan 1837

with a second in 1838which, by 1839, had been followed by exhibitions in

Salford, Leeds, Sheffield, the Potteries, Birmihgm, Preston, Macclesfield,

Newcastle, Sunderland, Sowerby Bridge, and Derlf/2 These had shared
characteristics with the Derby exhibition and drew close comparison,

particularly as some of the exhibits were Bared across towns and cities. &

example, WIEAT " AT AOT £#0 xEI bDOi OEAAA OEA EAANC

had also lent a loom to the Birmingham exhibition with the same man working it

83 OADEAT O AT A 271 AAOEAER O3AEAT AAhG oums

669 Elliott, Derby Philosopher42.

0 AOAU - AAEATEAOS )1 OOEOOOET T h 041 OEA 1 Ai AAOO 1

"1 oxt8¢h AT @ coh T181ph $AOMdanphlefsipastels itdtions) T OOE OC
etc., Derby Local Studies Libranyg AOAU - AAEAT EAOCS )1 OOEOOOEIT T h O02AD
I £ - AAEATEAOGS )1 OOEOOOET T O ET iol@ed #néet,meibycliocdh 6 w * A
Studies Library.

671 Epenezer Ell OOh O, ET AOh &£ O OEA 3EAZEABAIShefieldAAEAT E 2
Independent and Yorkshire and Derbyshire Advertises,March 1839.

672 Kusamitsu, 70.
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AO AO $AOCAU AT A OOBPPIUET C AAOAEI OB 1T £ AT
Consequently, the localism appaie O ET $AOAUS6O AEODPI AU xAO
civic pride; it also acted as a distinguishing feature of the exhibition.
.10 TEIi EOCAA O OET OA EAIT A AU - AAEAT EA
medium through which local identity could be projected and though which the
cultural and civic aspirations of a place could bemeasured.74 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 befof@> 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 thi§’6 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 garrethe 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 Dublf Exhibitions were,

therefore, the sign of a flourishing citys”®

4EA pyow AGEEAEOEIT EO OADPOAOAT OAOEO/
culture, as is explicit in the prospectus for the exhibition which stated that:
The exhibitions at the Adelaide Gallery, and the Polyt@ichSchool,
London, have excited so much interest in the country, and have been
found to be so conducive to intellectual improvement and rational
OAAOAAOEI T h OEAO OEIEIAO TTAO EAOA AAA
and with results highly gratifying to heir 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 |bid.

677 | T EOh Q) heoE, 83 OOA
678 Fawcett, 1.

679 |bid, 113.
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neighbourhood will fully appreciate the advantages derivable from such

a sourcesso

Inspired by the success of other exhibitions, Derby expected to aekie the same

success and benefits for its population. Underscored by the exhibition

Ei EOAOETT16h $AOAU xAO AiT OAEI OOI U PAOOGEA
1830s in an effat to keep up with other provincial towns and citiesé814 EA D OET 08 C
OEOI A A1 O OAEOAOAOAO OEEO Au AT i1 AITOA
engagement with this increasingly important cultural form. Its success in this is

evident in the Leicestershire Mrcuryd O OA DT OO0 OEAO OEALA ET $AC
an exhibition which would realise £1200 or £1,400, there was no earthly reason

xEU OEAU ¢, AEAAOOAOY ,whdh®dmas itlad part oOteA A A A A
exhibition culture of the time and as a reérence point for other towns.582
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 AOAU8 O DHOA
eminence as a cultural and intellectual centrds apparent in the later reflections
upon its success. Its financial success, making a profit of £1355, was a clear
i AOEAO 1T &£# OEEO AO EO xAO &£AI O OEEO x1 O A
most flourishET C | /£ ©@ERAtherAdbropgtiively, this situates Derby
-AAEAT EAOGS )1 OOEOOOETIT AO 1TTA 1T &£ OEA £E
movement. Developing this further, the exhibition was attributed with national
and international significance in the Derbyshire Advertiserwhich claimed that
OOEA AQGEEAEOEIT xAO A AAAEAAA OOAAAOON
AAT DPOAA AU OEA 1 mOEEHQ® AITAEOERE A TG A8 6AT A

0 AOAU - AAEAT EIAOCGBOAT DOEBMOOEAEGET T 8h

681 Report of the Exhibition Committe®,

20- AAEAT EA Q& QE E O et édddleéshire Mercury and General Advertiser for the

Midland Counties21 Septenber 1839.

683 Report of the Exhibition Committe®, & 10.

8 O0$ AOAU - AAEAT EA O DerpybhdenEverisdrdept. 3@ plplpt 8EAppoth "1 o
AT@d c¢oh 118 ¢oh $AOAU -AAEATEAOS )1 OOEOOOA | EOA,
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.

2A000TET C O *1 OAPE 300&weau® itisDbAT ET C
I T OAxT OOEU OEAO EA 1 EOOO OEA - AAEAT EAOG
the adoption of measures for promoting the convenience, the gd order, and the
ET OOOOAOQET T 1 85 AsGilis dentoistodted, Qe Texhibigon and
Institute were also appropriated within the middle class civic discourse of Derby
which focussed upam the improvement of the town andwas often equated with
the improvement of the working class populationMiddle class supervision and
ET £ OAT AA xAO AAAIT AA ET OACOAT O1T A OI x1 8¢
in the value attached to this class byhe Derby Mercurxk EEAE OOAOAA OEAO
up an intelligent and virtuous middle classz [was] the best protection of this
AT 01 OOU ACAET OO ¢&% Educatioh viia®cisideded to BeEnelgrgl A 8
ET OEEOh OEA OADPIT OO AiIT OET OET¢C AU AOOGAOO
better men, the better citizenstR U xEIT 1 AAAT T A8 xEEI OO OA,
OEAO OEA Al AOGO OOAOOO NOI x1T OI A AA 1 AETC
I OAOOAEET CBThds] whiBtEen@@isg class barriers, the implication
was that the middle class represented the ideal ¢ten and model society upon
xEEAE OEA TAOET 160 DPOAOOECA OAT EAA AT A
influence upon the working class.

In Derby this was directly connected to thepolitical turbulence of the
1830s which had been further aggravatedy the strains put upon health and
sanitation by the townd O A @ bwhithEnhalily affected the working class,
the death rate reaching 28 people per 1000 in 184488 As David Hey hashown
Derby, like many towns of the time, had enclosetburts and slum dwvellings; high
death rates;an inadequate water supply and,severe problems with sewerage

street cleaning and lighting®8? This created considerable discontenand tension,

particularly in times of unemployment, as the riots due to theejection of the

685I:oudon,§3.m . S o o
860/ DATET C 1T £ OEA - ABeDArbyEBréudy25 Oétidbér 183% AOA UhR 6
687 |bid.

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 intervenec® The silk mill strike of
1833-1834, againyeflects $ A O Acldss @nsions as it was working classprotest
against the exploitation of the employees within the textile industry$9!
Connected to this, the period was also a time when the largely working class
Chartist Movement was particularly strong amongt textile workers in the East
Midlands.622$ AOA UG O OT OA OO howhver; rathieOit refi€ats Ehe A A
nationwide political contentions in the 1830s and 40s prompted by the
upheavals of indistrialisation and urbanisation.t93 It was in response to this
bacE COT OT A OEAOA &I OAh OE A O resedadistiod/iOprifleE A AT A
and bridge the social divides and political tensions of the time.

AEA ETO1T1 OATATO T &£/ OEA TEAAT A Al AOGO E
Institution and its educational remit was, therefore, an outworking of thedesire
to shape Derbyshire society by transforming the lower classes into productive
AEOEUAT 08 *1 OAPE 300000 APGPOAOOAA OEEO E
OxAOA 11060 O AA OACAOAR Able Actaxatiold Ol bsU D1 A/
establishments which were well calculated to make the industrious population
xEOAO AT A s&RiSudshrisihgkterd Bat the exhibition followed this
pattern, its value being measured in respect to its ability to improvehe working
Al AGOh Al AEI o] xEEAE EO xAO AAI EAOAA
attachedd®® Practically, this was manifested in the admission policy of the
exhibition which was fixed at sixpence each day with free admission on
7AAT AOAAUG O Ahelnstituloh and €xEeptibnEmadle for inmates of
the Alms Houses, the Union Poor House, the police and military and the children
of Sunday and charity school$% In the final week of the exhibition further

concessions were made for the working class who we admitted for half price,

690 Craven,Derby, 108-109.

691 |bid, 159-161.

692 Beckett, 295.

693 Griffiths, 177.

640/ PAT ET C T £ OKIAT A AdckDBAYWRIREIG25 October 1837.
695 Report of the Exhibition Committe®,

696 |bid, 5-7.
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AAT 11T OOOAOET ¢ OEA AQEEAEOEI T80 EIi Pl EAAOQE

AT A EI BDOT OAT AT O AiTT1Tcoed OEA O x180 bl BPOI .
It is also apparent in the members of the exhibition committeg Joseph

and Edward Strutt, Douglas FoxR. 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. Brittorg who were predominantly middle class$% Whilst it is

difficult to identify all of the members or their careers, those that cabe 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 rebuitg) the

Jacobean House; Samuel Fox, who clearly had considerable wealth as it was from

s A £ oA o~ A

EEi OEAO OEA -AAEATEAOGE )1 OOEOOOA DPOAIT EO
OEA Ai i i EOOAA8O OADPI OO AT AOi AT OO OEAO 28
may be assumed that William Spencer was William George Spencer, father of

Herbert Spencer, a Derby schoolmaster anmiember of the Derby Philosophical

Society?00
| £ OEA 1 Al AAOOh OEA 300060060 ET O1 1 OAI

Institute is particularly significant as they were established figures within Derby,

notable for their philanthropic efforts in aid of theworking 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 andeducational

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 Committe&,

698 |bid, 5.

699 Craven,Derbians of Distinction 166;Report of the Exhibition Committe8,

700 Michael H. PriceO3 DAT AAOh j 7EI 1 EAi qQ ' AT OCAhoe |/ @& OA S$SEA
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 thepeerage as Lord Belper in 185@ig.90].792 Alongside this they often
acted in a private capacity, funding philanthropic enterprises; most notably,
William Strutt 7 %A x A O A § @hadEAuBdediti Derby infirmary in 1810 and
Joseph Strutt had funded the Dby Arboretum, earning himself praise for his
Ol EAAOAT AT A AFiglof apé& A% Alditionally, AxGabrge 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
AOOAAT EOEI AT O T &£ OEA -AAEATEAOG )1 OOEOOC
president and Edward vicepresident during the 1830s, both the institute and
exhibition can be understood as part of the StruttEA [ E philhdti®opic,

reformist and paternalist role in Derby705

Middle class involvement did, however, have implications upon the
AEEAAOEOAT AOGO 1T £ OEA - AAEATEAOG uptd OOEOO
expressed in theDerbyshire Advertisex EEAE OADBPI OOAA OEAO OEOD
successful in educatindlechanicA O x AO A O /EE 0©This dppare@tA|l D1 AC
AAE] OOA 1T £ - AAEATEAOG )1 OOEOOOAO OiF AObOO
for has been the focus of much scholarshig®” As Edward Roylehas argued
OET OCEh OEEO EO OI1T OEi Pl EOOEAN EA EECEI |
AOCOET ¢ OEAO Oi EOACA OEA OOAAAOO 1T &£ OEA
they have to be understoodn relation to the wider working class movement and
local circumstances of the tim&% 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 dillusioned with middle class

22 AOET 1 h O, EAAOAIT E Oi-198A GRAiseddtd thd GdedageE Ani Addresspab X

#1 1 COAOOI AGETT &EOiI I OEA #7111 EOCOAA T £ OEA $AOCAU -
in Derbyshire Biographyyol.27, Derby Local Studies Library. )
301 1 ET OOh O%l Be®yPrimeis@@iBookbpdernio QMM OOET T 1T EAI DPOAOAT O

300000h wON8h AU OEA DPOET OAOO AT A AiTEAET AROO 1 £
i OT E£ZEAAT O CEAZO 1T £ OEA | OAT OAOGOI 8ho pytmnh $AOAU
2 AOGET 1 h O, EAAOCAT EOI AT A PAOAOT Al EOI 86

705 Chadfied, broadside.

O0$ A0OAU - AAEAT E A O Derpybhdeaverisdrdept. 3@ 9 pip 1 86 A

73 OAOAT 3EAPET AT A "AOOU "AOT AOh O. AOOOA AT A #I1
Social Studies of ScienZeno.1 (February 1977): 3174.

sEdward RAJ1T Ah 068 - AAEAT EAOGSE )1 OOEOP (b e BibtdicalOEA 71 O
Journall4, no.2 (June 1971): 308321.
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patronisation.’0® Recognising this, however, does not alter the dominating role of
OEA T EAAT A Al AOO 10 OEA AiPEAOGEO ObPil OE
class?10
Significantly, in Derby the dominance of the middle classd 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 towAs
Jhn 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.” The commissioners, not the
corporation, were responsible for repairing paths and roads, constructing
sewers, cleansing and lighting the streetgnd collecting tolls,as well as having a
share in the waterworks andthe power to levy rates and borrow up to £20,000
for these purposes’l?2 Consequently, there was a reliance upon the established
OCi T A EAITEI EAOCS 1T &£ OEA O1 x1 O1 AOEACA OE
civic purpose.
As Trevor Fawcett hasshown, it was often left to graups 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’13 In the first half of the 19th-century OE A 3 000 O OBeért x AOA
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 liberafadical power and influence, in
had social and cultural influence in thel8th-century only confirmed their

importance as they represented civic stability and continuity at a time of great

709 Kusamitsu, 74.
710 |bid, 76.

711 Standen, 161
712 | bid.

713 Fawcett, 85.

14%1 1 ET O

h Owl EOA PAOOI T ACAS8O
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change for the town’15 In this respect, t 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 improveéhe town and raise civic

pride, invoking the old town culture as the foundation for the social, material and

cultural development of the new town. Wrighh AO DBAOO 1T £ OEA 1 AC
18th-century EEOOT OUh [ EEA OEA |, ddded ésbpart of O $A0
$ A O A U p@sertdakidn 45 a town with cultural continuity and stability even as

it underwent rapid change and expansion.

OME EXHIBITION REFLECTEEGREAT CREDIT ON THEOWND THE CIVIC

COMMEMORATION OF THEXHIBITION

The success of the e BEAEOET T h xEEAE xAO AAI MAOAOGAA
reflecingOCOAAO AOAAEO 11 OEA Oi x16h 1 AAT O OE,
pride as it demonstrated$ AOAUS8 O AOI OO0OAIT OOAT AET C AT/
provincial towns and cities’16 Consequatly, it promoted and became part of

I'TAAT T UOGETTTcuUh ATIT 1T AT T OAOCAA AO A 1 AT AI /
civic history. 1I00 AT i 1T Ai T OAGETT AO $AOAUBO ETEOE
exhibition culture is embodied in the print, whichhad an integrd role in ensuring

OEAO pyow OAT AET AA xEOEET $AOAUBO AdI 660
OEA O x1 & ecomshovdthe@xhidition fostered civic pride through the

exhibits on displayand how it usedthe 18th-century history of the town to ceate

A PAT OEATT T &# 11TAAl EECOOAO AT A A DPOAOGO
importance as a cultural and scientific centreproviding 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 the18th-centuryh A OOAOOAA OEA
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 Philosopherdpr more on the cultural and civic role of these local figures in
the long 18 century, particularly the circles around the Derby Philosophical Society.

7.
154



ChapterFour: 1839

their discoveries, and influenced the relative positions of the whole human
O A AAT8u&s the print was, and remains, an important medium through which

the exhibition was memorialised.

OET O A AA OOACAOAAA AOG A Pi AAGET ¢ AOGEAAT /
of the public liberality, and of an important era in the history of this our valuable

ET OOE®Q G 1/8880A0EDOEBT DAOORBA @i ROIAD OAAT T O
intended to act as a material, and thus a lasting, record of the exhibition. The
AEODPI AU T £ 2AUT A060O T OEGBIEAI - AGKAEIEQ O&I |
further suggests that it was intended to be commemoratie, documenting an

Ei DT OOAT O AOGAT O ET OEA™WThisCaBdnpledthat thel A OT x
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
First Exhibition, particularly as cheaper monochrome impressions were
published as well as the haneoloured lithograph. The nscription on

monochrome impressions of the print now at Calke Abbeyand Derby Museum

AT A 100 ' All AOUh OAAAO 041 OEA O0AOGOIT o0
Mechanics Institute. This plate is with permission inscribed by their most humble
servant Robe® O - 1T OA1 AUh b OAI[FYOH. At adhin @ssddidds A OOE

the print with the history of the Derby Institute and suggests the ownership or

ET OT1 OAI AT O T &£ OEA )1 OOEOOOA ET OEA PDPOE
DAOI EOOCEI T 88 4é&dne@ tolthe YubskribtiorE rhisedtd fiind the

publication of the print, in which Joseph Strutt was a significant leader as is
recordedin4 EA $AOCAW -TADERAARUSGOEAO OOEA 1 ATTAO

respected townsman, Joseph Strutt, Esqg., forwarded ¢hipublication 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 Committe®,

19 AOAU - AAEAT E Ka&dlogup bfBOdk) Godflédi i tHebrary, with a list of
paintings and engravings and of the philosophical apparatus, belonging to the Institu{iDerby:
Chadfield and Son, 1851), 580.
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i 01T E£ZEAAT O OOAOAOEDOEIT 18 OAZEI AAOO OEA EE
ET AEOEAOAT AT A AO R Thidh€redtds thd oderldp BelwenET A | C
private and public initiatives in Derby at this time and the involvement othe

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
Al 61 AO -1 O0AT AU xAO AAOET C A céoper@idniE OEAO
apparent in the Cornmarket GA1 1 AOU8 O AAOAIT 1T COA xEEAE |
books,Sketches of Derbyshire Scenet830, andlllustrations of Chatsworth]1831,
for sale’21 This catalogue also lists 8oy Blowing a Bladdeby Wright and a copy
of hs6 EOCEI 8 O 41 i by Pride)suggésiing Ragr@rEaduld have been
AT EIT EAO xEOE 7OECEOG60O x1 OE" 3pon Roteert DAOOA,
-1 OA1 Aus 6 OAOEOAI A1 6h OEA OAT A T ZE£ EEO PO
DEAOOOAG 1 mastle Ay MaynerkP@ @R OA A1l AAI T T OO0OAO
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 fornof 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
OEA OACEIT AO A xEIT1 A8 ) O Al @lincluidilithe T OOOA «
prosperous, landed classes, either as subscribers or through strategic gifts, as
Calke wasthe seat ofSir George Crewe, 8 Baronet and county sheriff at this
time.”24 However, the print was also intended foran institutional audience, the
AGEEAEOGEITT Al i1l EOOAA AOOAOOEI ¢ OEAO OA

8. 08 2A0T A0SO OPI AT AEA AT COAOGET C | e Déibk $AOAU
Mercury,11 March 1840.

721 Gallery of the Fine Arts, Corn Market, Derby. Catalogue of Paintings, Prints, &Dé&ay: R.

Moseley, 1837?), 23.

722 |bid,5 & 8.

723 Catalogue of the whole of the valuable collection of prguints and engravings, oil paintings &c.

&c.,th DOT PAOOU T &£ - O 21 AAOO(DerityOM Behntdse ardSond #8541 1 A AU
3.

24 O4EA EEOOIT OU 1T &£ #AIEA ' AAAUhRd 4EA . AOGEITAI
https://www.nationaltrust.org.uk/calke -abbey/features/the -history-of-calke-abbey.

156



ChapterFour: 1839

DIl OOAOOET T 1 A25Hn8 Andduscdred thak theOnib@ochrome version

was more affordable and aimed at a wider audience and that the print, in general,

was intended as aceletDAOET T 1T £ OEA - AAEATEAOGS )1 OO0E
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 Aye Derby

AGEEAEOET 160 Al i i AiT OAOETT xAOh OEAOAEAE C
DOET 060 AbPbAAI AT A DPOT AOAOEIT T 8

The print was, therefore, an important medium through which knowledge
of the exhibition was dispersed and maintained in Denp, as is evident in its
OAAAPOEIT AO A OEEOOI OEAARAsCI AMdhesdihad £ 1 O
highlighted such representations of exhibitions were an important medium
through which they were historicised and gained significance within cultural
memory.”282 AUT AO6 O DOET O xAO EIT OACOAI O OEA
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 exlbition, which, in its use of a deep blue and gold,
was clearly intended to be decorative and documentari?® Such broadsides were
a common mode of commemoration in Derby at this time, reflecting the thriving
printing business in the town, as is evident inhe similarity of the broadside
printed to mark the opening of the Arboretum[Fig.94].730%1 OEO1 AA A OI Al
the broadside by Chadfield, along with the print, demonstrate the importance

placed on producing a magrial legacy that would outast the exhibition.

It is, therefore, noteworthy that Wright was highly visible within the
commemoration of the exhibition as hispaintings are portrayed as the centre
piece of the exhibition by Rayner. Given the concern to raise civic pride, his
inclusion is unsurprisingA O EA OAT AET AA OEA Ol xwa®s O 11 O

725 Report of the Exhibition Committees.

26 0- 08 2AUT AO6O ObPI AT AEA AT COAOET ¢ 1 me Ddbk $ AOAU
Mercury,11 March 1840.

210$ AOAU - AAEAT E A O BDerpybhdeeverisdrdept. 3@ 9 pip 1 86 A

728 Matheson, 3940.

729 Catdogue (1839), 33.

730 Nixon, 207-208.
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OAAT cT EOAA TAOQGETTAIT T UR AT OCA (AT EIOII
estimable talents powerfully assisted in gaining the attention and forming the

taste of the English public to the due estimaton £ EOO 1 AOE®A OAET |
70ECEO80 AEEAEI EAOEIT xEOE $AOAU OAEOAA (¢
national acclaim and by demonstrating its ability to foster the arts; thus, Wright

AAAAT A PAOO T &£ OEA O1I x1 8680 1 UOénis.iTheCU 1 £
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 thiespect, it
demonstrates the symbolic importance of Wright in Derby as he was

ADPOT POEAOAA AO AOI OOOAI AAPEOAI OEOI OCE

rather than the material presence of his paintings in the town.

CONCLUSION

As this chapter has sought talemonstrate, and as the print memorialisesthe

$ AOAU - AlAdhtdé éxhibidn 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 weregaining

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

discoursesof the time. Wright was therefore,appropriated within these efforts,

AO xAO AEOOOEAO AT ldepictiorEolhis @dridin tte BxhiBitbrty T A 08 O
As Tim Hall hasasserteh OEO EAO 111 ¢ AAAT A poOii

AT 11T AT TOAQGETT &£ O OEA Al PORZEDEAA DADOA

731 Hamilton.
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OEOT OCE EAAAI EOAA nbérbiBMiidghtsérved thi$finctiani32 p ¢ o wh
Displayed alongside a huge range of exhibitemonstrating the cultural wealth

of local collections and the taste of Derbyshire citizenshe natural riches of the

region, and the notable history of the town, particularly its progress and
AAEEAOGAI A1 0O ET OAEAT AA AT A ET AOOOOUR 7
xEEAE OEA Oi x1 60 DPOAOOEGCEI OO EAOEOACA Al
notable Derby figures in his portraits z contributing to the creation of a local

pantheon z Wright was framed as oneof the eminent sons of the town through

his work and the inclusion of a portraitof him) T OEEO OAODPAAO 7 O0OEC
acclaim became secondary to kilocalism, elevating OEA OT x1 80 DHOAOC
AAIT1T OOOAOET ¢ $AOAUBO AAEIEOU O 10600000/
EECEI ECEOET @ncolragdmend ofthie dafs, thus supporting and

contributing to the development of a national school of paintig. Wright of Derby

was, therefore, another source of civic pridén an exhibition that was intended

o] OAEOA $AOAUGO DPOT £ZET A AU AAITT OOOAOQE
exhibition culture of the time.

AEA PAET OAOG6 0 EIT A wéntfither tha bein@dtimbly & GE E A E
signof$ AOAUS O AOI OOOAIT A ABEdgbthécante iwevdnGntoOn OE O
the civic culture of the town. Wright became implicated in the ethos of the
- AAEATEAOG )1 OOEOOOEIT OF AAOAAOdud AOAUG |
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. Hewas also appropriated within the middle class efforts being
made in Derby toencourage local pride; create a sense of stability amdntinuity
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 th&8th-century history of the town which,
throughOEA AGEEAEOO AT A OEA OI 1A 1T &£ $AOAUGO

was brought into the present, affirming thetownd @rogression and the firm

4E] (AT h O)I AGAO T £ )1 AOOOOU ET OEA 071 OOET AGOC
Cultural Geographieg, no.46 (1997), 60.
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foundations on whichthe new Derby was being built in the early 19th-century.

In this respect, through the exhibition Wright wasappropriated into the steps

being taken, both through public and private initiatives, to improve tle town

materially and socially through new civic buildings and through providing

rational recreation for the working class, as was embodied in the motivation for

OEA - AAEAT EAOG )1 OOE @mankylof thedellodal cortedkns! OAT O
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 Degb sought to demonstrate its

participation in these dialogues.

9AOh AO OEA A@QEEAEOEITT A1 TOAA ET 3AD
relationship with Derby was only materially evident for a short time. Rather his
place in the exhibition and as part of DOBAUS O | UOET 1 T ¢cU AT A AEC

Ai1TO1T 1 EAAOCAA OEOI OCE 2AUT AOGO DPOET O xEEAI
the lecture hall display. As well as highlighting the importance of the
commemorative culture around the exhibition, this also demonstrtes that in

pow 7OECEOG6O0 EI DT OOAT AA ET $AOAU xAO (
visibility of his paintings in the heart of the town, as they had been at the

exhibition. At this point in the 19th-century 7 OECE 08 O Al T OA AOOIT A
Derby was manifesed through his commemoration at the heart of an exhibition

which wasitself AAT AAOAOAA AO A 1 AT Ai AOE AOGAT O EI
associated and utilised Wright in relation to a broad range of local, and national,

social, political, cultural and naterial concerns.
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OnisaLLO 2 ) ' (HEDER,AYOFWRIGHTS ARTIN

DERBY AND THINATIONALGALLERY 1866-1877

4EA AQGEEAEOEI1T AT OI A 110 PI™OEAI U AA
Anon, 1870
AEEO DPO1T ObBI 1 7 0ECis@§ansetdihedisplap\adhisAvbrE T A A

at the Midland Counties Exhibition held in Derby in 1870the 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 z the Art and Industrial exhibition in 1866, the
Midland Counties exhibition in 1870, and the Fine Arts exhibition in 187%
ET Al OAAA 7 OAsQHe @énGmplies, QuErs) 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 OEAO 7OECEO8O0 11 @B
Experiment on a Bird in an Air Pumf/68, was gifted to the National Gallery. This
was significant as it was the first paintingby the artist to enter a national
collection as, althougha seltportrait had been donated tothe National Portrait
Gallery by William Michael Rossetti in 1858 anthe Portrait Gallery had bought

a portrait of Erasmus Darwin in 1859, these have both sindeeen reattributed,

BO4EA S$AOAUOEEOA | 00 %@EE A E ORitldnth Gouniesh ExBitixiard A O

Drill Hall, Derby, May 1870,(London & Derby: Bemrose & Sons, 1870yn-paginated, extra-
illustrated vol. by Llewellynn Lloyd SimpsonMS 9438, Derby Local Studies library
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ChapterFive: 18661877

£ N A N

EECEI ECEOET ¢ OEA 1 AAE |FE 9Adnd @E30OAs thk OT O1 A

chapter will argue, although theAir Pump was not widely commented upon

| OOOEAA $AOAUh EOO AAAAOOEIT ET OlwadDEA . A
ai AEEEOI ACGETT 1T £ 7TOECEOS60 OOAOOOA AT A A
as it set the standard forDerbyd O 1 AOAO AT I 1 Al T OtArGughH T T &

building its own collection. Thus, this demonstrates thaby the 1860s and 70s
Wright was widely recognised as a famous son of Derbwand frequently
appropriated to demonstrateO E A Odulturkal @apital so that, nationally, there
was little need tostress his claimas a notable figure within the BritishSchool 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.
Jose attention will be paid to the works by Wright on display, their hang, and
their reception, as well as their place in relation @ the other exhibits and the
xEAAO 1T AOOAOEOAO 10 OEAI A0 T £ OEA AQGEEAE
within the cultural, material and social development of Derby at each moment
will be explored, particularly in respect to the development of Derbws a railway
centre in 1866,0EA O1T x1 860 OOA | £ AGEEAEOEI T O Ol
compete with other provincial towns and cities in 187Qand 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 wasimplicated in different narratives at
each moment according to the agenda of the exhibition and the local, regional and
national concerns ineach instance! AAEOET T AT 1 Uh AO 7O0OECEOS
each exhibition was different, with he number of paintings includedsteadily
decreasing, consideration will also be given to the cumulative effect of these
exhibitions in shaping and expressinghe A O O Eefatibdstip with Derby. In
doing this, as in ChapterFour, 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, ginting 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 exhibitions1866 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 th&ir Pumpinto the

National Galkry, its early institutional history, and its role in shaping the
understanding of Wright and his place in British art history in the mid19th-

century8 0O OEAET ¢ A Al 01 OAOPT ET O OI 7O0OECEDO
muted reception of this painting, wil be used to highlightthat 7 OE CE 08 O
incorporationinto $ AOAUS6 O AEOEA AOI OOOA 1T AAA EEIT I

option.

This chapter will aim to show that by the 1860s and 70s the relationship
between Wright and Derby was well established and recogged within the
DAET OAOG6 O Whilstl ik éathxextdbition 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 DeAUG O COT xET ¢ AQGEEAEOEITT AOI OOOA
considerable acclaim, he was a figure that was frequently drawn upon to
Ai1TO01T1 EAAOA AT A AZEEEOI AEOEA DOEAA8 4EO
seemingly overlooked position withinthe national art world cannot be ascribed
simply to neglect. Rather, it will be proposd that as the painter was increasingly
I AEA Al AEi O 1TTAATT U AT A ET OAOxT OAT ET Ol
for him to be championed as a national artist nor was therthe 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.

OME GREAT FEATURE OFHE EXHIBITION YRIGHT AT THEART AND

INDUSTRIALEXHIBITION 1866
(AT A ET OEA #1071 w%wdAEAT CAh OEA AEOOO AQE

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 year3> This week long
exEEAEOEITh xEEAE xAO AOOOEAOOAA &A OAOU
OECI EEXAEAAT O AO TTA 1T £ OEA | AGhccAnuBAEODIT A
Including 60 oil paintings and watercolours by the artist, the exhibition was

O O b A A E £E Adholattetipt wHat®ds nok Hitherto been done; to get as good

a collection as possible of the works of the celebrated Wright of Derby, Derby

AEET Ah $ A O ATFroh G&4a0,dhéref@e) Bidie was a concern to use

Wright to bolster civic pride andbuild 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 colléons of Derby Museum and Art
Gallery and the Derby Local Studies LibrarjFig.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 exhibitior’38 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 atirector of
Bemrose and Sonsalso 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 remembere@ Consequently,
whilst the details of the print z its scoll-work, elaborate fonts, and the frame of
the neo-gothic triptych z suggest it was intended to be decorative rather than
documentary, the print will be a springboard for discussing the exhibitiorand its
role in the cultural and civic life of Derby.

TEOT OCE OEA bDPOET Oh 7O0ECEO8O0 bPIi AAA xEO

x oA N P PPN s oA =z z A~

made clear; aselbl OOOAEO AU OEA AOOEOOHh 1 AT O AU

04 EA &ET A | OrheDeftyMeeukyEOMEDbErA€66.

BO4EA , EOAEOOAE #E OOAE®OBerby Mekcr2AAugud) CB6BLBEEAEOET T h
738 Neither Derby Museum and Art Gallery or Derbj,ocal 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. BemroseThe House of Berose 18261926 (Derby: The Bemrose Press, 1926), 55.
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grandson, is depicted in the centre of the back wall above the lijEig. 98 and

99]. As in the earier MAEAT EAO6 ) 1 OOE Odldpikdthk tecoA EOET T |
hang exemplified in the Royal Aademy exhibitionsz it would, therefore, have

AAAT xEAAT U OAAT CI -po@riithoccpieditie b@spasiech®@® O OA 1
the wall.740 This visually demonstratedthe valueof7 OECE 08 O AOO AT A OE
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
70ECEOB0O DI OOOAEO 1 £ ledtbAMrOGuizonOabpAitidgl OA A E
almost double the size of the selportrait [Fig.100]. This painting, along with
70ECEO80 PiI OOOAEO 1T &£ O6-00 #EAOI AOG (0600 A
Vesuvius from the shore of Posilipmiso lent by Cadeis identifiable in the print

andall aredepicted in prominent positions on the back wal[Fig.101 and 102].741

7 OE C E O-8niinenerOidunderscored by the four pictures clearly
depicted, whilst the remaining paintings are represented suggestively, without
specificty. 4 EEO OA &£l AAOO 70ECEOG60 bPI AAA xEOEEI
indicating that the painter was recognised as one of the principahttractions of
the display’42 In both the exhibition and its memorialisation through the print,
there was a concek OT OOOAOO OEA Ei i OOAT AA AOOAA
leading artist.

As The Derby Mercunhighlighted, the walls of the exhibition were filled
xEOE OOPAAEI AT O EQEI0C OEASADAABOT IEE7AOAR |
Cattermole, Morland, GJ. Smith, W. Gadsby, Prout, David Cox, Barrett, Sydney
#1 1 PAOh AT A A EIT OO i7#whilst Wright is ddarly belBd 1 T OO |
ranked as first among these, this also reflects the importance placed upon
displaying the work of local artists. For exam@, JamesEy@ O A ££E1 EAOET 1
town had dready beenestablished in 1839, therefore, the display ohine of his

paintings in 1866 continued his commemorationas an importart local artist as

0371 EETh O4EEO ' OAAO - A0OOho ¢38

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. Jamés {©orn Exchange, Derby, opened
from September 25, 186@erby: Bemrose and Sons, 1866), 101.

72 T AxAT 1 UT T *AxE O Ohe ArtJoutnEED ENOverhbat 1858) 3820 h &

wO4EA &ET A 1| 00 Al A Thd DhrByderouEI0iSeptedieB&aE OE T 1 h 6
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his description asO % U OA R 1T £ $ A OA uhderséies.*dAcditionall, OAT I CO
the catalogue lists works by Louise Rayner, daughter of Samu®ayner,
highlighting the /A | E dngbih@ relationship with the town and the links

between exhibitions in Derby; John Haslem, the successful enamel painter; and

RichardMagt T T T AT T h AT T OEAO AAAAAOGAAR 11T AAl DA
I £ $ ARyAQ3]J5745 This is reinforced by the list of artists that Gelong to
$AOAUOEEOA AU AEOOENh 1 AOOEACAhexplddly 1 1T1T C
promoting the relationship of the 80 artists listed with Derby.”46 JamesWard is
representative of this EEO AAOAOEDOEIT AO O!'1 11T EIT AI

Ei DIl EAO $AOAUGO EEGCE OOAOOO OEOI OCE OEA
limited time he actually spent in the region’4” The inclusion of fivecopies after
70ECEO80 x1 OE AU ' AT OCA 31 EOEh A OAOGEAAI
granddaughter, Miss Chappell, highlights that hevas embedded and celebrated
xEOEET OEA O1 x1 60 A @& T6eleghibition bf EheBhaul ftitkA A OO
Wright used demonstrates his commemoration through artefacts of his lifeas

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 Rubensz although attribution s are not certainz suggesting the
continuing taste for this art amongst the Derbyshire gentry and the stability of
local collections as thes@aintings remainedwithin the region.”50 The exhibition
was primarily a display of paintings by British artists of the 18 and 19th-
century, although a few works by Peter Lely and Godfrey Kneller were also
included.”! As the list given inThe Derby Mercurghows, the exhibition included
the works of notable British painters like Maland, Stubbs, Wilson and
" AET OAT Ol OCEh 7O0ECEOG Q as/ell bDthe yAuindeOAT BT O

744 Official Catalogue4-20.

745 |bid.

746 |bid, 21-23.

747 Official Catalogue23; Fineran,) 1 1 OOOOAOAA 7EI 80 7EI
748 Official Catalogue4-11.

749 |bid, 20a.

750 |bid, 4-20.

751 |bid.
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generation of artists like David Cox and Sir Thomas Lawrené&. Consequently,
as wdl as reflecting the prestigeof the national school at this timewhich was
widely understood to have begurnwith the 18th-century, the exhibition z by

~ A~ = Z

contributed, and continued to contribute to, the development of British art?>3

4 EA A @E E A E OE lemdnsirateitfie wdahh®i the @gion vas also
expressed through the subjects of the paintings on displain the print three of
the identifiable paintings by Wright are portraits, reflecting the high number of
portraits in the exhibition overall. The 34 potraits in the exhibition reflected
7 OECE OGS O |coddpodrdit@@oti®.I 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 HunB O | efs] uponits
completion it was displayed in Derby Town Hall beforebeing installed at
Markeaton Hallwhere it remained [Fig.104].754 As such, the painting alluded to
$A0AU6 O AQEEAEOEIT EEOOI Ouh EOO AOI OOOAI
Wright through public display and local patronageThus,7 OECEO8 O BDAET O
helped create a gallery of Derbyshire worthies, including many of the local gentry
I EEA OEA 2A0A0CAT A *TET OEAEAOEIT Ch AT A A
encouraging the arts’ss As these paintings were frequently lent by descendants
I £/ OEA OEOOAOh AO EO OEA AAOGA 1T &£ OEA Oo01
E. H. Abney, they also demonstrate the limited circulation of his portraitshe

majority remaining in the collections of local families.

Through including two self-portraits and five portraits believed to be
members of his family7 OECE 08 O OAl AOET 1 OEED xEOE $AO/
AEAOA DPi OEOEITAA 70ECEO AiTT1COBOtonid OAUSO
AAT El UsilentyiiniDerbyshire8 2 EAEAOA 70ECEORor OEA A
example, whose portrait was included, had been a physician, moving in the

middle class circles of the towr{Fig.105].756

752 Official Catalogue4-20.

36 AOCEAT h O%i Cl EOET AOGO 1T £ "OEOEOE ! 00856
754 Nicolson, Joseph Wright185.

755 |bid, 174.

756 Bemrose,Life and Works 3-4.
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Partly due to the inclusion of watercolours, a medium whose historwas
intertwined with topography, a large proportion of the paintings on display
represented landscape subjects. This is, again, consistent witte proportionally
I AOCA 1T O0i ARO T £ 70ECEO080O0 PDAEIT OET ¢cO OEAOD
total 757 This weighting correlated with the desire to celebrate the Btish school
in the exhibition as landscapehad risen to preeminenceas a distinctly British
art, frequently enlisted to expressnational identity.”58 In 1866 it was, lowever,
also appropriated as a source ofocal pride as the range of views of the region,
from) OT T CAOA O1 $1 OAAAI cArhme@ia prespehty, sndiG@A UOE E O
natural riches and beauty’>*Astwoi £ 7 OECEOG6 0O DPAET OET CO AAE
representing®2 1 AEO 1T AADA- A EIRG&EEOE was implicated
in this760l O xEOE OEA Bl OOOAEOOh OEAOA PDAET OE
with Derby through highlighting his local painting practice. 7 OECE 06 O
representation as a landscapistlso implied that he was one of the foundersof
this school, alongside artists like Richard Wilson. Adtbonally, the identity of the
lenders suggestthat one of the reasons for the celebration of the regional
landscape wastheir 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 region761

Whilst portraits and landscapes formed the largest part ofhe display of
7 OE CE O6i01866] italso demonstrated the diversity of his oeuvre. The
catalogue alludes to this by describinf EI AO A OPAET OAO 1 £ bl
AT A EEOR BAAEABOAOIBTI ¢ OEA OATCA T &£ 70ECE
AO1 £AET1 1 AA EOO ETORATAEINITA KD E QA Oisde@dyAA OICH Ot
AbOAOGOGET ¢ OEA 11 AAl OAT OEIi ATO OEAO EA

757 Official Catalogue4-20.
758 Daniels,Fields of Vision5-8.
759 Official Catalogue4-20.

760 |bidl, 8 & 11. )
w178 78 71 OOEh O* AxEOOh , 1 AxAT1TUTT &ObdibdnaEAE 7EI I
I £ . AOETTAI "ET COAPEUh OAO8 - AOGCAOAO /46 3011 EOAI

http://www.oxforddnb.com/view/article/14813.
762 Official Catalogue?3.
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DOl GO OEAOI T OAh $AOAUGO AAEI EOU O OAD(
the ongoing relationship between the painter and place sit highlighted the
continued interest in, and patronage of his art,n the town, particularly as the
lendersin 1866 were predominantly from the local area or surrounding counties

[see Appendix Twaq.

It is notable that in representing the artist his setimental or literary
paintings are overlookedA OAT OET OCE OEAOA xAOA OE@ 11

N A N s oA

| OECET 1T &£ 01 OOOAEO O0AET OET ¢cé AT A O- AOCAO
A A1 I"6AThéy were ignored in the presson the exhibition. Additionally,
a OET OCE OZEOA AZEEAAOO8 xAOA 11 O0AA AO A

were only four paintings of this type in the exhibition, including thevVesuviudent

by Thomas Charles Cade whichasalso exhibited in 1839 reiterating the limited

circulatiir T T £ 7O0OECE08 0O PAET OET con A O, ECEOEIT O

AU 38 (AT AEI AU -AO0iTTn ATA Ox1 1T &£ 7TOECEQOH

O&AOOEAOB8O 3EI P& 1 Al spéktively'[Aigiloless AT A 18 " O,
Whereasthe exhibition included nearly 500 pictures the other exhibits

consistedof 20 casesmostly displaying porcelain, and an industrial department

represented by only nine exhibits.”66 Whilst the ceramics,which included pieces

of ChelseaDerby, Old Derby Chinaand Wedgwoodware, were another meansof

demonstrating the cultural wealth of the town, attributing it with national

prestige asaproducer of luxury goodsandobjetsA 8 Ah@ iddustrial department

seemslimited. 767 Despitethe hopethat the exhibition might O O O E 1in@d OAOGAI 8

win many an idle man from equivocal ® O O O @sEirdl@sGial exhibits did not

correspond with local manufactures seemingartisanal rather than industrial as

they included an inlaid table and a © 2 E &dfviedB A A O A& Ré&sivAdigto

04 EA &ET A | OmheDestyMeieukyFOCDEDbEr 1 E66.

764 Official Caalogue,4-20.

765 |bid.

766 |bid.

767 See for example: Alfred Wallis and William Bemrose, Juilhe Pottery & Porcelain of

Derbyshire: A sketch of the history of fictile art in the coun2yd Edn. (London & Derby: Bemrose

and Sons, 1870). Published just a feyears after the exhibition this demonstrates the interest in

raising the status of Derby porcelain, stressing the importance of the Nottingham Road factory.

Ol T 100 AT A )1 AOOOOE A IThedp@rByBMREU®/F0 IMarchAB6R)OffciAlIO A U OE E O
Catalogue,28.
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the precedent set by the - A A E A In&i#té® &xhibition in 1839, which was
remembered O 1 T &sA museum than anything A1 QL&6® fwvas intended to
OA 1 A dnhA &rt& 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 I A AE A 6% Fhasg whilst not entirely losing the language of
improvement, the exhibition was less rigorous in regards to its practical and

educativerole.

As the location of the exhibition in the Corn Exchangeon Becket Street
indicates, the exhibition was not the only meansthrough which Derby soughtto
bolster civic pride and its cultural capital. Openingin 1861, the Exchangehad
been designed by Benjamin Wilson Sheffield to be a striking landmark in the
town [Fig.107]. 770 Corresponding with the print& representation of the
exhibition as a sociable event 7 the visitors depicted vary in age and gender,
mixing together asthey talk, study paintings, or observe one another z the Corn
Exchangewas an important venue in the town [Fig.108]. Housing the Palace
Theatre of Varieties and holding family concerts,the Exchangehad a history of
hosting social and cultural events,bringing together the O 1 x kitiz&hs771 This
is underscoredby the opening hours of the exhibition z 11amto 5pm and 7pm to
10pm every day but Friday.’72 Furthermore, it had initially beenhoped that the
exhibition could be held to inaugurate the new Market Hall in 1865, a project

which was delayedleadingto the alternative venue.’73

Asthe triptych on the print shows,the exhibition was directly implicated
in the physical developmentof the town asit was held to raise funds for building
St! T A O LRuickand StJameghe Greater,both in Litchurch [Fig. 109 to 111].
In1866 St! T A O Avasdir@erway, its cornerstone havingbeenlaid in 1864 with
a service marking the occasion[Fig.112].774 St Jamespn the other hand,was not

begununtil 1866 and both projects were stalled, The Derby Mercury reporting

01T 100 AT A )1 AOOOOE A IThedperBylarEu§DMarchAi6® $ AOAUOEEO

770 Craven,Derby,180.

771 |bid, 203-204.

772 Official Cataloguei.

701 00 AT A )1 AOOOOE Albttingharkskird 6 uaiianB1 Maoh 1868.0A U h 6
774 Servie for laying the cometOOT T A T £ 308 11 AOAx60 #EOOAEHR
Derby, by his Grace the Duke of Devonshire, on the Tuesday in Easter Week(D364: W.
Bemrose & Sons, 1864), BA283, Derby Local Studies Library.
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that without additional funds the tower and spire of St! T A O Aveuld Gaveto
be left out and St Jameswould be forced to lose an aisle.””> The history of St
* Al Aadedt€lo this: it was consecratedin December1866 eventhough it was
incomplete; work on the north aisle beganin 1875; and, the intended tower and

spire were never realised [Fig.113].776

Proposedby the Rev.J.E.Clarkand the Rev.A.Olivier, evenat the time an
exhibition was considered O A [ | ith€ @d3t novel modes of attracting public
O O b b177Th@ éxBibition was reported to have been O Ae@slely DAOOT T EUAAS
andit was supplementedby a seriesof concertsthroughout the week and afancy
saleduring the first two daysof its opening.’’8 Thus, whilst the exhibition was a
huge amount of effort for just ax A A Eidp@y, it was deemedO O Asartésstul
though A O E'A V8IS this brevity may have beendue to the scheduling of the
Exchangethe speedofthe A @ E E A Eufh& duhddm@s symptomatic of the pace

of construction and cultural ambition of the era.

The purpose of the exhibition represents part of the Anglicanresponseto
fears that the Church of England was losing ground in the county, with an
increasingproportion of the population attending non-conformist services’80 As
one report into Derbyshire churches highlighted, the county town was
particularly lacking, afinding that was met by an increasein church-building of
all denominations during the mid to late-19th-century.’81 Whilst still struggling
to keep apaceof the growing population, StAndrews and St Jameswere just two

of 26 placesof worship establishedin the secondhalf of the 19th-century.782

O4EA QEDAEDOOAEAOS | BEDeky MedOy2omgu ASBOET T ho
7030 * Al AO8 O # ET@edDehMercty) HE BARAAAAAO pyooen 030 *A

mO4EA &EIA 1| 00 Al A TneDéfyMEcyfolSeptomieEl8eb.OET T ho
mO4EA &ET A | OMODeth@MdEAGOLETAHAAO pyoon O! AOAOOEOAI

mO4EA &ET A | OmhdDeny@Zntete ukyFOGDEIDbEr 1 E66.

780 Bedkett, 212-214.

781 Goodeve MabbsThe 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 fronfic&l records and authoritative returns(London:
Bemrose and Sons, 1876), 33; Hey, 425.

782 Mabbs, 81.
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Both churcheswere built in Litchurch reflecting the population growth
and physical expansion of the town as it became a major railway centre.
Following the amalgamationof the three railway companiesin Derbyin 1844 to
form the Midland Railway the company continued to expand, adding lines to
Londonin 1868, Swansean 1874, and Scotlandby 1875.783 By 1876 the Midland
Railway works covered 128 acresbetween London Roadand OsmastonRoad?84
Thus, it increased $ A O Aitdgbi€ance and situated it within a national, and
increasingly international, network of communication and travel. This was
stressed in contemporary guidebooks like " 1 A A&ufisOGuideto Derbyshire
which noted the transport links between Derby and London and the mileageto
other provincial cities including Birmingham, Manchesterand Edinburgh.”8> The
openingof the Northern Railwayin Friar Gatein 1870 extendedthe O 1 x teéch
further, consolidating$ A O Astabis@sa railway centre.86 This growth, both in
the physical and symbolic presenceof the railway, had a considerable impact
upon the town as it extended southwards, Litchurch and the rest of OOAET x AU
$ A O Adtdming incorporated into the borough in 1877, thus increasing the
limits of the town from 1,793 to 3,445 acres’®’ 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 meetthe needs of the population.788

The magnitude of these changesis conveyed by the Derbyshire-born,

SpencerTimothy Hall who observedin 1863 that:789

Derby even theg and it is scarcely thirty years agpwas very different
from Derby now, containig much less than half its present number of

inhabitants. No Arboretum for the living, nor General Cemetery for the

783 Hey, 401; CravenDerby,154.

784 Nixon, 167.

785 | lewellynn Jewitt,ed.!’ 1 AAEG O 41 OOEOOGB0O ' OEAA O $AOAUOEEOA
mansins (Edinburgh: Adam and Charles Black, 1865), 131.

786 | ord, 82.

787 Beckett, 228.

788 Hey, 391.

mo T OATT " TTAxETHh O(AI] hp BOAGRAO/ @A OOEBEAPHIWpAO
Biography, rev. Stephanie L. Barczewski, last modified 2004, accessed 17 AugR8i6,
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 Waghi OOA 08 4EA |1 EI A
Osmaston O AO 1 1TTAIU AO EG 11 x OEA TEIA A
In listing the many material changes to the town, Hall illustrates that by the mid
to late-19th-century Derby was a very different placeThe railway had stimulated
the regions industries through presenting divesification opportunities, opening
new markets, and providing cheaper, easier transportation of goods and
materials, raising the towns profile and prosperity’! It had also introduced
engineering to the region, Derby rapidly becomingmimportant and prosperous
centre having begun producing locomotives in 185¥92 In turn, this rapid
AgPpAT OETT 1T &£ ET AOOOOU AOOOAAOAA 11 0A xIcC
from 272,202 to 621,636 between 1841 and 19012 The railway was, therefore,
pivotal to the developmentof the town, shifting its entire axis towards the south

where the works were located and where other industries began teelocate.”94

The exhibition was also linked with the Midland Railway Company
welfare-minded than the early factory owners in Derby, like the Strutts, and
legally-restricted as to the initiatives it undertook,as George Réll has argued, it
did practice a form of liberal paternalism which produced a distinctive wic
realm, encouraging identification with the company9 Consequently, its support
of the church construction, and through thighe 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
AT T AAEOGAA AO OAlT %@QEEAEOEITT OEAO xI Ol A Al

the same vein, Llewellynn Jewitt, a regular contributor to theArt Journal

790 Dr Spencer T. HallDays in DerbyshirgLondon: Simpkin, Marshall, & Co.; Derby: Richard
Keene, 1863), 21.

791 Beckett, 189, 228 & 265; Standen, 336; Hey, 406; Nixon 157.

792 Beckett, 274; Hey401.

793 Hey, 389.

794 Beckett, 228.

O04EA , EOAEOOAE #EOOAE

962 AOET 1 h
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AOOAOOET ¢ OEAO OEA AQEEQEDNE &I Hhidddosm AAOO
apparentin4 EA $ ACAW -OR®AOOUDEOAA UAAOO 1T AOGAO
fact that Derbyshire not only possessed many art treasures, but owners patriotic

enough to lend the same for the pleasure and instruction of their négA T G® 08 &

- AT T OEAT EOAA AO OOEA COAWMNt kAt 1T £ (
important role; his relationship with the town was stressed as he was
OAPOAOAT OAA AO A EAIT OO0 O11 emienthdBtanAUR AAI
and cultural offer at a time when it was rapidly growing andindustrialising .79°

Jewitt hoped OEAO puywoe xAO OTT1 U OEA A& OAOOTT A«
AdOAT OEOA AOOAI Al ACA 1T mopAET OET ¢O AU OEA

O CRIGHT OFDERBYY AB MIGHT HAVE BEEANTICIPATEDIS CONSPICOGS(,

THE ARTIST AT THMIDLAND COUNTIESEXHIBITION 1870

Despite the callsin 1866 for an annual exhibition to be established, the next
exhibition in the town did not open until 5 May 1870ET $AOQOAU8.® $ OEI I
Whilst raising civic pride was a common concermof all the exhibitions in Derby
during the 19th-century, in 1870 thishad an outward focus As is apparent in its
name, the Midland Counties Exbition 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 Nottinghamz which
staged the Midland Counties Exhibition of Fine and Indstrial Art in 1872 7
underscoresthe correlation between exhibitions and their appropriation within
civic competition.892 Thus, theambitions of 1870 built upon those of 1866, as did

its scope; open for six monthst displayed hundreds of exhibits ranging from the

WO T 100 AT A )1 AOOOOE AITheperiyBbEudiMbrchE6RWEH OA UOE E O
O+ AxEOOSN , 1 AxAl | UT 1 The Atddubdabn (Dérandeér 3B6) 318/E $AOAUR b
%01 00 O )1 AGOOOEAI %D Dekty Bdidut24 FEbrGary 486D A U OE E OA R 6

99 AxEOOR O7OECEO |1 & $AOAUS .1 OAi AAO pywooQh ocucs
8004 EA &ET A BIOthéDehyg M&dd / AOT AAO puyoen *AxEOOHh O
(December 1866), 378.

0104 EA &ET A | OrbeDefmMeteukyE Ocfobel 1866.

802 Committee Minute Book 10 November 187% 26 February 1875, Misc. 4, CA CM 60/4, p.19

48. Nottinghamsire 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 prominentfewer of his paintings

were included and he receivd less noticein the press

It is noteworthy that the exhibition is the most well documented of
$ A O A19tG-Eentury 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 exhibiton was compiled by Llewellynn Lloyd Simpsonin an
extra-illustrated volume that includes the official catalogue for the exhibibn, a
companion guide, the programme for the opening ceremonthe pamphletO/ x A
AT T U 4xEQOAEAOG O 6 E Oguide tdthedisiory ofdhk Qottén@ E A E OE ¢
and porcelain of Derbyshire, and severalewspaper cuttings, now in Derby Local
Studies Library [Fig.115].8% It also includes a number of reproductions of
70ECEOB80 xI1 OEh ET OAOEI] piptessiongl ktdgnaphs, EEAE A
and not taken in the exhibition; in the photograph ofThe Orreryfor example the
title can be partially seen along the bottom edge and there is aded stamp on it
readng ®$ AOAU 2EAEAOA + A Aptolfiié &nd gohe@h@0dall C  Of
photographer whose career spanned the second half of thd&9th-century
[Fig.116].80s 4 EEO AOOAT OET1T O 70ECEOB80O xI OE E
SEIi POIT xAO 1T1TA T-ganddénd DAET OAO60O0 COAAO

(T xAOGAOh OEAOA PEIT Giwqiislaton réhkmia O 7 OE (
in situ, even though photographs of the display itselfare included These
photographs, which vary in size, appear to be more amateur in their execution
with areas of over exposure or lack of focus suggestintpey were private
mementos [Fig.117]. Nevertheless, they do have a sense aftistry in their
composition z often with a sense of symmetry and balancgas 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 pating to the left is the focal point, the

doorway to the right providing a sense of balance and recessigjfrig.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+ A AT A § @erByAThd\Boeedon Books Publishing Company, 1993), 11.
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Similarly the comparison offigures 164 and 165 shows that the photograph
echoes the print compositionally, suggesting theoverlap between different
modes of commemoration and the concern to represent the extition

aesthetically, conveyinga sense ofts variety, scale and visual impact.

As is apparent in the photographs, the Midland CountieSxhibition was
installed on a grand scaleits walls lined frame-to-frame with paintings, display
AAOAOG AOAiI T AA xEOE AAOAI EAO AT A T OEAO T A
with glass cabinets, freestanding sculptures andvases [Fig119 and 120]. More
precisely, the cataloguelocumentsthat there were approximately 750 paintings
on display, 40 exhibits classed as antiquities; musical instruments; numerous
EOQAI O 1T £ Agi OEAA ; ¢ades dd mileralOspdcitadngbionzes,] OO0 8
models, venetian glassescases of industrial exhibits and working models cases
of bijouterie and plate, gold and silver plates, English porcelain, and chirf@ The
array of objects waswide-OAT CET ¢ AT A 1 61 Aol 66h A&OT T A

sword made of Chinese coins

The exhibition was primarily organised around three principal spaces on
the ground floor z the central and largest onalisplayed most of the paintings and
cabinets of china, platesilverware and jewellery; the south avenue consisteaf
the lace and industrial departments; and the north avenueontained 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 musicalmodels [Fig121].897 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; photo®@ ABDE OT T I N dfalidg galldyd OA OO 6
antiquities; and, notably, the portrait gallery808 Additionally, the exhibits within
each categoryhad a loosely chronological arrangementvhich may have been

inspired by recent innovations, like the displays at thélanchester Art Treasures

s6- EAT AT A #1 O1 OEAO wGEEAEOEIT 18 #AOAI T GCOAS8
807 |bid, 2.
808 |bid, 4.
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exhibition where a chronological hang had created aisual history of art,

conveyinga sense of continuity and rationality8%® The display orderwas also a

means through which the wealth and scale of the exhibition could be shown,eh
chronological hang and range of exhibitanaterially asserting the resources

available in Derby and its ability to gather together an aléncompassing selection

I £ OEA xI OIOAOARA OORAARA @8 O $AOAUGO AOI 600/
this brought is apparentinthe3 O A1 AwklthatOx EAT ) ODPAAE 1 £ ¢
Midland Exhibition, | must add that it is an illustration, not of the Midland alone,

but of most couwntries and centuriesd10

In this respect, it is noteworthy that inseeking to demongrate the townd O
foremost position culturally, the Midland Counties exhibitioncelebrated the
particularities of Derby in its display, building upon the example of 1868ndeed,
at the opening ceremony the Duke of Devonshire expressed the opinion that the
OAEEAZL ET OAOAOO 1T £# OEA AQEEAEOEIT 18 EAO E
Representative of this many ofthe exhibits were connected to Derbyshire, as in
the industrial department, which included exhibits ranging from a model brick
making machire to a case of soapnd, significantly, objects produced by local
manufacturers or related to local businesse$!?2 Underscoring this z and
contributing to the material culture around the exhibition z there was also a
jacquard ribbon loom weaving bookmarks WOE A OEAx T &£ '11 3AEIT
could be boughtby 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 ofiie River Derwent
£ OTA TAAO $AOAUh EECB4Y ECEOET ¢ OEA O x1 6
The local emphasis was, however, most apparent in the display of
Derbyshire minerals and manufacturesx EEAE ET Al OAAA O1 AGEO!

fossils from Derbyshire limestone, demonstratingthe natural riches of the

809 Pergam, 51 & 63.

80 04 EA - EAl Al AStabogré & AueeDIBT0] ihMidland Counties Exhibition, extra-
illustrated vol.

810/ PAT EH A1 %QDE E A BNOtingHamshi® G$adliénd3 ey 1870.

s2. EA] AT A #1 01 OEAO WWEEAEOEI 18 #AOAI 1T COAR
813 |bid, 60.

814 |bid, 94.
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region; the china exhibits] AOAAA AO OA 1 AOCAO Al 11 AAQEI]
AGAO AOT OGCEO Quis@idng BA®I Abbiaicdadulfactures, the

progress of local industries, and its trade in luxury itemsand in the portrait

CAI 1 AOU xEEAE xAO ODPOEIT AEaphdtly treatingla $ AOAU
pantheon of notable figures[Fig.124].815 Colonel Wilmot, chairman of the

exhibition, upon its closure observedOEA AT 11 AAOEOA AEAAI ET C
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 thefar

the public good@16

The exhibition included more Old Mastersthan 1866 z the photographs
show paintings of religious subjectsstill lifes and portraits, often in lavish gilt
framesz reflecting the support the exhibition received from the local aristocracy
and gentry as both lenders and subscriberfFig.125 and 126.817 Other views
show the paintings to be displayd in simpler frames, with white mounts,
highlighting the distinction made according to medium andbetween modern
paintings and Old MastergFig.127]. Yet, within this it is notable that amongst the
artists who had works on display manywere local painters already familiar
through earlier exhibitions, such as James Ward, George Smith of Derby, Samuel
Rayner, Louise Rayner, James Eyre and Octavius OaRléyAdditionally, as is
apparent in the photographs there were a largsnumber of landscapes in the
exhibition, many of which depicted local scenery; the display included such
paintings as®ligh Tor, Matlocléby George Vawser and &iew near Dale Abbe§
by James Stephefsresley [Fig128 and 129].819

7 OECEOG6 O includddEin a display seeking to elevate Derbyand
$ AOCAUOEEOA AT Ah OEOI (edninéneckithim thdregioke i OEA
4EA 1T1TAAl AOOGEOOO culkd ivdalth GvdilstGHe ApainindsOA UG O
referred to $ A O A U Orfatiira) Be@udy, the significance of local history and the

85- EAT AT A #1 01 OEAO %D BEMIGOEtiedMan, A#Guidefahd Cpdphrtion to
the Midland Counties Exhilion, Drill Hall, Derby, 1870. Being a familiar description of the principal
works of art exhibited thergDerby: Richard Keene, 1870), 32 & 42.

s60#1 1 OET ¢ 1 £ Th&Derbysiiedyd Hodmber 1870.

87- EAT AT A #1 O1 OEAO %WIEEAEOET T 8 #AOAI T COAR

818 |bid, 7-39.

819 |bid.
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generosity oflocal lenders. 4 EEO xAO Al 1 OAAA O ET OEA ¢
OEAOA xAO A OCi T A AT11AAGEIT 1T &£ PEAOOOA
7 O E @% ABough not as well represented as in 1866, there wer still 39 oil
paintings by Wright displayed hroughout the portrait gallery and the main hall
alongside both modern works and Old Master&! The representation of Wright
demonstrates the connections made between exhibitions as the comprehensive
display of his work four years earlier may have made anber exhibition
focussing upon his work seem repetitive and unnecessary.The exhibition
committee is particularly pertinent in this respect demonstrating the continuity
between exhibitions z William Bemrose, Richard Keene, and Llewellynn Jewitt
were all members of the 1866 and 1870 exhibition committees and Bemrose was
alsoinvolved in the 1877 committee. There was, therefore, an importarégmall,
predominantly middle class group in Derbynitiating and realising exhibitions.822
Additionally, the two exhibitions included some of the same works, notably the
Pickford Childrenand seltportrait that are so prominent in the print of 1866.823
It is unsurprising therefore that the Nottinghamshire Guardiancould comment
OEAO OO70EGEO 1 £ $ AOAidipated, i& Conspididu& @Gnd E A O A
AAOGAOOGAO®EEO DI AAAGS

AgainEO xAO OEOI OCE 70OEGCEOG60 OOAEAAOO OF
ADDPOT POEAOAA AO AOEAAT AKor &arple, pot@d UG O B C
represented almost half of the works by the artist omlisplay and formed the bulk
of the portrait gallery, the guide to the exhibition noting that it consisted
OPOET AEPAI T U T £ $AOAUOEEOA 71 OOEE®Oh A C
They includedA OAT CA T £ BT OOOAEOO A&AOI igHMAEA 91 ¢
AT A 3AOAE 71T1TA T &£ 3xAT xEAEh AATIT71 OOOAOQET ¢
amongst the Derbyshire gentry, to his portrait of Old John, head waiter at the
+ET C6 0 ( A A-Rnowhiodal charastek[Fid. 130 and 131].826 The display

8200/ PATET ¢ 1T £ Al w@hrnghamsbikeiGlardiar)3 Mafk TBAU h 6

1. EA]T AT A #1 01 OEAO WBBEEAEOEI 18 #AOAI T CcOANR
822 Official Catalogue3;- EAT AT A #1 O1 OEAO %BGEEAEOQOEI 18 #AO0AI 1T COA
823. EAT AT A #1 01 OEAO eBBEPAEOETI 18 #AOAI T CO

204 EA - EAL AT A

825 Committee-Man, 32.

s26. EAT AT A #1 O1

>

O

EAO »B&EBAEOCEI T8 #AOAIT COAR
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of Derby worthies also included Wright and members of his famil§2” As the

DAET OET CO 1T &£ 70ECEO AT A EEO EAIEI U xAO/
including Thomas Charles Cade who had also lent to the 1866 exhibition, Miss

Cade, his sister, and Sarah Louisa Cade,@®AO 1 £ 4EI I AOGd OEOOAO
OEA AEOOOEAOQOOEIT 1T &£ 7O0OEGCEOGO antl @& AlT1C
continued involvement in sustaining his reputation within his hometown [see

Appendix Two].

The remaining paintings by Wright represented the beadth of his oeuvre
including one of hisOlacksmith Shop®& 1 AT O AU !'8 " OAEAT Al
6 E OC E | 18nDby Missl Skutt[Fig.132].828 The Orrerylent by Francis Wright,
xAO 1 AGAAA AO OITA 1T £ OEEO COAAOGan®AET OAC
OEAAA EO OAT AAOAA Eno dokbirefleting theladeesSiondfA O £A A «
the Ar Pumpel 01 OEA . AOGETTAI " Al 1 AOU60 Ail1 AAC
of this chapter [Fig.133].829 The ownership of The Orreryby Francis Wright
highlights the business networks within the Midlands and the culture of private
initiatives. 830 Originally purchased by Washington Shirley, 8 Earl of Ferrers, for
£210, Francis Wright bought the painting in 1851 from Messrs. Woollatt & Co.,
Cabinet Makers in Derbyfor £50 after the painting did not raise theexpected200
guineas by subscriptiondespite its display at the premises of the company on St
Peters Street in Derby[Fig.134]8317 EQOEET 7OECEO6 O EThé AOT x1 |
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- EA1T AT A #1 O1 OEAO WBABEEAEOEI T8 #AOAI T COAnR

828 |bid.

829 Committee-Man, 21.

80Francisd O ET OAOAOOO xAOA 110 1EIi EOCAA OI AiT11AAOQET ¢
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 ¢ {parapet of his manor

made clear. His faith inspired his philanthropy which ranged from contributing to Trent College,

OEA $AOAUOEEOA )1 £ZEOiIi AOU AT A OEA AEOOAE AO / Oi AO
identified with every well advised institution which had for its object the elevation of his
AAT 1T xi ATh AT OE OAI EGCET OO0I Uh 11T OAT 1T UR AT A O AEAI I
I £# EEO bDOOOAR AT A OEA 11 O0A AT 001U EAIDP IH £ EEO
Memoriam. Recdéctions of the late Francis Wright, Esq., of Osmaston Manor, Derbyébaey &

London: Bemrose & Sons, 1873), 52].

831 Advertisement for the sale ofThe Orreryby Messrs. Woollatt & Co., 1 December 1851, in

O" Ei COAPEEAAI .1 OAO T hBemioge AuBpRginated FeriiistratedAdl, 7 E1 1 E A
$AOAU - OOAOI AT A 1006 ' Al 1 AOUh EAOAAEOAO-TT OAA
illustrated vol.
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OEAOA xAOA T AT U xET x1 01 A O&ZAAT DPOIT OA Oi
O1l BAOAT T AT AA A @ ARt theftimdloAbuyin the painkirig IFrAN0IS) 6 8
Wright had just movedto the newly built Osmaston Manor, which had been

designed by the local architect, H. I. Steveffsig.135].833 The manorwas lavishly

decorated, Dr Spencer T. Hall descringE O AO OOEAE W®értu;andOEO 1 A

xEAOEAO OACAOAAA xEOEET 10 xEGEThOGh EO E
affirmed by the sale of his collection ilMarch 1884 at the Lecture Hall in Derby
ITA OAPT OOAO AT ii AT OET ¢ OEAO OEO EO 11C

collection is o AOAA &£ O OAI A ET18% JAincibded gaistingsE A1 O
attributed to artists such asLeonardo da Vinci, Fra Bartolomeo, Rubens,
Reynolds, Constableand Turner, as well as marble statuettes and busts, all of

which raised nearly £7000 although the colletion was thought to have been

amassed at the cost of £150,0086

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 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 concert®7” These ceremonies also enlisted
notable figures within the town to endorse the exhibition such asthe Duke of
Devonshire, who gave the opening address, and Colonel Wilm@t relative of
7 OE CE 06 ,OwhoOdelieted @ @losing speech whichcelebrated the high
attendance to the exhibition, the prestige of some of the visitors and their
institutio nal affiliations, its positive reception, and its financial reward$38 As is
apparent from a newspaper ilustration kept by Lloyd Simpson which depicts the

Drill Hall crammed with people,these ceremoniesvere important social events

832 Advertisement for the sale ofThe Orreryby Messrs. Woollatt & Co., 1 December 1851, in

Al O OADABEEANAD  -iluhdedhoh A@OOA

833 Rev. Gerard Smith, edin Memoriam. Recollections of the late Francis Wright, Esq., of Osmaston

Manor, DerbyshirgDerby & London: Bemrose & Sons, 1873), 147.

834 Hall, Days,269.

850, | AAT Thd CRiByAMaitap, 12 March 1884,

83603A1 A 1T £ OEA /| Oi Ad&dtinghamshié Guérdiah El Aarén(1A8a;hFdancis

Al Oi I xT AA O(AAA 1T &£ Al /ITA -A1T8 AU 7O0EGCEOh O
Nottinghamshire Guardian14 March 1884.

870/ PAT ET C | £ AO wodsinghersbiEciGuardianp o - AU pyxmnn O#1 1 OEI
%@ E E A D&t iMeréud/2 November 1870.

838 |bid.
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within Derby, generating a sense of occasion and importance around the
exhibition [Fig.136].

Thevenue ofthe Drill Hall is also significant; situating the exhibition at the
centre of thetown in Newland Street, since its completionn 1869 the building
had had an important so@l function.83® The directors of the Drill Hall Company
expected its use to extend beyond drills for the volunteers, intending that it
OET O1 A 1T ££2AO0 AT 1 DPDPT OOOT EOU 001 EI POI OA «
OEA AOEIT AT A0 OPBAWWISt BiE W EckRaky sai® ivithA O0OS 8
education in mind, the drill hall was also used for public demonstrations and
events such as adisplay of electric light in 1878.841 |ts opening was also
celebrated in this vein as it was inaugurated by a bdlFig.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 offereds
well. In 1870 this was AAET T x1 AACAA O 1T £AFEAO OAAOAT «
exhibionsuchAO EAOA 11 0 AAAT A Zdd t@akcoAnindaie]l AAT A G
such numerous displag.842 In this respect, theDrill Hall was in itself a point of
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and social life could be suctured.843

Whilst earlier in the century the corporation had had limited power,
compounded by the very real power levied by the Derby Improvement
#1 11 EOOETTAOOh A OAOEAO 1T &£ 1ACEOI AGETT C
the time meant the town cauncil gained greater control and became the central
authority in Derby. 844 In 1850 the Improvement Commissioners gaveheir
powers to the corporation; in 1858 the Local Government Act gave Derby Council
powers relating to streets, buildings, smoke and slader 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. N 5
8091 00 O )1 AOOOOEAT  %DHe Bty M&dun4 FEbraary 486 A UOE E OAR 6
841 Craven,Derby,175.

8304 EA - EAl Al AStapogré & AueeDIBT0] ihMidland Counties Exhibition, extra-
illustrated vol.
844 Standen, 168.
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of insanitary property and, in the same year, further legislation mag 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 sanitation84> 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 1860846 By the late 1870s the Piazzas and Rotten
Row had been demolished, transforminghe Market Place; Irongate, St James
Street, and St Petey had been widened; the Strand opened in 1878; and, many

streets were lengthened to meet the need for more housir{érig.138].847

These improvements were also complemented by the construction of new
buildings. As well as thébrill 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 extenled in 1869 and
Michael Thomas Bassdemonstrating a similar philanthropy to Francis Wright,
donated a recreation ground to the town in 1867 to which he added opeair
swimming baths in 1873[Fig.140].849 Whilst the hospital, recreation ground and
baths were easily framed in terms of improvemet) providing medical aid, fresh
air and exercise for the population, all of the building developmentmaterially
expressed the liberalism and moral responsibility of local government in

effecting these changes as well as the progress and prosperity of tiogvn.

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 MercunAT T OEAAOAA EO O DI OOAOO OCOAAOAO
which the country has known since the national collection in Leeds Infirmary,
Ox1T UAAOO Agriluwnak @ECOD BEAOGT AA O1TTA 1 E
to be one of the most useful, which has yet, in this age of exhibitions, been held

anywhere in the provinces®® As the Duke of Devonshire highlighted in his

845 Beckett, 245247; Standen, 175.

846 Beckett, 245.

847 Craven,Derby,176-179.

848 |bid, 181-182.

849 Craven,Derby,187; Lord, 84.

8500/ PET ET 1 O 1 Midiénd BGourdi«3 Bxbiltkidn,ektra-illustrated vol.
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I PATET ¢ AAAOAOOh AQEEAEOET T O EAA AAAITITA

OAOGAOU 1 bDi OOOTEOU 1T &£ EITAET C Al AQGEEAEO

OAEAT A A O&ICA@E AvilmotAESarked that Derby ranked second

OAiT1¢ DPOT OET AEAT AQEEAEOET T 06 %AOAO OET

O UR OWNWRIGHT THE PAINTER AT THEFINE ARTSEXHIBITION 1877

The final exhibition in Derby during the 11 yearsof this chapter isthe Fine Arts
Exhibition which was open from 27 June 1877 until October of the same ye##.

It was heldto mark the opening of the new building for the School of Art on Green
Hill, a site a@utting Green Lane and New RoaFig.141].854 Whilst the Derby
School of Art had been establised since May 1870, it did not gain a suitable
building until 1877. 85 Despite fundsraised 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 Thas Bass(of whom
more will be said in ChapterSiX) there was still a deficit of nearly £4000 which,

it was hoped, the exhibition would cover>¢ This was also the exhibition in which
Wright was least well represented, with fourteen paintings by him on dispkas5”
&I 11T xeElT ¢ OEA OOAT A Al OAAAU Al AOCEIT C
with the town and his place within the social, material and cultural fabric of

Derby was sowidely acceptedthat it did not need to beextensively displayed

As the exhibition was so closely connected with theSchool 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

sz oz o~ oz oA Y N N P N

Oxi1 OI A | ABAOEATI 1T U AOBEOOAAEDEABRAOAAOAA

the fore in 1877858 From the 1830s onwards there had been concerns about

10/ PATET ¢ 1T £ Al  vwéighasgdikeiGlarda3 Mak B8R0 h 6

820#1 1 OET C I1EA TheberbyMeteyA Hodember 1870.

830& ENTAO %D E E A E OFhé lleedAMercsngslidng 1867.

854 Fineran, Derby Schools39.

850&ET A 1 000 %@ ETHAIhE Il & Rohéhas hdzpebded June 1877.

856 O & EArt Kxhibition at DerA UThé Leeds Mercur28 June 1877.

857 Fine Arts Exhibition, Central School of Art, Derby, 1877. Official Cataldgoaedon & Derby:

Bemrose & Sons, 1877).
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'OEOAET 60 AAEI EOU Of O0OAU AEAAA T &£ ATT (
pronounced following the Great Exhibition when it was widely felt that tle

weakness of British manufactureand design had been show#° Subsequently,

with the establishment of the Department of Science and Art in 1853 and the

opening of the South Kensington Museum in 185¢fforts increasedto promote

art and design education amss the country860 This, as Barbara Black hashown,

A£O01T AGETTAA AO A OEI xAAOA 1T £ " OEOAET 80 A
mechanical ingenuity88 AsOEA $OEA 1T &£ $AOI 1 OEEOA8O AOO
xEEAE xAO ET AEAZAZAOAT O tdiie charQedof Heifg@@htent1 AU E
to occupy an inferior position in the progress otivilisationd | AE A éesd1 AAOh
ideas had currency within Derby and were also understood patriotically as the

standard of design and manufacturdoecame a measure of theatil T 6§ © D OAOOE

and prosperity.862

Schools of design and art were one of the principal outworkir@ of the
discourse around art education; from theepicentre of South Kensington a
network of government schools were established throughout the country,
quickly becomingthe main means of trainingfor artists and designerss63 These
schools were closely linked withgovernmentinitiatives, supported by the South
Kensington Museumfowards founding local museumdo facilitate art education
in the provinces of which Nottingham was the first864 In this respect, the new
building of the school was a tangible symbold8 AOAUS6 O ET OAOOI AT O E
OEA TAOGET 180 1 AT OEZAAOOOAOO8 $AOECT AA AU
work on the building had begun in August 1876, reachg completion in June
1877 [Fig.142].865 Although it had to be scaled down from the initial design, the
school was still a largeand striking neo-gothic building.866 Whilst this was not an

unusual architectural style in Derby, becoming particularly fashionatd in

859 Beckett, 220

860 Morris, 9.

861 Barbara J. Black,On Exhibit: Victorians and their Museumgharlottesville & London:
University Press of Virginia, 2000), 10.

820& ETAO %@ E E A E OE¢ lleedd Merc8rnisiédng 1867.

863 Morris, 11.

864 |bid, 56-62.

865 Fineran, DerbySchools41.

866 |bid.
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churches by the local architect H. I. Stevens during this period,is notable as it
suggests the influence of John Ruskimparticularly his championship ofgothic
architecture as the embodiment of the value of manual work and technical
skill.867 The hkuilding was, therefore, an expression oDerbyd Gommitment 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, spearheadd 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 withis A OA U8 O

steps to promote art education and to train skilled craftsme§é®

Whilst the location of the exhibitionconnectedit with the development of
thA 0T x1 6 O A A OA AaS &ith the\MlidlaBdTbudtte O Hibition, it also
enlisted it as part of the OT x Ici§i€ ceremonial culture. Like the earlier
exhibition, a procession was held to mark the opening of the exhibitignt was
reported that Derby was en feteon this day, flags decorating the principal
thoroughfares and the civic bodies turning outen masseo participate in the
procession.870 Additionally, addresses wee given by the chairman of the
exhibition committee, Mr Newton, and the Duke of Devonshit&? Significantly,
the$ OEAS O ET OT1 OAI AT O ET OEA AAOAITTEAO C
exhibitions in the town as he had also spoken at the 1866 and 1870 opags.
This suggesst the established pattern for these occasions and thesymbolic
importance of the CavendishfamilU 8dDg-standing patronage and support asa
sign of stability and continuity.872

TEA AQEEAEOEI 160 Pl AAA xE @dskinforéced A AOI (
through its relationship with the ti x1 8 0 DOAOET OGA AGOEAB OE |
ATT 1T AT O OEAGQuabhABAAOEEAAO Ol xT AT PEAOEOY OO0

867 Hey, 426; for more on the association of gothic architecture and the ennoblement of labour

see John RuskinThe Seven Lamps of Architectufeondon: Smith, Elder, and Co., 1849).

88O4EA 1 OO0 AT A #OAEOCO -1 (Mbdeuln fotessed @k AUQUstC®B18, AT A !
http://www.vam.ac.uk/content/articles/t/the -arts-and-crafts-movement/.

890& ETAO %@E E A E OE¢ lleedd Merc8rnisidng 1867.

00/ PATEI ¢ 1T &£ OEEO &ETA 1 00 %@EEAEOEI T hA@ $AOAU
Derbyshire Times and Chesterfield HeraBf) June 1877.

s10& EITAO %D E E A E Ohé lieedd Merctrisldng 1837.

82061 1 ET OOh Owl EOA PAOOI T ACAhd ¢38
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z s A =z

was framed inrelation to the exhibitions of 1866 and 1870873 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 ntinuity between

them.874 The formalisation and professionalization of exhibition practices within

the town z epitomised by the various subcommittees in 1877z as public displays

became an established cultural tradition within Derby also highlighs p W x x 8 O

bl AAA ET OEA AAOGAI T pi Adéxidbitidnicdlturd®®OAT OET T T .
However, in respect to its exhibits 1877 was distinct from 1866 and 1870

due to a deliberate emphasis upon the educational value of its displayVhilst it

xAO AAOAOEAAA AO A OOAOU ET OAOAOQGEIT ¢ AIl

actually consisted of a range of objects in addition to painting3® These included

cases of mineral specimens, loans from the Indian Museum and the South

+ AT OET ¢OiI1T - OOAOI j Ol AROOAT OET C $AOAUGO 1/

pieces of silver work, hdian textiles, oriental carvings, various types of china,

marble statuettes, bronzes, enamels, and antique |a8€.The category@®orks of

artéincluded manufactured objects, the exhibits being closer to objects of vertu,

demonstrating the concern to highlght 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 arque lace and the

Wedgwood ware.

The paintings remained the most important exhibitshowever. This is
immediately apparent in the arrangement of the exhibition which, according to
OEA b1l Al h AEOAAOAA OEA OEOEOI O OENOIECEOD Ol
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 gallsrie

830/ PATET C T £ OEEO &ETA ' 00 w@EEAEOEIT A $AOAU
Derbyshire Times and Chesterfield HeraRl) June 1877.

874 Fine Arts Exhibition3.

875 | bid.

86 0& EITARAO %@E E A E OFhé lleedé MercBrisding 1867.

877 Fine Arts Exhibition.

187



ChapterFive: 18661877

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 MercunrAO A O &I O EAAAT A AOOAUd O
they had upon thevisitor and the large scale of the collection; the exhibition

included 114 Old Masters and 301 modern worksrranged according to medium

and date87°® Whilst none of the exhibitions in Derby had been entirely focussed

upon historical paintings they were important in 1866 and 1870 asexpressions

i £ $AOAUSO ADOI OOOAT xAAI OE8 'O EO APPAOAI
AAOAAOGET T Al A £EAN 0056 Ishiftddad the@khibitod ecamenE E O OT (
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

i £ $AOTTOEEOA AT T COAOOI AOGET B prénfotngte OEAO |
cause of art education or encouraging contemporary artist#$!

7 OE C E O dwas displa@dfl amongst the Old Masterslongside works
by renowned, deceased artists in the latter half of the north gallery on the right
hand wall 882 The fourteenpaintings attributed to Wright included: two paintings
of children blowing bladders lent by F. Arkwright; a seHportrait and a portrait of
70ECEOG O 1 AP BAhohas BHareg& CatleAth®@@ Man and Deatland
a portrait of Lady Wilmot, lent by SirH. Wilmot; Child and Dovetent by George
Dean;Village Fiddlerlent by J. C. Partflount Vesuvius in Eruptiotent 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. Mawood and Mrs
Morewood [Fig. 144 and 145].883 These were then displayed alongside paintings

attributed to Velazquez, Van Eyck, Rembrandt, Rubens and Bassano, and

s8O&ET A 1 OO0 %@ E BhA Bhéffieidi& Réti@rhanArddpende®s June 1877;Fine

Arts Exhibition,4. 5

0O/ PATETC T £ OEEO &ETA ' 00 w@EEAEOEI T A $AOAU
Derbyshire Times and Chesterfield HeraBf) June 1877.

810 aE! OO0 WDE E AE Oé lleedAMercérsldng 1867.

882 Fine Arts Exhibition].

883 |bid, 5-14.
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paintings by a number of British masters, such asady Selina Hastingdby

Reynolds and a portré of Mrs Beresford byRomney884

By 1877 it would appear that Wright was presented as an established Old
Master without the need to assert his status as an artist dnis identity as a Derby
painter. Whilst this is symptomatic of theA EEAE OET T doenpadadyDl OO |
art, it also demonstrates the greater civic confidence in Derby by 1877 as the
AAOEOA O1 AEZ£ZEOI OEA OilwablésOprdaduixéll OU AT A
2AO0EAOh 70ECEOG0O OAlI AOEI 1 OEEP xEOE $A
apparent in his paintings which, as in 1866 and 1870were predominantly
portraits that had generally remained in the local area,n the possession othe
families that had bought them[see Appendix Twg. As in previous exhibitions,
OEAOA EECEI E GE OArécticé ané tgeccantinGed ValudsétiupoAsO D
work within his hometown. That Thomas Charles Cade wagain lendingin 1877
underscores this as it showshat the basis of7 O E C go€tiiu@ous reputation
was relational as it was promoted and sustained by hisafmily and those
connected with Derbyshire during this period.Although slightly less familiar
AgAi P1 A0 1T £ 7TOECEOB8O x1 OEOh EAOET ¢ AAAI
bladder paintings and theChild and DoveA 1 01T OOCCAOO 7 OELLEOGS0O
their scale and subject make them more domesti¢Fig.146]. As such they
suggested a private setting and a more intimate mode of viewing, thu
referencing their place inprivate collections within the region. Additionally, the
two landscapes and the Vesw OO DAET OET ¢ xAOA EAIT EI EAO
work as a landscape artist and painter of light effecisdemonstrating the
Ai 1 OET OAOCEIT AT A AiI 1T OEOOAT AU 1T &£ 7OEGCEOHB
Derby. The inclusion ofThe Od Man and Deathand the portrait of Lady Wilmot
in the exhibition underscore this as both had been displayed previously,
EECEI ECEOETI ¢ OEA 1 EIi EOAA AEOAOI ACEITT 1T £
xAU E1T xEEAE 7O0ECEOG60 DI OOEOI T OO0 OADPOOA

representation in exhibitions during this period.

884 Fine Arts Exhibition5-14.
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The onlypressreference to7 O E C\otk&v&s made inThe Derby Mercury
AO PAOO T &£ A 1AOCAO OAOGEAx 1 &£ OEA 1EI
OEA AOOAOCOI AT O 1 mtafBRGE GRO x AIDORT OAOAAOAOD
I xT 70ECEO8 ET OEA AOOEAI Ah OOCCAOOEIT ¢ C
was not because it had less value within the town but because the artishs so

familiar locally .886

Civic pride was still integral in 1877 but it wasengenderedthrough a
OAT OA T £ $AOAU6O DPAOOEI OEOI ET OODPDPI OOEI
this, national prosperity and prestige, rather than through a material display of
$A0OAUB8O AOI OOOAI AAPEOAI ET OEA m oi 1 £&
EEOOT OUh 1T AT AGAAPAOG AT A PAT PI A8 'O OEA $(
pursuit of substantial municipal advantages, they do not overlook the claims of
AAOAAOGEIT T Al DPOT COAOOGS AAITT OOOAOAOKh $AOAI
was perceivedto be essentialOT OEA O x1 80 O AEAT AT A |
testifying to its prosperity and growth.887 This also correlates withThe Morning
ol OO®A&EI AAGEIT OEAO OOEAOA xAO A OEI A x|
mean celebrity8 but modern facilities of locomotion tend more and more to
AAT OOAI EOAOETT86h AO $AOAU maha@Genddh@®7 1 AET C
rather than emphasising its distinctive culture when expressing and seeking to

generate civic pridesss

Or)CANNOT BE SAID THAWRIGHT® PICTURES HAVE ADDEBMUCHS THJE

AIR PUMR® RECEPTION AT THYATIONALGALLERY

In contrast to the acchim Wright received in his hometownhis reputation and

reception nationally was limited. The quotein the abovesub-heading,relating to

8504 EA $AOAU &ET AThed DoroyMern@FLEMYBETET 1 h 6

886 |bid.

870/ DATEI ¢ 1T £ OEEO &EIUA AIUO G E®WDE EOMERGRE 1 O E ARres OBEARO AT A&
Derbyshire Times and Chesterfield HeraBf) June 1877.

8804 EA 7TET OAO %@EEAEOEI T ITWHE MOrRidy Pos RecembDet BBEOOE ) 1 OOE
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An Experiment on a Bird in an Air Pumjis from the highly critical chapter about
the artist in the 1866 book,A Centuy of Painters of the English Schobly Richard
and Samuel RedgravfFig.147].889 This view was a pervasive one, particularly as
the book went through severaleditions and was highly influential in shaping the

narrative of 18t and 19th-century British art history.

On the 2 June 1863 Ralph Nicholson Wornurdeeper andSecretary of the
National Gallery, sent a letter to Edward Tyrrell accepting his donation of thair
Pumpatfter it had been inspected and approved by the Board of Truste&®.As
Tyrrell described in a later letter to Nicholson Wornum, he hadpurchasedthe
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 bought8t Whilst highiCE OET ¢ 7 OECEO06 O 1 E
it is noteworthy that the letter alsorecordsOEAO " AOAO EAA Ol EAAO

70EGCEONh -1 OOEI Aoh AT B2 ThiOwad @l theoinf@ingiddE 0 AET
given regardingthe painting which, by August 1863, was put on dplay as part
I £/ OEA " Al 1 AOUdO &1 11 AAGETT 1T &£ "OEOEOE A

3UI BOT T AGEA 1T £ OEA . AOEg théAdontirually 1 AOUG (
growing collection required the use of temporary galleriesfirst at Marlborough
House and then at the Solit Kensington Museununtil 1875 z the Air Pumpwas,
with the rest of the British paintings,initially installed in the four rooms allotted
to the National Galleryat South KensingtonFig.148].8%4 This collection which, by
1864, included 347 paintings by 88 different Britishartists had been arranged by
Ralph Nicholson Wornum into three sections: thel8th-century, 19th-century

deceased masters, andl9th-century living masters.8% The Air Pump was

889 Richard Redgrave and Samuel RedgravA, Century of Painters fothe English School; with
critical notices of their works, and an account of the progress of art in Englavidl.1 (London:
Smith, Elder and Co., 1866), 26265.

890 Ralph Nicholson Wornum to Edward Tyrrell, 2 June 1863, NG6/3/127, National Gallery
ResearchLibrary, London.

891 Edward Tyrrell to Ralph Nicholson Wornum, 4 June 1863, NG5/146/8, National Gallery
Research Library, London.

892 Tyrrell to NicholsonWornum, 4 June 1863

893 Report of the Director of the National Gallery to the Lords Commissioners of ti@easury, 16
January 1864, Annual Reports, NG17, Nationaalzry 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 Rices in the National
Gallery: with biographical notices of the Deceased Painters. British School. Now temporarily
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inserted into this chronological hang, placedin the first room which was
primarily dedicated to 18th-century pictures.8% Thus, it was placed at the
beginning of a history of the British school of painting © A A O Afroininé AT O
18th-century to present day, in a room alongside paintings bysuch
contemporariesas Richard Wilson, George Romneynd John Singleton Coplesg?
This narrative changedwhen the separate entrance to the National Gallery
pictures was closed in 1864 so that the visitor moved through the galleries from
the oppositedirection, the large gallery in which theAir Pumpwas hungchanging
from being the first to the last entered®8 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 alteregourney through the galleries meant the history of he
British school was traced backwardsThe 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 thee O EAT ¢ DOEI AOEI U OEOIT OCE
Pictorial Notes in the National Gallerg The British Schoo?%° Arranged more
generally by the division between British and foreign schools, the former
paintings occupied the first eight galleries whilst the foregn schools were

represented in the subsequent ten galleriefFig.149].901 Within this the Air Pump

exhibited at South Kensingtomev. Sir Charles Lock Eastlake, 3t Edn. (London: George Edward
Eyre and William Spottiswoode, 1865), 4 & 90.

896 Report of the Director of the National Gallery to the Lords Commissioners of the Treasury, 2
April 1860, NG17, National @llery Research Library, London

897 Nicholson Wornum (1865), 9.

898 Report of the Director of the National Gallery to the Lords Comissioners of the Treasury, 16
January 1864, Annual Reports, NG17, Nationaalzry 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 3% day of December 1865Annual Reports, NG17, National @llery Research
Library, London; Ralph Nicholson WornumDescriptive and Historical Catalogue of the Pictures in
the National Gallery: with Biographical Notices of the Deceased Painters. British School. At
Trafalgar Square and SouttKensington,20t Edn. (London: George Edward Eyre and William
Spottiswoode, 1869).

900 Henry Blackburn, Pictorial Notes in the National Gallery. The British Scha&sd Edn. (London:
Chatto and Windus, 1877).

901 |hid.
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was hung in gallery eightwhich was dedicated to British paintings from 1760
1800 [Fig.150].292 This, according tothe 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?%3 Consequently, thel8th-century pictures were presented
as the first fruits of an emerging national school made more significant dsese
galleries also physically marked the divide between the British and foreign
schools suggesting it was at this point thaBritish art began to rivalthat of the

continent, the country taking its placeas aninternational cultural leader.

This display, and the Air Pumpb @ovement from temporary galleries on
the peripheries of London to the new galleriesit Trafalgarbuilt by Edward Barry
and completed in 1876, at the heart of London, alsdenotes the shifting
institutional attitude towards British art during this period. 04 The National
Gallery had always been understood patrioticallyas an externalsymbol of the
cultural capital of the countryand internally as the collective wealth of the British
peopeh A0 EO AOEAAT O ET OEA Al AEi OEAO OA
PEUOEAAI h AO xAll A0 AivetEdurbditheimfdABOAT HOI
century under the aegis of the director, Sir Charles Lock Eastlake, the efforts
made to ensureth® OEA CAI 1 AOU xAO Ox1 OOEU 1T £ OE/
upon building a collection that would rival continental galleries like the Louvre
or Prado, the majority of the annual purchase grant beingised to acquire
paintings of the Italian Renaissancé&% By the 1870s, however, ensuring that
British art was represented within the gallery was assigned increasing
Ei pT OOAT AAh xEOE OEA CcAl1AOU AATDOETC

opportunities arose, fine works of deceased British painters, to supplement ¢h

0z Blackburn, Pictorial Notes,77.

903 |bid.

94 Alan Crookham, The National Gallery: An lllustrated HistoryLondon: National Gallery

Company Limited, 2009), 1824.

ws4EA . Ax AOETTAI ' Al1 AOUh 40AZAI CAO 3NOAOAR 1
Pictures in the GalleryLondon: Jones & Cp184-?), iii.

%6 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. lllustrated with Plans

(London: Chapman and Hall, 1853),¢ N O3ERDO # EADE %AOOI AEAd ' 0 OEA ..
National Gallery, accessed 6 September 2016,
http://www.nationalgallery.org.uk/paintings/history/directors/sir ~ -charles-lock-

eastlake?viewPage=4

193



ChapterFive: 18661877

AT 11 AAGETT O Al OAAAU AAI T 1 CEPAIthodghtkeE A T AO
Air Pump was a gift, a similar concern is apparent ifNicholson 7 T OT Oi 6 O
recognition thatit OZET 1 © AT EiI b1 OOAT O CADP ET OEA O
school, represe®D AA ET OEA . 9% Pefckiving the limifed nui@ibd 8

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 Pumpwas positioned on the north wall,
EOOO O1 OEA 1A&EO T &£ OEA AT T Oh xETHE 2EAE/

$AOO0OO0OOAO0ET T 1 AFhangld #dvd O and with itwb Qdirtinys by
Gansborough and a seHportrait by Reynolds to its left [Fig.151].910 Also on the
ITTOOE xAllh EOTc i1 OEA 1T OEAO OEmRith| £ OE/

of Lord Chathamand, opposite both of these, in the centre of the south wall was

#1 D1 BedtboOMajor Piersorx E OE 7 Eakelof Avérrddelow 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 oftte roomas the most prominent works.

The prominence of theAir Pumpwas then reinforced further as the visitor was

guEAAA O1F OT A OEA CAI1AOU AiI T AExEOAh 1 AEEI
display of early artists of the British school, securing W CE 08 O bi AAA Al 1
contemporaries whilst also suggesting he was one of the oldest of those artists

on display.®12 This appears to be reiterated by the juxtapositions made between

the Air Pumpand Copleyps O D A BdIth@iEstyl@tie similarities had long been

recognised,both adopting a careful and precise technique that was associated

97 A Catalogue of the National Gallery of British Art at Soutensington, with a supplement
containing works by Modern Foreign Artists and Old Mastddgw 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 |bid, 77-79.

912 |bid.
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with older painting traditions , particularly the stiffness of late 17, early 18th-

century painters like Thomas Hudsorf13

Wright was, therefore, firmly situated as a paiter of the 18th-century

which, by the 1860s and 1870sx AO DPAOAAEOAA O AA xEAT C
OO0O0OA REWNDSE 3 viewpoint accorded the century considerable
importance, it also historicised it, reflecting the widely held belief that the art b
the present day had surpassed the previous century as is apparent in Edward
#1 T EB8O0 Al AEI OEAO OxEOE OEA UA#Gstpepon AA
layout of the galleriesmaterialised, the British school was understood to be built
upon and progressing from thel8th-century. This perception also influenced the
understanding of the style and genre of art associated with the period as is
evident in the 1874 catalogueof OEA . AOET T Al colladtidn vidddd O " OE
AOOAOOAA OEAO shduited floin thesde@dnds ofAhose who love
it as a home delight; therefore our pictures are small, and suited to our private
OAOEAAT AAOh xEET A OEA OOAEAAOOGuAA OOAE
landscape painting and portraiture, more domesticsentimental subjects, were
associated with the 18th-century rather than large-scale, grand history
paintings.®” The Air Pumpdid not neatly correspond with this therefore, as it
was large, dramatic, and created for public exhibition. This tension is appent in

EAETT OIT 710101 AT A %AOOI AEAGO puyet AACQC
the subsequent editions in the 1860s and 70s) for thAir Pump®18 Described as

AEAT CA Esirepresoriiaida @diording to contemporary ideas as, by mid

913 For more on the stylistic affinities between Joseph Wright and John Singleton Copley see:
*ATTEEAO ,8 21 AAOOOh O#1 PI AU8O #AOCIT dAnmelficeh x EOE A
Art 21, no.2 (2007), 2041.

914 Redgrave and Redgrave (1866), xv.

915 Edward Cook,A Popular Handbook to the National Galleryol.2 (London: Macmillan Co.,
1888), 394.

916 Catalogue of the National Gallery0.

arx | E] " OOT Al 1 0 AUNANRE | 69l 1 CBudb (Ve SEBNERBEA

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 Kensingtorrev. by Sir Charles Lock Eastlake,l2th Edn. (London: George
Edward Eyre and William Spottiswoode, 1864), 15253.
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century his art was perceived aDi T OO1 WeneAr@énhdel3ational pieces
OEAT EEOOI ®EAAI DPEAOOOAOS8S

| AAEOGET T AT 1T uh OEA AAOAT T COA Al OF 11 OA
vitality, ti OEA COAAO OAITEAZ T £ Oxi Ul O01-C CEOI
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 ma with them [Fig.155]. It is also this passage of the
painting that is highlighted by the Redgraves ET 1T 1T OAA OOEA DOAOOU
rendered with feeling and true expression, in the group of two young girls,
touched with childish sorrow and dread ofwhat they are told is to be the result
I £ OOEA AwwAi& BiffedAny ffoindhé 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 toucimg, intimate and domestic
This was particularly at the expense o&ddressingthe scientific subject Wright
had represented which depicts the kind of popular demonstration delivered by
travelling lecturers predominantly to progressive, provincial audience across
Britain in the 18th-century. Although this may be symptomatic of the familiarity
with such science by thel 9th-century, it also reiterates that the focus had shifted
Ol xAOAO OEA ~EAATET ¢ T &£ OEA DPAEIT OET ¢ AT A
i AT AT A [T AEAAT Oh AT A22This @ AurthdrQridérscadedl AyA OA OT O
OEA EAAO OEAO EO xAO xEAAI U AAAADPOAA OEA
keeping with the wider perception of the 18th-century: the emphasis upon the
portraits it contained made it conform to the idea that in thel8th-century
portraiture had been one ofthe most flourishing branches of painting; the
attention upon the two girls made the paintingappearin a more domestic, minor
mode than as a grand drama or history painting; and, by stressing the human
AAAT ETCO AAPEAOAA AT A OEA OAOBIT OA O OE
and touching The understanding of theAir Pumpin the 1860s and70s was,

919 Nicholson Wornum (1865), 159.

920 Nicholson Wornum (1864), 153.

921 Redgrave and Redgrave (1866), 264.

922 | bid.

923 Tyrrell to Nicholson Wornum, 4 June 1863.
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OEAOAZI OAh EiIi PAAOAA AU OEA xEAAO PAOAADC
AAT 6O0oudsh AT AAAT T AAA x mieddréandhg & AFNO O1 AOAC
century painting, considered to affordlight pleasurein contrast to the challenge

of contemporary art.924

However, despite therestrictive 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 ofthe 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
2 A A C O MCén@i§ @Painters of the English Schowlhich set out a history of
"OEOEOE AOO OEOI OCE EOO 11 OAAT A AOOEOOON
demonstrated which painters had beerclaimed within the pantheon of British
painters.925 The accession of the\ir Pumpwas, therefore, symbolicic £ 7 OECE 08 O
apotheosis even if accounts df8th-century art history overlooked the painterin

favour of Hogarth, Reynolds and GainsboroughOOEA OEOAA AOOEOOO

onthe AT 1 AOUGO AAT T ARADBRR ABABAOOEA %l Cl EOE

middle of the last century, with the already accomplished work of Hogarth in

domestic drama, Wilson in Landscape, Reynolds in portraiture, and

' AET OAT Ol O% Ehusk évenAnindligh @ the Air Pumpd Oh AT A 7 OECE

disappointing reception the presence of the paintingn the Gallery was enough

O0i OAAOOA OEA AOOEOO80O DI AAA xEOEET OEA
It is noteworthy, therefore, that beyondthe institutional documentation

of the painting, the onlycontemporary references to theAir Pumpwere made by

OEA 2AACOAOGAGS AT A AU 7EIT EAI " Al Of AR 1

Six®28! | OET OCE ET 1 AOAO AAEOEIT O Omwas 2AACO

924 George Moore|mpressims and OpiniongLondon: David Nutt, 1891), 324.

925 Redgrave and Redgrave (1866).

926 Richard Redgrave and Samuel Redgravg, Century of British Painters, a new edition with a
biographical index and one hundred illustrationgd. Ruthven Todd (London: Phaidofress Ltd.,

1947), 66.

927 Cook, 392.

24 EA 2AACOAOAOGS xAOA EECEI U Ei bl EAAOCAA ET OEA
exhibitions at the South Kensington Museum and the Royal Academy and Richard held several
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z 0~ x 2 A \ A N s A z

house-D A E 1 90 AG@énahis tone, for them theAir Pumpwas an exceptional

rather than representative work by Wright;x EE1 OO0 EO EO AAOAOEAAA
xT OEG ET OAZEAOAT AA O OBAR ®ALKT OROEOOEKERB
OOAOEOAEAAOI Oubdh OOI 1 EAGh AT A OACOAAAAI AS
than excellence of his painting®*4 EAU AT 1T A1l OAAA OEAO OEQO A

L~ A o~ X

However, E A 2 A A C O fofiide© & OO B @dcebwdthin the National
Gallery was shaped by their understanding of the role of the gallery and of
70ECEO80 bDHOI OET AEAT EOI 8 #11 QERPEAsC EO
displayed atthe gallery, they assetedOEAO OEO EO ET OOAE ET (
Wright and Crome that a true National Gallery a National Gallery of British Art
EO 1T AAAOOAOU O1 OEA EOOO AAI HThemullddE A DPAE
was understood as themost appropriate place to display a comprehensive
representation of national art and for preserving the memory of lesser British
artists. A EEO O1 AAOOOAT AET ¢C 1T &£ 70ECEOH8O bDOI OE
catalogue entry for the painting which immediatey attributes local rather than
national stature to the painterAU EAAAET ¢ OEA Al &Q0ne 67 OEC
entry is also dependent on John Leigh Phiip§ [ Ai T EO 1,As i®EA AO
DAOOEAOI AOI U AOGEAAT O ET OEA OAAGABEOA 1 E
thereby showing the limited representation of his oeuvre nationally The entry

~

concludlesOEAO 70EGCEO xAO OxAll ETT xT19AT A AAOC

positions in the Government School of Dégn, acting as one of the driving forces behind art

AAOAAQGEIT OAMEI Oi 8 2EAEAOA Al 01 AAOGECiI AA OEA CAIlI
art and organised the British art displays at the Universal Exhibition in Paris in 1855 and the

InternationA1 %@EEAEOEITT ET ,1T1TAITT ET pyoe¢gs8 3AAqdg +AO0EQ
(1804pypyywqQqho / @A OA $EAOQOEITAOU 1T &£ . AOETTAI "EI COAD]

September 2016, http://www.oxforddnb.com/view/article/23254 ; Kathryn Moore Helenak,
O2AACOAOAR PAKGAING] ¢ @iEf OA SEAOEI T AOU i & . AOET T Al
accessed 9 September 2016¢tp://www.o xforddnb.com/view/article/23255.

929 Redgrave and Redgrave (1866), 25259.

930 |bid, 263-264.

931 |bid, 264-265.

932 | bid.

933 Nicholson Wornum (1865), 159-160.

934 |bid, 159.
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)y O EOh OEAOAA&EI OAnh 110 AT ET AEAAT OA1 OE/
within the National Gallery was championed during this period. William Bemrose

recorded that:

to the Picture Gallery at South Kensington Museum, has lately been
AAAAA OEA O'EO 00i pho OEOI OCE OEA {01 E

This painting is in beautiful condition, and will not fail to give the

beholder a good idea of his best manner of painting firelight subjééts.

This is significant as, firstly, it highlights the importance of prints after WIC E 08 O

work in shaping his posthumous reputation as most people would have known

his paintings through reproductions; secondly, it demonstrates the greater

ETT xI AACA 1T &£ 70ECEOB80 1 AOOOA xEOEET $AOA
concern in Derby that WECEO8 O AAI A xAO 1| AET OAET AA
AEAI PEITAA AO Al AgAipPpi A OEOI OCE xEEAE
apparent nationally [Fig. 156 and 157]. 4EEO EO OAET &£ OAAA A
OAAT CTEOEIT OEAO OAO OEA bDPOAAKhdnbyAU OEA
OEA CAT AOAI AOO AAI EOAOGS PUBESS &lerbe@yBOET C O
this and thecontinued presence of the majority of his paintings in Derb§36 Given

the later display of The Orreryin the Midland Counties Exhibition as one of
WIiCEOG6O | AOOAOPEAAAOR OEA OAZEAOAT AA O EO
of the Air PumpEl O OEA . AOETT AT ' AllAOU ET OOECA
AT O1 A AEODPI AU 7 &né Iad bebgtratdstic@im onxtlie @rfistrhe
significance d the ! EO ©OOIBBH6AAA ET OEA . AOET 1 Al '
Pi OOEOI T 6O OAPOOAOEIT xAOh OEAOA&E OAh 117 ¢

the standard for its own collection and memorialisation of the painter.

935 \\illiam Bemrose, Jun.! " ET COAPEEAAI .1 OEAA 1T £ O70ECEO 1 £ $
AOI 1T .108 868 0O 86)8 I £ OE AonGon:AdhicRusdlGrith; DerllyA OOA 01 U
Bemrose and Sos, 1864), 21.

936 |bid.
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CONCLUSIONS
70ECEO0B8 O OAbD adariddetihel1860siard 1€ AsAaS this chapter has
sought to highlight, varied geographically. Compared with the display and
reception of his work in Derby, the accession of th&ir Pumpinto the National
AT 1 AOU 6 Chadhdl linited rAcdgEidn Inatiorally even though it affirmed
70ECEOG O btheAnsstdry of Brifidh k. Rather its importance within
70ECEO80 AAZEOCAOIEEZEA EO 1 ATEEAOCOAA Au O
commemoration of the artist.

The lack of national recognition was not simply sy BOT | AOEA 1 /£ 7 OE
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 whicimade
him easilyincorporated into a national art history, the provincialism that Wright
had cultivated during his lifetime continued to shape his posthumous reputatiaon
By the 1860s and 1870s, through the exhibition of his work and the critical
attention and endorsementhe received locally, Wrighd © A1 T OA AOOT AE A
Derby continuedto be widely recognisedz he had become part othe social and

cultural fabric of the town.

During the 1860s and 1870s exhibitions becaman established part of the
townd O A Ol Onotéble leveritsBh&EAWereenlisted in support of different
causes and as sources of civic pridBeriodically displayed in DerbyWright was
placed at thecentre of its social, cultural and material developmentWright was
implicated inthe 0T xT 6 0 A@POAOGOEITT 1T &£ O1 AEAT AT A A
as an important provincial railway centreand in its concern with improving the
education of the manufacturing population.In all three exhibitions Wright was
consistently invoked as a soure of civic pride. His presence highligigd the
wealth of its local collections, the generosity of its lenders, and, most notably, its
ability to foster the arts. The accession of théir Pumpinto the National Gallery
was most remarked upon in Derbyand prompted its display of The Orreryin
1870, framed asan equivalent masterpiece by Wrighttoreassert its association
with the artist. $ OOET ¢ OEEO DAOEI Ah OEAOA&E OAh 70
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was consolidated and championedparticularly as the clog proximity of the

exhibitions and overlaps in their organisationand display meant they were

understood cumulatively as well as individually. Thus, thegradual decline in

emphasis uponWright in the exhibitions is not a sign of neglect but of the
widespreAA OAAT CTEOETT 1T &£ 7TOECEO8O AAEEEI EAOE

work was expected and needed no explanation.
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O BUSTER APPRECIATI(;)NKHJE RISING REPUTATNOOF

WRIGHT OFDERBYIN THE1880s

Wright had reason to be proud of Derby, and Derbysha@&ason to be
proud of him; but such localising suffixes in the case of artislike the
Smiths of Chichester and Barker of Batthave 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 thel9th-century, eventhe

Air Pumpreceiving little attention. This was noted at the time,The Art Journal
AOOAOOET ¢ OEAO OOEAOA EO 11 DAET OAON
AOA 11T OA AEOAOOOGAA AO OEA DOASAdwever| T i
as the aboe 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.
w7ElI 1T EAI #1011 -11EEI OeMagazing & Ar€(Eabuarly 1883, A86.A U h 6
380! OO0 . 1T OAO Fne At JauknéiP @ 8386)08.
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Even whilst recognisi ¢ OEAO 70ECEO08 O OOLEZLZEQ@ EAA

negatively associating the quality of his art and scope of his reputation with

DOl OET AEAT EOIh EO EO 11 OAx1T OOEU OEAO -11
relationship with Derby. Rather, through the ideaof the mutual and reciprocal

DOEAA 1T £ Ai OE PAET OAO AT A Pi AAA EA Al 1 OA.
of Wright. Monkhoused O  Awvad fidde in part on the basis of thelarge
retrospective exhibition held in Derby in 1883 the beginning of a Wright

collection at the Derby Museum and Art Gallerythe publication of the frst

biography about the artistby William Bemrose, a Derby man, in 188%nd finally,
$AOAUOEEOA OOBPDPI OO0 1T &£ OEA pywe 27T UAT 1 Ay
work. Focussing upon hese events individually and collectively, this chapter will

AOCOA OEAO OEA pyynd OAPOAOGAT O A AOOAEAI
reputation was reconstituted. It was during this decade that his relationship with

Derby came to the fore, not only irshaping 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
AEOOO A AOO Obi1T OEA pywo AQEEADpéEd 1 | A&
art gallery in Derby. This generated a renewed interest and momentum around
Wright, both locally and nationally, thus the chapter will considethe significance

i £ OEA AEODPI AU AO DPAOO 1T &£ $AOAUBO AOI OC

shaping the grception of the painter at thistime.lO xEI 1 Al O AAAOAOC
material affirmation of its relationship with the artist through the subsequent

purchaseofOx 1 T £ 70ECEO06 O | The@rengAdThe@GhyBAET OET (
Secondly, the publicali T T £ 7EIT T EAI " Al Ol OAdLdeaAdE | COAD

Works of Joseph Wrighénother important material monument to the artist, will

be discussed. Encompassing its content, materiality, production, circulation and

reception, it will be argued thatthe biography was a highly important medium

OEOI OCE xEEAE 7O0ECEO80O bi OOEOI T 6O EAAT OE
OEEO AEOAOOOEI T xEI 1 AA -illdskdtet Eopyl of theéh i OT OA
biography which remained in his family until 1994 when it enered Derby

- O0AOGI AT A ' 00 ' [Rig.I58 @&dridh akchiviall rekdkdOdE the

decade the book will be drawn upon throughout the chapter; however, it will also
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AR AEOAOOOAA ET OAODPAAO O OEA OIilTA T A& 7
reputation and the practice of extraillustration as a form of display. Finally, the

7ET OAO w@EEAEOEIT AO OEA 21 UAIT ! AAAAI Uh
feature, will be discussed as one of the outcomes of the growing interaastthe

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
AT 10711 EAAGET C AT A AQOAT AE LIh-cEn@E.Cénted O OAD(
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 exhibitiorit was during the
ppypynO OEAO $AOAUBO ET O AAQEdpial réacBeditOECE QO .
peak z the town explicitly and deliberately soughtto raise both Wright and its
own profile, becoming thedriving force behind the growing momentum around
the painter which consolidated his placewithin the canon of British artists.
# OOAEAI O OE Ef@ming At 20dcd Bnd diafionad drtist;no

longer seen as mutually exclusive these identitiewere used simultaneously.

OWR NEWART GALLERY COULD NOT BEBGITS CAREER OF USELNESS

MORE AUSPICIOUSBVIJSEPHNVRIGHT A DERBYART GALLERY, 1883

From the 26" March until the 11t August 1883 the largest retrospective
AGEEAEOQOET 1 1 #&berhedEdDrin@tbedothxcén@ify was displayedin
$A0OAUG O 1 A 39 As@a3 mada éxplidit@iie Derby Mercuryat the time,
xEEAE 11 O0AA OEAO O1I OO0 TAx 1006 "AllAoOUu Al

- s A P = o~

more auspiciously than under the geniusof D& UG O 1T x 1 tHe&@iEto®0 OF 1

Qv
oy

939 Twelfth Annual Report of the Committee of the Derby Free Library and Museum, andrRefp
the Art Gallery Committee, Presented to the Town Council, Novembet883 (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
OIl x1T 60 AOI OO®A1 AT A AEOEA | EZAS

Although Derby hadpossesseda Free Library and Museum since 1879, it
was not until three years late that the Art Gallery wasbuilt [Fig.159].941 The
gallery was added onto the Library and Museum on landn 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 theost of £3000
[Fig.160].242 Designed by J. S. Story in an eclectic mix of architectural stylefad
two storeys, top-lighting and two main galleries, each measuring 60 by 24 feet,
earning it the encomiumin The Builderi £ O 1 A A[Fig.161A%3% A OB & &
Ol x1 A O asétfkitbud witld an important social functionas a means of
AEOEI EOET ¢ AT A I T OAITU EIibDOIl OET ¢ OEA OT x
thoughts to the higher realms of ar@44 The Gallerywas made as accessible as

possible with proposals for free admission being made early in its histor§#>

The Gallery was a monument teultural philanthropy, a gift to the town
from Michael Thomas Basshead of the Bass brewery and a prominent figure
within the Midlands [Fig.162]. Having assumed diectorship of the Burton-upon-
Trent firm in 1827, Bass had steered the firm to become, in the words of
Al 1 OAi T OAOEAOR A OI AOAAT OET A AT 11 00006
the world by the late 1860s946 Benefiting from the ever extending railway
network, by the 1880s the firm hadan international scopewith a strong domestic
market and export market through its agencies in London, Liverpool and Paris,
the distinctive red triangle of Bass beeg which it fiercely protected z becoming

recognisablew O1 AxEAAh A0 EO ADPEOI | EBdkatthe] EOO

“OO70ECEODO | £ $AOAUJO6 ( ENMR Derly Mdrcuil WMarch A883. 0008 0A 00
MiO4EA . Ax &OAA |, EAOA Olbe Deibghire-AGvériisér p8h& 3¢ AudeAL878,6

single sheet, BA 027.4, Derby Local Studies Library.

“w2(8 -8 #OT AAl T h O/ 00 001 OET REAIOOEOTGEADOOT®IAO $AIOA L
Art Journal 18 (1892)pcon 7EIT 1T EAT " Al Ol OAh OBeh ILOTAAT EA ) 1
#1 OD1 OAQET 1 The Detby Mekcur}5 MarthA&84.

MO4EA $AOAU TheRilderdp | AIDORIBGAAO pyych @opn " Al O OAR
OO7O0OECEODO | £ $AOAUJO6 ( ENMR Derly Mdrcuell March A883. 0008 0A0O0
us" Af OT OAh O0OAI EA )1 OOEOOOEI T 0846

g8 #8 | xATh O4EA (EOOI OU 1Jdarndl 6f Ahe IGstitq@e dEBrewind OOT T O
93, no.1 (JanuaryrFebruary 1987), 37-39.
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FoliesBergereqFig.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 tle 1880s. As guidebooks such @shrough the Peak
make clear, the town was viewed within a national network of towns and cities,
AAATTET C 11T O0AAT A A[FQ.16E.8%is Grik ArospeOny fromb T OEOE
this connectivity, Bass gained considerable soal and material status, his
holdings in the firm amounting to over a million pounds by 1877and his
property, Rangemore Hallcovering 2283 acres®#® Like many brewers of the
time, and despite opposition from the gentry and aristocracy to trade, Bass
complemented thisposition by taking an active role within the county?0 In 1852
he became magistrate and deputy lieutenanfor Staffordshire and Derbyshire
concerning himself in the welfare of the working class, organising excursions for
his employees, and actig as spokesman for the brewing industry>?

"AOOGO ET OI1 OAT AT O ET $AOAUSO AOI OOOA]

the 31-years he servedas senior,Liberal MP for the town.952 In this he was

OEIi EIl AO OI 1T ATU 1T&£ OEA 100 ' Adetemoou #7111
councillors and established figures throughout Derbyshiré>3 Thus, despite his
AEOI 60 11 AAQpoh-TrentEHe A" OOOEBRA AT AAOEOA Ol

development, fundinga number of philanthropic initiatives like the public baths
and recreation ground on Siddals RoadFig.165].954 Subsequently, during the
1880s, Bass was frequently praised for his munificence, ttizerbyshire Advertiser

asserting thathis @hilanthropic and benevolent generosity to the town of Derby

“728 '8 T7EIOITh O"AOOohy y16fbmMdiktionary BfiNatidn@ Bigmphy w

last modified 2004, accessed 23 September 2016,

http://www.oxforddnb.com/view/article/1631?docPos=1 .

&1 O T TOA 11 OEA DOl OGAAOGETT 1 &£ OEA OOAAAI AOE OAAq
protection: Bass & Co. and trade mark defence, cIBp w1 Adtdunting, Business & Financial

History 19, no.1 (2009): 119.

84 EOI OCE OEA O0AAEn AAOxAAT |, 1TTAT1T AT A -AT AEAOGOAO
between London and Manchester, via Derby, Matlock, and Buxton; with illustrations, nates,

tables of distances, useful to the tourist and general traveller through the Peak Dis(Betrby &

Matlock Bath: Bemrose and Sons, 1871), 2.

“/ xATh tnn 7EI OITh O"AOOh -EAEAAI 4EIT T AOS86

g AOEA 78 ' OOUEAR O4EA 31 AEAT ®EA GGGk Souidéd 1 AAA

Z Social Historyl7, no.33 (1984), 93113.

®w17El OTTh O"AOOh -EAEAAI 4ETTAOGN [/ xA
$

1 00

s204EA . Ax &OAA , EAOAOU AT A -060AOI N
953 Twelfth Annuavl Report2. 5 N
%547 E] OT T h O"AOOh -EAEAAI 4ET 1 AO8S

ih tn
AOAUS8GE

O
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has ever been of the most WiA ODPOAAA AT A 1 EAAOAI AEAOAA
AT AOCEAO AgOAT AAA OI OAOGAOU OAEAT A & O
OAT EOAOUh AT A ETOAI T AAOBAEA ADARKBAOEINIE T' A
ET OI 1 OAT AT O ET OEA 6i$ixdredt@ the Bod# welfdd oAT O Al
its population was extensive, bringing him considerable prestigeThe 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
xAO Al O AEOOET AOEOA subdort ok ke larts GOOMSOET ¢ "
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 symbolisesthe elder® AOO3 O AT Al @odvepAi AT O
though he did rot contribute to the collection.956 Bass can, therefore, be seen
alongside men like Joseph Strutt and Francis Wrigliotable for their role in the

development of thetown.

As has been discussed in Chaptdtive, new legislation had facilitated
practical steps to address the problems causday rapid urban expansion so that
by the 1880s there had been real improvements in living condition®’ The 1882
Municipal Corporation Act built upon this further as it extended the power and
scope of local governancé® Thus, despite the continually increasig population,
which reached a total of 621,636 people by 1901, by the closing decades of the
19th-century OEA &1 AOGO &I O AEOEA EI DOl OAI AT O EA,
DOEAA AT A | O EsAThaW Allringthke 28804, Iqualdyi oBlife kecame
aconcern within the town, resulting in the provision of social services like parks,

libraries, a police force and public baths, whilst civic pride was expressed

W5SO4EA . Ax &OAAOCABDAGAGB OAIUBG- O

weg EAOI AO 7A1 AEh O" AOOh - EAEA Ao numbisdictionaf & 000 " AO
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, 1756.

959 Beckett, 249.
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OEOT OCE OEA AEAT CAO @) OOE L AGRAT BO8ADBAAD
St. Peter Streex AOA A1 1 xEAAT AANn OEA T1 A OOEAUUA
21T x xAOA OOxidbréw bikliAgs vBre ekected, including the
$AOAUOEEOA #EEI AOAT 80 (1 OPEOAI ET puyuwrth
Rowditch Asylum in 1888[Fig. 167 to 169].961 The At Gallery was, therefore,
consistent with this as with the museumE O xAO A@PAAOAA O OAOD
AT A OAOEOAEAAOQEIT TS 1T &£ OEA Oi x1 OPAT PI Ah AT
Ol x1T AOC-AAREIOCGMITI AOOUh AT A OEOE (kg gnd O1 x1 8
improving in order to meet the social and cultural needs of its populac¥?

TEA AAT AAOAOGETT 1T & OEA TAx AOO CAIl AO
relationship between painter and place was made clear as the circular for the
exhibion] OOT ET AA OEA ET OA1édsftd the OperiAg®df afotal x T O1 A
Institution which promises to confer such great and lasting benefits upon the
#1 1 1 Ol The)ayor expessed the hope that the art on display would be
OA O1I OOAA T &£ ET U AT A ETOAIT AAOGOAT Bl AAO(
come hither to examine the productions of one of the men whom Derbyshire
AAl ECEOAA %OM OEKIEIG6@O 8161 A Al Eiion thekefore;At AT OAI
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
asOAOOAA OEAO 70ECEO OxElIl1 AOAO EIT1 00 $AC
and blameless life, and whom Derby will now honour with honest homage in her
I xT  OA%s Biifady8The LeisureHour asserted OEAO O$AOAU8 EAO

960 Standen, 89.

%" | AAEGO 41 OOEOO ' OEAA ridd-plaged, Odleb end dadAdns4EEGO O1 x 1 OF
(Edinburgh: Adam and Charles Black, 1881)39; Standen, 89.

%2" AT OT OA8 O 6 E Glanbyi bbok to D&y Abeinly Ta Aoncise 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), 7hrough the Peg, 5.

%3 Charles Black to the Tustees of the National Gallery, enclosing a letter from the Derby Free

from the Derby Free Library, Letters to the National Gallery 1878914, NG7/41/18(ii), National

Gallery, London.

% (O70ECEO 1T £ $A0OAU8 w@EEAEOEIT | £ HEMebEWWOOOAOS
Advertiser,22 March 1883 inBemrose,Life and Worksextra-illustrated vol., 176.

wOO7OECED | £ $AOAUQS ( ENeDerbi MehcunfiZll March 4883, 5008 0A 0O
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honourtoitselfaswellAO OT E OO ,higAlightirg Mat thee@ibificd &nd

Wright had becomh DAOO T £ $A0A®5 0 AOI OOOAI AADPEO!/
Whilst exhibitions were, by the late19th-century, a gauge of the cultural

aspirations and prestige of a provincial town or city, they wee also a means

through which a distinctive identity, independent of London, could be

cultivated. %7 For example, it was in the latel9th-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 OE A Aupgidty 6f @bcal artists.968 Yet, 1883 also assered $ AOA UGS O

distinctive artistic culture as there were few oneman exhibitions held in the

provinces at this time%° This is impl EAA ET $8 #8 4EI 1 01160

AGEEAEOGEI 1T Oi AU AA OACAOAAA AOG A 11 AAT |

AOOAT CAA AT11 AAOCEIT T 068h AO EO OOCCAOOO OE/

Wright exhibition. 970

O# MUCH MORE THAN LAC IMPORANCE \WRIGHT®S REPRESENTATION

AND RECEPTION 141883

Primarily organised by William Bemrose, the chairman of the Art Gallery
Committee, the exhibitioncomprised 116 oil paintings, 62 original studies and

sketches, 41 engravings, and a collection of WrithO OEAOAEAIT T EO
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
unusualwealth of surviving material culture), written records documentthat the

exhibition was closely hung withthe oils in the upper gallery whilst the works on

967 Fawcett, 214.

%s( Al ET CxAUhRh O# Ol O 0daridolle@ieniof Pitlrésbydeardge Gtgbbs, A.R.A., Born

1774, Died 1806, and Engravings from his Wortey. edn (London: J & W. Vodkins, 1885), 16.

969 Fawcett, 67.

970D, CThomson,O0* | OADPE 7 OE Che @rt Joumals(fuly A383), &05.

971 Twelfth Annual Reportb; William Bemrose,Catalogue of the Paintings by Joseph Wright, A.R.A.,
ATTT1T1T1T U0 AAI 1RBMOAWUNGE CEIOCCAIOEAO xEOE OI T A / OEGET Al
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?’2 The press at the time
OAPT OOAA OEAO ET OEA OPPAO CAlIl AOU OAOGAO
and tastefully £ZE1 1 AA xEOE OEA TEI BDAETOEIT CO 1T &£ ¢
frames in the lower gallery could contain up to 100 sketche%3 Therefore, as
well as making it an unprecedented spectacle, the numerical richness of the
exhibition ensured that it fulfii | AA EOO AEI O1 AA OA OEI
AT 11 AAQGET 18 )M 7T-OEGHE OB@® AODSOAAT ¢T EOAA A
opportunity of seeing what various and rich gifts the genius of this painter was
AT 1 DIl GAAG S

Reviews of the exhibition addressed tA OAOEAQU 1T £ 7 OECE OO«
began to highlight previously overlooked aspects of his oeuvre. Prominent
amongst thesereviewers is William Cosmo Monkhouse, a weknown art critic
of the day who regularly contributed toThe Academythe Magazine of Artand the
Saturday Revievand who had published several books includinylasterpieces of
English Art in 1869 [Fig.171]. 976 His interest in Wright would have been
noteworthy as healready had a reputation for shapinghe perception of an artist
as,in 1879, hisce OEAAT OOOAU 1T £ 4001 A0 EAA 1T E£EAOA
by examining the formal value of his painting®77 It is significant therefore, that
in assesing the exhibition of 1883 Monkhouse immediately picked up onits
importance in expandingthe underOOAT AET ¢ | £ 7AoofmiQgpdeo | AOO
exhibition the painter had been commonly considered® |  aAsArt oBSchalken
T A 1 AGgah ar3oAlighhdifects7s

This view 7z which was, to some extentconsolidated by the! EO 8 O b6

presence athe National Gallery and the continued circulation of mezzotints after

972 Bemrose,Catalogue.

004 EA 7 OE CE Ohe ahfNiecinO1E Mardh 8883;:07 OECEO 1T £ $A0AU8 %OE
EEO DPEAOOOAO8 4 EA The Ddrbpdhie AdvértisedANueiA 18&31inBdkninode,

Life and Worksextra-illustrated vol., 176.

974 Cundall, 123.

W7EI T EAT #1011 -11ERMEEEARE OGS fride AddedB1OIRMIN 683,
227.
761 OOOET $TAOTTh O-11EET GlOdhp qhedl 1 /EBAT A Gd B A G Bpl yi TAC

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). M. W. Turnei80-83.

8. | T EET OOARh O4EA O70ECEOO6 W@EEAEOEITho6 ¢ccuys
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7 O E @ eaflyBvorkz wasconsolidated andpromoted in the exhibition [Fig.172].

TEA AAOAT T COA 11 OAA OEAO 1 ECEO AEEAAOO xA
EAO A @A AP Tha Arrepviaé [tung in the centre of the far wall making it
highly conspicuous, as is reflecte T E OO OAAADPOEI T AO O1TTA 1

ARAOOOAOG 1T £ OEA &Aool UE rECFACEROT0IG B IAXAO O A
of expression and gesture, aa painter of light, as a grand composer, and as a
whilst the absence of theAir Pumpin the display was considered to be the only
gap.81 Although Bemrose had requested the kn of theAir Pumpon the grounds
that OEO EO OAIT AT i A o001 OET AEAT 41 x1 AAlT C/
works by oneNative AOOE OO6 h O E ArepeatedyEnittiheld the lodnion A O U
thegrol AO 1T £ EOO OAIth&dnly Axarfiple Ofd f2idté inAhd O
. AOET T Al A1 1 AOUG 8

However, many of the reviewers also gave critical atteitT 1T OT 7 OE CE (
other paintings OET xET ¢ OEA AAI AT AA | £ iodiuded AGEEAE
over 60 portraits and conversation pieces and 25 landscapes iiil alone 983 Thus,
whilst the exhibition contributed to 7 O E C Eoftiliung reputation as a light
painter, it alsodisplayed a greater breadth of his oeuvre and was, consequently,
anEl pT OOAT O 1T AAT O OEOI OCE xEEAE EITT x1 AACA
was extended. Romeo and Juliewas praised for beingOi T OA AOAI AOEA

BEADEAAOT O

AROO EATAO8 A1l ACAT O AT A £EETAT U AOAxT don
I AOAAA &£ O AARIOO EIAFEEDS DaE O PéGIeS of
children were especially well receivedconsidered to beOT £ A AEAOI O1 A@

~ s s o~ A

i
AEAOAAOAO OEAT Al ubdie* £O AA DAA
A

979 Bemrose,Catalogue4.

WO70ECEO | £ $AOAU8 %PEEAEOEIT 1 £ HbeDerBysh#eOOO0AOS8
Adveyti§e(, %2 March 1883 in Bemrose, Life arld Wprks,Nex’tra-iIvIustrgted‘vol., 177, O? O E g EO 1 /E A
$ A O ATbehLéisure Hou(June 1883),376;- 1 1T EET OOAh O4EA O70ECEOO6 %BEEA

from the Derby Free Library, Letters to the National Gallery 1878914, 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.

8104 EA 7 OE CE OTheoDdbly Me&rddiyAl March 1883;0& ET A he BExBilitdn at

Wright of Derby, exhibited in the art gallery, Derby, 1883erby: Bemrose & Sons, 1883),-8.
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AOGAT AU OOOAAT®BOADEI WACI BOPEADDS OHEA AOAA

was greeted as a revelation, as epitomised inD.C.4 ET | O hsbedtin that

o1 OEI ppypo O7O0ECEO xAO Ai1T OEAAOAA Oi
OAPOAOGAT OAGETT O T &# EECOOAO AT A TAEAAOO ¢
OEOCEOI O O1 OEA $AOAU AT 11 AAOQCETT 1000 AAI
considA OAA A | A O GRHB aptitdle EalDgerdrad 6f arbwas frequently

OAAT CT EOAA AT A AIi PEAOCGEOAAR -TTEEIT OOA AOGO

O1T OOOAT OF pverAdD the @, Uide8exhibition was recognised as a
medium through which theart-world 7OET OA OxET OA DPOAOET OO E’
I £ OEA 11 00 Dhedakd enlighteBddtb #é range and merit of
7TOECE® O AOOS8

In this respect, the concern to represent Wright well reflected the
exhibition organiserd @tention to raise the panODA 08 O DHOT £EI A 1 AOE
prompt a re-evaluation of his artistic standing. This is immediately apparent in
OEA AQEEAEOEIT AAOAI T COA xEEAE Al AEI O 70|
for 1883, associating the exhibition with another watershed momenET 7 OECE 08 O
reputation.®8® The inclusion of a reproduction of the National Portrait Gallergelf
Portrait in the catalogue further builds upon this by raising the prestigef Wright
and the exhibition through emphasisingtheir relationship with a national
callection [Fig.174]. That the exhibition succeeded in prompting a reappraisal of
70ECEO080 bl AAA xEOEET "OEOEOE AOO EEOOI O
time; the discussionin journals like the Art Journal, Academy, Magazine of Aand
Athenaeumdemonstrateshis reintroduction to art circles of the time beyond the
audience visiting the exhibition itself.

"U OEA puyynO 7 OE CBOaadturpBrifsAdchodl #&EET OE
was widely accepted,The Derby Mercuryasserting that a national art hstory
xEOET OO0 EEIi xI O A AA OETATIPI AGA AT A ET,

w5 |1 EET OOAh O70ECEO 1 £ $AOAURG ouyts8

986 Thomson, 208.

%w7- 11 EET OOAh O70ECEO 1 £ $AOAURG oyos8

9807 OECEO [Th&D&bYy Mdrdufy28 December 1885.

989 Bemrose, Catalogue,3; O7 OECEO 1 £ $AOAU8 %PBEEAEOEI ] I £ E

#1 1 OA OO AteEDerbydhiredAdvertise22 March 1883 in Bemrose, Life and Worksextra-
illustrated vol., 176.
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within the canon was not fixed?0 This is apparent in the comparisons 1883

prompted AAOx AAT 70ECEO6O0 PAET OEIT CO AT A OEAO

it was asserted that kOO OAT AO Ai 11 ¢ OEA EECEAOOh 1160
AOOEOOOh AOO 1 £ " OnbibtadEker @itk EdnsidrélAVvrighd T AOAT |
A Ox1 OOEU AT 1T OAI PT OAOU lanE RaymoldOladd AT A

" AET OA 190DReleing this Thomson notedth® Ox EOE OEA $AOAU

Al O OAEAOAT AA EO EO AAOGU O bl AAM2 70ECE:
(T xAOAORh xEEI OO OEA OAAPPOAEOAI 1 &£ 70ECE
not have complete consensus. For example, it was also argu@@& A Qvashét An

epochi AEET C ké Bdyr®lds@bdiHogarttp93

Monkhouse led7 O E C E @aésiflonir@ Avithin the canon. In both his
articles for The Academynd the Magazine of Arthe carefully situated Wright in
relation to the five widely-accepted great aists of the 18th-century who, he felt,
Ol OAOOEAAT xAA8 EEiIid (1T CAOOER 2AUT ¥4 AOh
| OOAOOET ¢ 70ECEO8O AOO & Oi Al I-fashionedi T EET O
painter, closer to Hogarth and Kneller due to his training with Hdson, and
lacking Reynold$l O ' AET OAT O1 OCE ®%®DragiAd aecOndectibi AT 1 1
between style and era, in which the period up to earlynid 18th-century was
DAOAAEOGAA O1I AA 17T OA AT 1T OAOOAOGEOA AT A 1T A
solid, old%l C1 EOE | ATT AOd6h -1T1TEETIT OOA Al AEi AA Ol
generations?% Accordingly, though considering him equal to Romney as a child
bl OOOAEOEOOh A1 EEA ET O1 AOOOAI COAAAG A
Monkhouse did not consider him egal to Reynolds or Gainsborough who, along
with Hogarth, were credited with fathering British art.99” The exception to this
was, however, in respect to his ligheffect paintings in which Monkhouse felt

70ECEO xAO DOAAI ET AT Oh xEO&h OAT AIOCODRADEC

90, T AAT . Ax0O8 4 E AThe Ddtbg Medcurya@ApEl ABBDE | 1

W04 EA 7 0ECEO Tho®&lsy Aerougyld Mabch 1883;0, 1 AAT . Ax08 4EA 7
Exhibition,6The Derby Mercuryl8 April 1883.

992 Thomson, 208.

9WwO4EA O70ECEOG %DE E A Eh® Bdrbly Mekadry @@ik1883.00 ' A1 1 AOUhR 6

9. T EETI OOAh O70ECEO I £ $AOAUhG ocyes

9. | T EET OOARh O4EA O7TO0ECEO6 W@EEAEOEITho6 ¢gxn -1TT1TE
WO&ET A 1 0008 4 EA ThweAHedeEnIR April 1888, 48 AOAUN 6

9. 11T EET OOAh O4EA O70ECEOO6 W@EEAEOEITho6 ¢cyn -1TTE
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elevated Wright by associating him with an artist widely perceived as the great
original genius of the 19th-century.?98 Thus, on the basis of his invention and
innovation, he argued that Wright should be seen as an equal to Hogarth, Wilson
2AUTTTAO AT A ' AET OAT O1 OCE OAO 11 A9 £ OEA
| OAOAI 1T OEATh OEA AQEEAEOEI1T OOAAAAA;
marginal position within the canonthat he had previously been perceived to hold
and which had beerDP AODAOOAOAA AU OEA 2AACOAAGAOGB0 £
reading which was frequently criticised at this time.100 |n this respect, the
retrospective was symptomatic of the wider concern to establish and consolidate
the national school of painting in whichexhibitions had an important role as, like
AET COAPEEAORh OEAU OOOOAET AA Al AOOEOOG O
asserting that they deserved recognition. 1883 was, therefore, attributed with an
ET OOET OEA OA1I OA OOEI Pl U bk Contrb@ifydto thel A A C
understanding of 18th-century British art. 1001 As the first comprehensive
Ai 11 AAOGETT 1T &£ 70ECEO80 DEAOHCRAWyitveis AA AO
OA1 OAA &£ O OAET 601 AOAET ¢ OEA AOOEOOh 1| Al
hEOOT OU | /Aoopioe heheddlly, & d©rtatnal school was believed to
EAOA AAAT OEAI EOBA G&hicEdauly @& d&hibition was also
valued for representing an aspect of the early history of British af03 It was,
therefore, atrE AOOAA xEOE Oi OAE 1 1 @dhtcddtEbtedtd T AAT |
the national canon of artists1004
9A0Oh OECI EEZEAAT Ol Uh EI OAARAEET ¢ Oi 0.
AGEEAEOQOETT AEA 11 0 1 OAtiincidlign. He® withipthé OA OE /
town to champion a local artist and celebrate the opening of a local art institution,
the exhibition was predicatedupon the ongoing relationship between Wright and
Derby. This was further affirmed through the subject matter of the paintings on

display which included local landscapes, lik€romford Cotton Mills by Moonlight

ws- | T EET OOAh O4EA O70ECEOO6 %U@WEEAEOEIThé ¢qexn -TTE
.| TEEI OOARh O70ECEO | £ $AOAURSG oyws
wo. | T EET OOAR 04 EAE I07HOEQESODIPEHWTE EAE O

w104 EA 7 OE CE OThedmeebEMeEc@yE4 Malt1883 o S o
102007 0ECEO 1T £ $AOAUJ 6 ( ENR Derliy Mdrcureil March A883. 0008 0A0O0
1003 | pid.

wa. 1T EET OOAh O4EA O7 OEMOESOM20WPBEEAEOQOET T ho ¢c¢xn
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lent by Thomas Haden Oakes, and many portraits of local worthiescluding
portraits of Samuel Crompton and his wifgFig.175].1005 As in prior exhibitions,

z A X £ A

patrons and friends within the region.

The lenders to 1883 werealso predominantly from Derbyshire and the
wider region [see Appendix Twg. Many had personal connections with Wright
OEOI OCE OEAEO /mAlirefalionsBipwithtAcCaist,Isucic s Lokd
Belper, and had also contributed to the previous exhibitions in Derby, like Sir
Henry Wilmot who, among other paintings, again lenthe Old Man and Deatl%6
This was remarked upon at the time as the assemblageA0 AOOOEAOOAA (
EET AT AOGO T £ OEA OAOPAAOGEOA 1T x1T AOOW?” xET x,
As this highlights, even towards the end of th&9th-century 7 OECE 06 O DAET O
continued to remain in the county as they were passed down through
generati T 68 ' 11 OAET ¢ OI OEEOh TTA AT ii AT OAOQDI

guidebooks to the regions often stressed the Wrights in locAbuses008

Aswith the previous exhibitions discussedin this thesis, the lenders also
ET Al OAAA A 101 AARO T &£ 7TOECEO80 AAOAAT AAT O
7 OE C E O 6 ltdth /& pakniings, their contributions ensuring authenticity as
OEAU xAOA OAAT AOG A COAOATufuestionsbFAO OE |
CAT O¥9 Wifiaer Bemrosex ET EAA [ AOOE A-dranddaugigde 06 O CC
Margaret Romana Simpson, was also recognisdd0 A Ol EAAOAT AT 1T OO
the AthenaeumassertingOEAO OOEA DPAT PI A T £ $AOAU 1 xA
which Mr W. Bemrose has expended on this exhibition. Without him it would

probably not have been formed?11 His role encompassed requesting works of

1005 Bemrose,Catalague.

1006 | bid.

1007 Cundall, 123.

ws®4 EA  O7 OE CE Obe DerbyiMerdudyLl Bpril 1883; John Hicklin and Alfred Wallis,
Al O1T OA6O ' OEAA Oi $ AlodkivOteeFoOuhtd(Londor Derbp & Mafidkk ( AT A
Bath: Bemrose and Sons, 1869),25&299 o .

W O&ET A 1 0008 4 EA ™hoknedaen® Al 1888, 488 AOAUN 6

1010 | bid

1011 |bid, 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

. AOET T AT 071 OOOA E GelfPoAraitl), Ard Hr@ly th®IaBgbof theA A

works with the assistance of Alderman Sowter and MiThomas Heath, the

librarian and curator of the gallery[Fig.176].10124 EOOh ET pwywoh 7 O0EC
were at the forefront of the promotion of the painter, supporting the exhibition

and driving the national reappraisal.

Additionally, in 1883 the local audierte was directly addressed; the
AGEEAEOGEI 1T xAO AAOAOOEOAA AO OAnRDdrl AET CI |
MercuryOOOA OOET ¢ OEAO EO OOEI O A AA OEOEOAA
AT A ET OAl 1 RATERA 1A QEAQEROES d  x AoONrighA IA AE OA A
I AGEOGA OiT xT h AT A8 OEA AT AOCAOEA badnA AT OE
PDOT I 1T OAA AT A A4 Again@ie MekcDnfeXkmesses this, stating

Derby owes more to Wright than Wright to Derby. The town shares the

fame reflected upon heby her gifted son, and it is well that we should

TTx OOCEO 1 O000CAI OGAO AU A O70ECEO %@EE.
appreciation of the great maste#o15

The relationship also gave rise to comment from critics of the time.
Monkhouse AT T OEAAOAA OBBEE Q7 GRAGE OGAD [OD@AIT EAUET
1T AATEOET ¢ AZEEAAOGHh  OA A® Ageroigy ttisE e T AOE
Nottinghamshire GuardiatE OACAA OEAO OEEO OAPOOAOEI T E
his popular title. He has been localised, like Barker of Bath; but x&s in no sense

N AL Z z A =

A 11T AAYT TAOOigAdérstanding of the painter was attributed to the

Gallery, London;O, E O A O A O Qatikgh@nsHir©@ubrdian12 January 18830- 3 ) 1 OO0OAT AA
AT AOI AT OOh o6 ET neiykdownas Jodegh WrightZinkdown artist, painting folder

[1858-], Registered Packet 29, NPG46/1/29, National Portrait Gallery, Ldon; 07 OECEO 1 £ $ AOA
OEEAEOQOEI T 1T &£ EEO DEA OO Ohdrbystird Advehisef2Maréh 1888 T OA OO A L
in Bemrose,Life and Worksgextra-illustrated vol., 176.

w304 EA 7 OE CE OThedebbEMeEE @y 4 Maftv1883;04 EA O7 OECEO6 %BEEAEC
I OO0 ' AThd DEroyMersury4 April 1883.

10404 EA 7 OE CE OThédmeb¥EMeEke @4 Mafco1883
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limited accessibility and circulation of his paintings TEA AT T OAT 00O xAO

he had had somewhat less honour in his own country he would, in his own time

atl AAOOh EAOA AT ET UAA A OiI i AxEAO EECEAO

i EOATTAADPOETT AOT O A 1017 Coisentiedtfy,Ghe &btk OO ET

Ol T AAl ho8 Eihg sehddand RrEuQDsAdviidthe importance of the

Ol x1T ET &I OOAOET ¢ AT A AwOROEREH @6 &7 OLETCEIOBHE

with his hometown was affirmed and celebrated through the exhibitioras was

his stature and merit as a national painter. Ason®@ AOEAxAO 11 OAAh OEC

$A0OAU AOO %l ¢l AT A @EAO OEIT OIA AA DpOi OAG8
In claiming both local and national identities for Wright Derby appears to

have taken an international modeld | PAOEOI 1 O xAOA [T AAA AAC

promotion of Wright and the relationship between Rubens and AntwerpThe

Derby Mercurystating: 0! T OxAODP EO DHOI OA 1T £ 20AAT ONn

should show that a painter has honour among his own kindred by Derby being

DOl OA 1 A2 AlbdughEepr8sénted as very different artiss z Rubens the

epitome of an extroverted, international artist and Wright the retiring, local

painter 7 $ AOAU ABPPAAOO O EAOA AOAx1T ObPIT 1'1

Rubens in its approach to Wright. Bypassing national frameworks, such as the

British Instit OOET T 1T O 27T UAI ! AAAAI UG dish AMBEBEAEOQET

Derby looked to European examples®22 As Francis Haskell has discussed,

Antwerp commemorated Rubens in order to proclaim his place as part of the

AEOQUB O AOI OO00OAT EAAT Diathal sinmbdl forEte®ewly i BT 00 A

founded Belgian Staté®84 EA pyxx AAI AAOAGET T O 1 £ OEA

birth, which included a representative display of his work, was the most notable

of the 19th-century, positioning Rubens as one othe foremost Euopean

02137 OEICE B AOAUGS ( E O The Beldy Mérdud4 Makoh 188D O h 6
1022 |n 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

6 AOCEAT h Owl ¢l EOET AOGO 1T £ " OEOEOE ! OOho pt138
1023 Haskell, 98102.
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painters and conferring cultural prestige upon Antwerp and Belgiumt924 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
x EAOA 2 GiAiAgs @eBe diBplayed, it seems likely that Derby, particularly
the organisers of 1883, would have been aware of tee celebrations1025
-1 OA OPAAEEEAAI T UR EO EO bDOI AAAT A
commemoration of Rubens as his niece, Charlotte Annie fAeose, kept a travel
journal in 1885 recording her trip through Belgium andHolland [Fig177].1926 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 experiencestwiher
uncle.1027 3EA xAO Al 01 AAAT I PATEAA AU EAO £EA
AOOET AOGO PAOOT Aoh (AT OuU (T xAh Z£EOOOEAO 00

AEOUR AT T1TAAOETI ¢ OEAEO DOAI EOEET C FEEOI
museum1928 |n the journal she draws attention to the art in Antwerp, particularly
that of Rubensh AT A OAAT OAO OEA AEOUBSO AT i1 AiT OA

statue of him erected in 1840, the bicentenary of his deatfiig.178].1929 This
suggests that even if the 1877 celebrations we not known in Derby, those of
1840 were.1030 1883 was, therefore, an important momentgenerating a new
interest in Wright and re-positioning him as a local artist, a national painter, and

a European master.

ONE OF THE MOST SAHSCTORY RESUL(T)SQ,HE PURHASE AND

PRESENTATION OFHEALCHYMISRND THEORRERY1883-1884

The exhibition was temporary; the subsequent purchaséy subscription and

presentation of The Alchymiseind The Orreryto the Art Gallery was an important

1024 Haskell, 98102.

w54 EA - EAL AT A 2AEl x AU ) The®érBydruAs Jure LEOE 1
1026 CharlotOA | 11 EA Al O OAR 6" Al CEOI 0O (7111
D5239/3/1, Derby Local Studies Library.

1027 | bid, 6 & 9.

1028 |pid, 9 & 25.

1029 | bid, 8-9.

1030 |bid, 9.
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channelOE OT OCE x E E A ielatioristip withAne tonAvasih@manently
commemorated [Fig.179]. Marking the beginnings of the Joseph Wright
AT11 AAOGETT AO $AOAuh EO xAO OAAT ¢i EOAA A
OAOEOAAAOI OU OAOOI 60 1T £ OE Eséesshaaiobittie OET 1 8
AOOEOOG O E£EEI2PAOO DAET OET ¢cO68

The Alchymistwas bought first, the final of three instalments totalling
£170 being paid in 1884; however, it was oveshadowed byThe Orrerywhich,
as has been discussed in Chapt€ive, already had a displg 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
- O0AOIi h xET AOCOAA OEAO EO xAO $AOAUBO A
could not be raised033 Instead, what money thathad beenraised was spent on
The Alchymistthe town having to start a new subscription in 1884 whenThe
Orrery came back onto the market at a cheaper price as part of the sale of the
Osmaston collection held aithe Derby Lecture Hall%34 Purchasedfor £210, The
Orrery entered the gallery collection in September 1884935 Thus, The Alchymist
Ei i AREAOCAT U APPAAOAA AO A DPiT O OAAITT AR E
OACOAOS AO EO xAO Al 1AEAMAMOFAYA R ATAO A AAE
CAT 038 DET OCE EO xAO DOAEOAA AO A OEET |
considered that The Alchymistcould not compare with The Orrerywhich was
EAOAT AAA AO T1TA 1T £ 7 0ECE O0®&@poA hér@iftingi OE Oh
to the gallery the paintings were first displayed in the upper gallery from 1885
to 1887 and then the lower gallery until 18901938 This was important given the

AT TAAOT OEAO OEAU AA OAQEEAEOAA xEOE OEA

1031 Cundall, 123. o o o 3
w27 E] 1 EAT " Al OT OAR O11 1 AAi 01 ©® iA& OEA 0GADHDAAYH Al
'T AEUI EOO6 AT A O4EA /1 OOAOUOG AO -AiTOEAI O T £ OEA
manuscript, 1883-84), Derby Local Studies Library. Three instalments were paid for the
Alchymist:£120 on 27 September 1883; £30 or23 November 1883; and, £20 in early January

1884.

030, | AAT The Bert® Mércury27 June 1883. o 5

043 AT A | £ OEA / O Ao@inghamshitel Guaddia02e Madod 08840 i 6

060, | AAT Thd CRfyAMRiTWdy30 July 1884, ) o o
103707 OECE O IThe Derdymareuydp * O1 U p ¢ ¢ o NThedQeibyAMetcury8d DPEA OO 6
July 1884.

s A{ OT OAh OO0OAI EA )1 OOEOOOEIT GoNn &I O AEODI AU AA
catalogues, spring 1885 to autumn 1889.
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further compounded by the belief that the Air Pumpwas poorly represented in

the National Gallery asitwagE OT ¢ OOT I EE @Fig.180].1038 1 E EOOC
TEA 100 " Al 1 Aouso AiTi11AAOGEITT xAO ATl Ol
AAT ET UBO AT 11 AAOQEIT T e linksAMBEDRID\E FrapicisEight £A T E |

who had ownedThe Orrerydied in 1873 and his collection appears to have been

distributed amongst his family; whilst Osmaston Manor and’he Orrerypassed to

his son John Osamastoithe Alchymistvent to Francis BeresfordWright, another

of his sons1040 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 188®W41 Yet, significantly, it also represets

another moment in which the elite ofDerbyinvested inits cultural development;

whilst many municipal galleries were increasingly active within the art market

ET $AOAU EO xAO AAAI AOAA OEAO OEAOA xAC
purchasing it [The OrreryY ®48Subsequently, Ioth paintings were purchased

OEOT OCE OOAOAOEDOEIT T h OEA CAlI1AOU AT il EOC
of art, in the town and county3'®2 As the list of subscribers affirmsz including

Sir Abraham Woodiwiss, Michael Thoms Bass, the Duke of Devonshire, and

William Bemrose z 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

s A A N £ oA N~ A

I £ OEA b AET chdnpien@FrabcstBerdstord Wiightencapsulated this

when, recognising Bemrod 8 O AEOEA A1l A hdaScerediadis ADAOE OE

090, T OAOG 11 1| OO Hhe Acaderdydorb20AAugust €884), B3.

1040 Smith, In Memoriam,65-x ¢ N O4 EA [ Oi AOOIT Nottinghaméhite GoEdfad OA Oh &
March 1884.

w14 EA /1 O AOOT 1T  NditinghadnshiréGhabdiag) X March 1884.

w2+ ATT AOE - A#i1 1 EAUR O( A Goeddr@phibs/f EndlishriedsiLandseabelahdh h 6 E 1
the National Past, 188940,ed. David Peters Corbett, Ysanne Holt and Fiona Russell (New Haven

& London: Yale University press, 2002),6 N O, 1 A AHe Derby M&dug27 June 1883.

10430, | AAIT The Berb® Mércury27 June 1883.

loaar A OT OAR O!'T 1 AAT OT 086
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~ A

I xAO Ul 6 A bl AAA EI EAO AOOOOA CAI Il AOU
[Fig.183].1046

AN OBHION DE LUX8 THE PUBLICATION OFHE ARTIST BIOGRAPHY
1885

Following shortly after the retrospective exhibition in Derby and the subsequent

acquisition of The Alchymisand The Orrerythe first biography of the painter,The

, EEZA AT A 71 0EO 1T £ *1T OAPE 70ECEOh,wds828! 8
published in 1885. This was significant as, prior ¢ its publication, Wright had

received little literary attention z the 1883 catalogue was praised a® A OA £ZAOAT A
Al O A ]highlighttad tBedaudty of scholarship regardingthe painter.1047

Written by William Bemrose the biographywas published by Bennose
and Sons, a Derby firm founded in 1826 and, by 1885, a thriving business in which
William had been cadirector from 1858 [Fig.184].1048 As with the town overall,
the printing industry in Derby had greatly expanded from the 1840s; Bemrose
and Sons matchedhis, 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 he firm had a prominent positionand, like
"AOOBG O AOAxAOUh e Adhiedetite$s ®Athe toEO thioughOtke
railway. Within Derby itself the firm hada shop in Irongate, open since 1839, and
a premises on Wellington Street, known as the Midland Place propertgpening
in 1854, this latter property continued to be extendedduring the 19th-century,
OAT AET ET ¢ OEA FEEOI 6 (Fig.18%.B% Thid| thelfith ha&dilaOET p ¢
significant presence within the town, located in the city centre and within close

proximity of the railway.

g g " AOAOAI OA 70EGCEO O1 7EI I EAIiAccouk bfthe Pukchaseg x 3 ADO

AT A 0OAOAT OAOCETT 1 &£ OEA OEAOOOAOGBHhOG AU -8EI 1 EAI
Derby local Studies Library.
104707 OECEO 1 £ $AOAU8 w@EEAEOEI T 1 £ HicDeryshileOOOAOS

Advertiser,22 March 1883 in Bemrose,Life and Worksextra-illustrated vol., 176.
1048 Bemrose,House of Bemrosess.

1049 Standen, 34; Bemrose;louse of Bemros84.

1050 Bemrose,House of Bemrosé1-92.
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As has been discussed in Chaptéiive, the railway junction at Litchurch

had transformed the town as was recognised at the time, John Ward commenting

A X s oA ~ S

OEADO OEOO AOAT AEAO ODPOAAA EOI I OAA OI

O E A51B§ the 1880sLitchurch 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, itgave Derby a national and international reach,
increasing its importance and integration with the rest of the country
[Fig.186].1952 This is epitomised by St Pancras station; owned by the Midland
Railway Company and constructed by the Butterley Compankighlighting the
relationships between local businessesit became one of the most important
gateways to London in thel9th-century, demonstrating the influence and reach
Derby had[Fig.187].1053 Consequently, the Midland Place premisetemonstrates
Bemrose and Sons response to the changing axis of the tqwmghlighting 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 |t was, therefore,alert to, and invested in, the
development of the bwn, as is also evident in its paternalistic approach to its

employees1055

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 capitd of the town and providing an alternative to its

OA

ET AOOOOEAI OAPOOAOEI T8 4EEO EO All OAAA
AgDOAOOET T 1T &£ AAI EOAOEIT A& O OEA AEI COADI

is indebted for such a valuable memorial of a ¢ebrated fellow county | A 11086 8

As a member of the welknown Derbyshire industrialist family, which also had a

EEOCOT OU 1T £ DPAOOITEOEI ¢ 7O0EGCEOh ! OExOECGE(

interest and investment in the cultural prestige of the town. Thus, itis

1051 John Ward Derby from Age to AgéDerby, Nottingham & Leicester: Frank Murray 1892), 50.
1052 Beckett, 190, 228 & 274.

wssQ( EOOT OUh6 30 0AT AOAO )1 OAOT AGET T Al h AAAAOOAA »p

1054 Bemrose,House of Bemroséd4.

1055 Standen, 69.

1056 . C.Arkwright to Bemrose & Sons, 12 January 1886n 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 Derbyshirélhe biography can,
therefore, be seen asnother 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 Worksvas published in two versions: a
standard and a large paper copjFig. 188 and 189]. The latter were traditionally
more expensive volumes published in smaller numbers often for subscription or
presentation 1957 Bemrosed i© consistent with this, limited to a hundred copies
its high quality is evident in the heavy paper used and the India paper usdor
printing the inset illustrations [Fig. 190 and 191].1958 Nevertheless, the standard
version is still an elaborate book and luxury itemboth versions include large
plates on high quality paper; the insets in both seilfonsciously imitate
woodblock printi ng; both use advanced technology in their illustrations; and,

both have large amounts of white space, a sign of extravagarie®.

This is significant as the lavish materiality of the book served two main
functions: conferring importance upon Wright and raisirg the reputation of the
publishing firm. In regards to the latter, Bemrose and Sons already had an
established reputationfor high quality artistic volumes.1960 The Life and Works
continued this, extendingOE A /EE Ol 6 O deddgirQiAyEitS AbilitA to
produce sumptuous volumesand to contribute to art historical scholarship1061
Thusthe$ AOA U | Afaks®i gadidulery gertinent, asserting that it was

the most perfect specimen of the art of printing which has ever, probably
been produced in Desy reminding one of the kindred genius of the

Plantins, of Antwerp, who were alike princes of printing, friends of

1057 John Carter and Nicolas BarkeABC for Book Collector8th Edn. (London & Newcastle: Oak

Knoll Press & The British Library, 2004), 139.

1058 Flisabeth Fairman, Senior Curator of Rare Books and Manuscripts at the Y@&lenter for

British Art, in discussion with the author, 8 October 2014. The standard version uses photographs

of woodblocks instead.

1059 Bemrose,House of Bemrosé9-60 & 84; Elisabeth Fairman, in discussion with the author, 8

October 2014.

1060 Correspondent, O0 AOEO %@EEAEOQET T | x AQhe®andard2d AugustAAAT 7 E
1900.
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Rubens, and patrons of art. All praise is due to Mr William Bemrose, who
OEOOh AEOAO 1 AT U UAAOOh EAO PAEA O ¢
treasures and abundant interest, the tribute that was his di$é2

Asthe$ AOAU | ADAIOIOKIOB O6BAO OEA AT T E xAO C
EEO ¢ 7 OE suggoedisthebodkdateriality also conferred importance and
prestige upon the painter byvisually assertingthat he deserved rich recognition
and commemoration. In particular, the volume drew upon thel8th-century
OOAAEOQEIT T &£ Ci1OET OO0 CE £OBotanichl Ba&dderGOAE A
which Bemrose owned and had quoted from in his 1864 biographed 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 OC1 Al T O ®s4 fighiri shaWwih@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 enduring965

#1 1 OEOOAT O xEOE EOO OAlI OA AOprkied OAAEOF
by subscription (although it is not clear whether this applies to both versions of
the book), the standard versioncosting £1.1s andthe large paper copycosting
double at £2.2s1966 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 impressively106710 x A0 POAAEAOAA OEAO EO

10207 OECE O Dby Rdv@tBdy T december 1885jn Bemrose,Life and Worksgextra-

illustrated vol., 141.

1063 Catalogue of Old Derby, Chels&serby, Worcester, Bow, Rockingham, and other China, Cabinet
OEAOOOAOh OAET OET CO AU 70ECEO 1T &£ $AOAU8 #1111 AAOQE
of Berlin Iron Jewellery &c., &c. To be sold by auction by MessraeQliNewbold, & Oliver, on

Wednesday, the 28 Day of February, 1876. By order of Mr. W. Bemrose, Jun., who is changing
residencgLondon & Derby: Bemrose and Sons, 1876), 16; Bemrose J@iographical Notice 20.

1064 Elisabeth Fairman, in discussion withtie author, 8 October 2014.

1065 A, E. OwenJones,The Romance of a Century 182A®26: Being a description of the House of

Bemrose as a Modern Printing Organisati¢gberby: Universal Printers Limited, 1926), 21.

we Q4 EA 2 AeSlaghcdnn & AAOOAOIUO @R ¢iNT OAT T E Ohe LEe@ODE AR Al
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 Bemrae, 22 December 1885, alh Bemrose,Life and Worksextra-illustrated

vol., 129

1067 For example, inBirthday presents and bridal gifts: Catalogue of books of the best authors, in

I O1 Al AT OA1T AET AET ¢cOh 11 OAIT Aonddd: MudEAB OS5 G A3 RIADA O E Al
puxwqaqh OEA DOEAAO OAT CA /£OT Middernarchidd vola, wibkal 1 ET CON
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of the most treasured and valuable volumes in the libraries of the gentry of this
town and neighbourhood, and of cOEAO OEOT OCET OO0 %isg] AT A A

In" Al OT edthadlidstrated copy of the biography there are letters of
thanks from Frederick Charles Arkwright, representative of the Derbyshire
gentry, and John @lcott Horsley, the treasurer of the Royal Acadmy
[Fig.192]. 1069 These suggest that Bemrose had personally overseen the
distribution of the books. The biography was immediately received as part of the
DAET OAOB0 | AOAOE Mk Thé AthehaBumi AGYOREIGASA OET
handsome folio Mr. Bemrose has crowed his work of rehabilitating his relative
ET OEA AUAO 1 AYDER 1RO AREIAITS DO TE ABEBBCE] ECE
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 awid@ Z£Ai A &EAT OEE O

6£ DESERVES A WIDERMED THE DEPICTION O®RIGHTTHROUGH THE

TEXT AND ILLUSTRATNS OFTHELIFE ANDWORKS

AOOE O O®Al | AGABEOEdas thekdylo unlocking the meaning of

OEAEO x1 OE xEEAEh ET OO0OT h xAO A¥% OEAAO/
Bemrose adopted such tropes of the genre as interspersing the narrative with

OADPOI ACAGETT O 1T &£ AT OOAODPI T AAT AAlifAdr A ADE A
anecdotes [Fig.193].1974 For example, in recounting tales of people confusing
70ECEO08 0 PAEI OET CO xEOE OAAI 1T AEAAOGO "Ai

morocco binding is 21 shillings, the equivalent to the standard copy dfhe Life and Works of
Joseph Wright.

10807 OE CE O iDébysirk Advertiseér,25 December 1885,n Bemrose, Life and Works,
extra-illustrated vol., 141.

1069 Bemrose,Life and Worksextra-illustrated vol., 129-135.

woO4EA |, EEA AT A 71 0EO T &£ *1 OAPE 70OECEOhThed 828! 8h
Athenaeum no.363 (July, 1886), 55.

w1l QOOET $1 A OIiThehAcabetnind. 787 (JuGe1B8B), 438.

1072 Codell,Victorian Artist, 2.

1073 John Evan Hodgsorkifty Years of British Art, as illustrated by the pictures and drawings in the
Manchester Royal Jubilee Exhibitict887 (Manchester: John Heywood, 1887), 30.

1074 David Amigoni, ed.Life Writing and Victorian Culturg/Aldershot: Ashgate Publishing Limited,
2006), 29.
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xAT O AAAE O ! PAI 1 AO8 3 Eimidieklads Yenealdgy A OOA
and detailing his childhood Bemrose againreplicated an established mode

whereby the early years were privileged as the origins for the adulartist. For

example, Bemroselinked 7 OECEOG8 O AAOI U EwhApAk@d EIT i
industrial and scientific paintings1975 Thus, although not greeted with universal
approval, The Art Journalscathingy remarkingOEAO OEA OPACAO AOA
the usual mainstay of biographers letters, descriptions of important pictures,

AT A8 EAIT E] The WHAGDAEA GBAT O A Ofandilidity QuithOthed O

genre.1076

Bemrose carefully depictedWright 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
Al 1 OET OET ¢ OEA EAAA T £ 7TOECEOB8O 1 EAAOAI EC
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 tAT PAOAA EEO OAZAOAT AAO O1 70ECEO
AxAOA T /&£ 70ECEOS60 EIT-AROAD OBDI AOEABERO
AT OOAODPI 1T AAT AA xEOE 7EIIT EAI (Ausirafed  ET Of
volume) he describes him a$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 astprofession,

although at times suffering from long periods of nervous depression

until his death in 1797078

Subsequently, his success is shown to be haedrned and welldeserved, a
representation endorsed by the list of his paintings in the biographgmphasising

his productivity and labour [Fig.196].

1075 Codell,Victorian Artist, 181; Bemrose Life and Works52.
10601 OO0 . 1T OAO Fnk At Jaukal? @9es86) 6.
1077 Bemrose Life and Worksextra-illustrated vol., 148-152.
1078 Bemrose,Life and Works 5.
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Bemrose stresses that alongside his worlethic 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 iE EO AEEIT AOAT 80
that he loved music, playing the flute and joining in weekly concerts with his
friends; and, that in later years, heenjoyed days drawing with Thomas
Gisborne10® 3 OOAOOET ¢ 7OECEO8O CATEAI EOU £EOOOE
generoE OU ET EEO OOAOAI AT O OEAO Oi £ EEO 1 EA
I O AOT 60 CEAOO 1T £ OAIl ORAThUS herennGed @ithO OT E
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 modest1081

7EOEET OEEOh $AOAU EO 110 EOOO OEA
Bemrose credits the town with shaping the man and his work into the ideal
British artist. Rather thanre-l OEAT OAOET ¢ 7O0ECEO0B8 0O 001 ou (
OAT AET O AAT OOAI AO EO ADPDPAOAT O EecreasOEA Al
his house in Italy, Liverpool and Bath are either skimmed over or omitted
Ai i p1 AOGAT uUh EEO AEOOEDPI AAA AT A Oxi ET OOA
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 pleasantlyfas OA O1 1
DOT OPAAOQ [FiFl 197 t& 19].8%2 Characteristic of the 19th-century
preoccupation with artists or writers homes, evident in the market for books like
7EI1 1 EAl Horhes Bnd Gduats of the Most Eminent British Podig,pin-
pointing particul ar places related to Wright Bemrosavas appealingto this taste
and its accompanying tourist industry. 1083 Additionally, this also reinforced
$A0OAU AO 7 OE CE éitdalng Erh theheQibuallly and textually.

$AO0AUB O DOT OET AEAI| Bredd soxhatlt agpéaredads i OOI1 U

~ N A A~ X oA

I OOOOOET ¢ AT OEOITTI AT O E1T xEEAE 7O0OECEO0G680

1079 Bemrose,Life and Works9.

1080 |bid, 24.

1081 Codell,Victorian Artist, 74-77.

1082 Bemrose,Life and Works51 & 102.
1083 Howvitt.
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versatility developed1843 OAOANOAT Ol Uh 7 OECEOG&IBcalEAAT OE
artist was also positively recast as Derby was not presented aspaor secord to
London. Derby became represented as a distinctive and important aspect of
70ECEO80 EAAT OEOU AO EO xAO Al ObPlI AA xE(
AEOAOI OOAT AA xEEAE Al Oi ZEAAEI EOAOAA EEO
civic commemoration and pantheon of local worthies. Therefore, whilst
dAET T xI AACET ¢ OEAO OPAOEADPO OEA 1 OAET AOU
AodOAT O ET OAOAEAOAA xE Oduggésts Mat DididgtoAedET T 6 h
OPi 1T OEA T EOATTAAPOEI T  WasAsghonynOEGMOS6 O DO
limited talent and importance.
As well as consolidating 7 O E C Eefafio@ship with Derby, in the

biography his position within British art history was reappraised, primarily in
the preface to the bookThis was written by Monkhouse whohad championed
Wright in 1883 andx AO AOAAEOAA AU Ai 1 OAi i OAOEAO
ATTTAh ET EEO AT AAAOI 6000 OiF AOOAAI EOE A
ET %Il C 9% EpE MoAkDdD<e &Vright was a solid, gifted painter but not a
genius, as is epitomised in his assertion that:

YO xEI18 AA CATAOAT T U AAETT x1 AACAA Ol

Hogarth, Reynolds, Gainsborough, and Wilson, and such as West,

Northcote, Barry and Hamilton, there is a gapsensibly to be felt. In

this gap, but mar 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 hipA¢

"AT Ol OA38 ObuildsODADEORT EET Q6dk éxampd,md i A O

recognises tke influence of Hudson in his early portraits, signalling a more old
fashioned style and he citeshe 1883 exhibiton A0 DOT T £ | £ 7OECEOHB ¢
AEODPAIT T ET C OEA OEI | OOET 118 HoveveDitigaksoih 1 1 U D,
regardstothisbrd AE | £ 7OECEO80O0 AOO OEAO " Al O1 OA

1084 Bemrose,Life and Works5.

108507 OE CE O ITh& SaukdéyARevied1, no.1589 (April 1886), 516.
wss- | T EET OOAh O0OAZEZAAARG 08

1087 Bemrose,Life and Works 50 & 74.
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Al AEIl ET ¢ OEAO 70ECEO xAO AO OEA & OAmEOI 1
innovator in light effects 1088

Monkhouse states, OOEA T AT A T &£ *1 OAPE 7O0ECEON
repute among%l C1 EOE | OOEOOOh EAO8 OO1T Eh Al O CA
semil Al E ©E\VHilsh e neglected artist was a trope of the time, Stubbs
xEl EO 11 x 1 @daettibn niadeAddplace @& Bpkcific to Wrighe0
AEEO EO AOEI O OPiI1T ET "Ai Ol OAGO0 AEOAOOOE
AO EA ATTOATAO OEAO 7OECEOB8O 1 AgHeAAO AZ
I AAAAT UB O AEA®! UAgAiehh Oeiph Bhiligg® AT OOAODI 1T AA
" Al O1T OA Al AEI 6 Ol CEOA A OOOA AAAT O1 Oh
judgement of Wright in 1866[Fig.200].1024 EOOh &I O " Al O 6Ah EO
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 Wrighot
of Londond ET 10 heddIkicA &nd values of the places but not in regards to
his stature as an artist. This isalsoAT T OT 1 EAAOAA AU " Al O OAB (
70ECEO080 EIT OAOAAOGEI T xEOE [ Ai AAOO 1T £ OE/
training alongside Reynolds and Mortiner; his recognition from Wilson, who
AAT T O01I U OAEA Ol airyAJEAC BT O) BE, @l Bpachmidis AV T O
and writers he associated with, like William Hayley[Fig.201].1093 Consequently,

Wright was re-presented as locahnd 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 atthe OET Ah T 1T A OAOEAxAO AOOAOOEIT ¢ OEA
in the volume that does noit AOEO D OAE O A% Th&voldrhd hAd tvibl OO 6 8

1088 Bemrose,Life and Works11.

wso- T T EET OOAh O0OAEAAARG 08

1090 Joseph MayerEarly Exhibitions of Art in Liverpool, wittsome notes for a memoir of George
Stubbs, R.ALiverpool: Privately Printed, 1876), 93.

1091 Bemrose,Life and Workschapter six, 5768.

1092 |hid, 58.

1093 |pid, 8, 53 & 5860.
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types of illustration: insets within the text and standalone plates interspersed
throughout the biography. The former are generally stylised or simplified, small
scale images intended as an accompaniment tbe narrative rather than as a
i AAGOOA 1T £ 7 (ryge®OAdditionalkk Gnd @& that do reproduce
70ECEO60 PAET OET CO AOA DPOAAIT T ET AT OIU 1EC
EEO AOO xAO OOEI 1T OEOOAI T U GEOAGCRHTA A7ACHDEE
diversity, a concern that echoes the reviews of the earlier exhibitioffrig.203]. On
the other hand, the latterconsists of seven plates printed on heavier, higher
quality paper and occupying full pagesAll but three are reproduced by ix OT T & O
Positive Etching processa photographic printing techniquein which a carbon
print was made from a negative thercoated in gad and used to make a copper
plate through electrotyping.109 As such photographic techniques enabled
accurate reproductions d originals to be made with relative ease, the use of
$AxO01 18680 POT AAOO OOCCAOOO OEA AT T AAOT Ol
conveying their quality and character through the reproductionto9

The subject matter of the plates issignificant: they reproduce the self
portrait Wright gifted to Gisborne; 4 EA 4 xET 0N - AOEA A&A£O0T 1 3042
*1 601 Auén *1 OAPE AT A (AOOEAOh Oxi 1T A& 7O0E
O- ET AOGAIOKN AT 1 OAOOAOGET T DEAAAGStiesE 2EAEA
are all portraits, Bemrose highlighting that theMaria and Edwin represent real
people as well as literary subjects, the plates build upae exhibition of 1883 in

drawing attention to his talents in this genre[Fig. 204 and 205.1097

Furthermore, they are predaminantly portraits of children, an aspect of
70ECEOB80 x1 OE OEAO EAA.S&bhpiduies WeeihighlyCl T A ¢
popular in the 19th-century, AT T OEOOAT O xEOE OEA OOAT CEAI .
time, AO EO AOEAAT O KilallugioA toQhdir prolifekalidh AT &
AAT T AT AA OEA OFAITEI U T &£ 1EOOI A AEEI AOAI
i ETT O AgEEAEGEIT%®A0 Liedy Ripglsdo,AsEad® énportant

1095 Raymond Lister,Prints and Printmaking: A dictionary and handbook of the art in nineteenth

century Britain (London: Methuen, 1984), 94.

109 | jster, 66.

1097 Bemrose,Life and Worksg9.

083 TEA 311 EAAOER O3AITTETC 3ATOEI AT O 4EA #1111/
# O1 O Q& Alhtérdisciplinary Studies in the Long Nineteenth Centus (2007), DOI:

230



Chapter Six: 1880s

examplel £ OEEO OAOOAN AAOAA OfPknelope Boothby 1| A O 6

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 artist®¥° 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 idealisedadh Al 1 OAET ¢ O OEA 1T AOQCEBPT860 CI1 OEI
The Twinsand Edwinreceived further attention as etchings by Sir Francis

Seymour HadenOE OT OCE OEAEO ET Al OOEI 1T OOEA EIT OA

AT E AT [Rid2Ad).1101 Haden was a welknown etcher and advocate for the

medium, becoming one of its most important spokesmen in thEdth-century. He

campaigned for etchers to be recognised as academicians and was the first

president of the Society of PainteiEtchers, founded in 18801102 |ike Monkhouse,

EEO Al 1 OOEAOOEI T OAEOAA OEA DPOAOOECA 1 £

conjunction of names on the tileDACA8 AZDPOAOOAO A1d AOGOOA]

Additionally, Haden had a personaiotivation as hehad a longstanding interest

in Wright (evident in his attendance at the 1883 exhibition and etching dEdwin

prior to the biography) and was related to Thomas Haderthe sitter in Edwin,

and Ann and Sarah Haden, the two women ifihe Twinsl1%4 The etchings were,

therefore, a commemoration of his ancesirs and an expression of hisdmiration

of Wright.

These etchings are also distinctive as they are not exact reproductiobst
original piecesh AEODPI AUET ¢ (AAAT 8O OEEIT AT A AO

EOODPQITTAT E8T OCTpmn8powwuZl O 81 v yn ThelNational Revie AEAOOT |
2, no.7 (September 1883), 50.

109 AOOA " OAAI Auh 0&O0OI T %AARE @I O %d»HEABM0 Stddigd A &40OR O A
34, no.2 (1991), 184 & 190.

1100 |bid, 179-203.

w1, | AAl Thd CRdyAMItuy6 June 1883.

e | g -8 (ETAR O(AAAT R 3BEOp _@Ad AEGAERBUI 5 OBOE piuha
Biography, rev. E. Chambers, last adified October 2005, accessed 10 October 2016,
http://www.oxforddnb.com/view/article/33627?docPos=1 .

14 07 0OECEO 1 £ $AOAUh %@EEAEOEIT | &£ EB&bysdE AOOOAOE
Advertiser,22 March 1883,in Bemrose,Life and Worksextra-illustrated vol., 176.
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exemplify ( AAAT 6 0 AOCOI AT O (e&nd @ orifidaldxdessipn, x A0 A
there being a distinction between painteretchers who interpret and
reproductive engravers who copy!10 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
Ai 1T OAi T OAOU AT 1T AAOT O OACAOAET ¢ OEA ! AA
ET OOEOOOET T Al AAAAPOAT AA EI O OOAAARAOGO AOh
presented as an example of the mgect resulting from OEA | AAAA{ U6 O O
mindedness and illiberality.

"Al O1T OA8 O AEIT COADE part@iihe (Bh-Oehiurpdano? OECE O
I £ " OEOEOE DPAET OA0OO8 4EA 1 AOOAOEOA AEEEC
within Derby z as do the illustrations in their representation of local peoplez at
the same time as it asserts W& C En@tidr@l stature. Consequently, Derbys no
longer presented as a measure of his merds a painter or as a limitation to his
posthumous reputation. This is apparentn 4 EA | O E Apbshive @ievd ad
70ECEO POiI i POAA AU OEA AET COAPEU AO OI 1A
I £ 100 POOAI U POT OET AEAT AOOEOOOS AITT COF

and others1106

ON ACCOUNT GIVENCON AMORE WILLIAM BEMROSES EXTRA

ILLUSTRATEDBCOPY OF THE BIOGRAPH

Popular during the 18" and 190 centuries, extraillustration was the practice of
©Gustomisingd books with various images and ephemera, thus staging an
individual reading of the text1107 As suchextra-illustrated volumesdisplayed 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 HadenThe Relative Claims of Etching and Engraving to rank as Fine Arts, and

to be represented as such in the Royal Academy of Axdadon: Metchimand Son, 1883), 5 & 13.

mws G4 A ,EEZA AT A 71 0EO 1T £ *1 OAPE 70ECEONRThd 828! 8h
Athenaeumno.3063 (July 1886): 55.

wr  OAU 0A1 Ouh O&AAET ¢ OEA 4A@0qd OEA -ildstrafcd AOO AT A
c.1770p ¢ T mBdnerk annotators and the signs of readimgl. 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.1208 " A OT OA8 O AT BPU EO OECI EZLEAAHsO AO ¢/
investment in Wright, OEA OT 1 A T £/ EEO ZAIT EI U EI OEADE
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 documentsOOAE A O A7GdEOEEAGHBhO 2 EAEAOAS Oh
medicine, and some sketches of classical busts and statues by the aftsg. 209
and 210]. Additionally, there are numerais newspape-cuttings referring to the
production and reception of the book and the role of the Bemrose famibnd, by
AoOAT OET T h 7OECEOG0O /EAI Ebleldth othErEeira-i1 AOAOE
illustrated volumes, like the Memoirs of the Life of John Conbkta compiled by
#EAOI AO 21 AAOO ,AOIEA A O .TO0A $0O111 DN
commemorate the artist appropriately [Fig. 211 and 217.1109 |t demonstrates
"Al Ol OA8O A1 1T OAT AGO O1 OEA 1 AOCAOEAI AT A
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
OEI A £ O AT OAETET C OAT AITO1 O 1T &£ OAI EAA
x | OB Be extraillustrated volume canbines an intimate reading
AobAOEAT AAh OAOGAAT ET C " Al O1 OA6O0 DAOOIT AI
70ECEO080 DPAOOITAI EOU OEOI OCE OEA 1 OECET A
book is likely to have been displayed and outlived the authorsaan organic
AEODPI Au OF xEEAE "Ai O1T OGA3O OiI 10 Al 01 AAA,

Derby is explicit, highlighting that the biography was intended to promote his

1108 Peltz, 95 & 108.

1109 C, R. LeslieMemoirs of the life of John Constable, Esq. R.A. Csedpohiefly of his Letters

(London: James Carpenter, 1843)kxtra-illustrated vol. (c.1851), ND497 C7 L47 1843+, Yale

Center for British Art, New Haven.

o0 07 OECEO 1 £ $AOAUh %@EEAEOEIT | &£ EB&bysirEAOOOAOE
Advertiser,22 March 1883,in Bemrose,Life and Worksgextra-illustrated vol., 176.
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hometown. This is most apparent in the newspapeclippings, one linking
"Al O OA AT A 70ECEO xEOE 11TA ATT OEAO ATA
another from The Derby MercuyA OOAOOET ¢ OEAO O*1 OAPE 7«
inseparably connected with Derby one is apt to forget that the same genius which
illumeT AOGAA A - EAI AT A POIT OET AEAT O1 x1 8 OEII
OEA xEAAO AOOE OO[Eid213%11Hchbingl the nabadtigelofitheA &
AEI COAPEU EIT AOOAOOEI ¢ OEA Aii PAOEAEI EOU
national artist, thisraisecO0 $ AOAUS O DOAOOECA OEOI OCE AZEA
a nationally celebrated painter.7 EAOAAO OEA DOAI EOEAA OA@O
connections with Derby and London, as is epitomised in the titipage, the extra
illustrated volume confirms and consoidates the relationship between the artist,
OEA AT TEGO POl AQA@QH].T AT A OEA O x1

AEA O 1 01 A Al Ol POl OEAAO Al ET OECE(
particularly his interest in art as a collector and amateur painter himself!12 As
his continued engagemat with the biography shows, his interest in Wright was
an important aspect of this, his son, Arthur Cade Bemrose, describing him as the
OOAAT C1 EOAA AOOET OEGignifidantly, A Gofe®Hhadhisx T OE § 8
AFAOEAOG6O APGPAOOEOAOGAAOAODOICEAARILITIT WAAA DS
AOI OOOAI DOAOOECA OEAO " Ai Ol OAG¥® AEAI P
Furthermore, the newspaper clippings included often praise the craftsmanship
I £/ OEA AET COAPEU OOCCAOOET ¢ " héaiuddAb6 O DOE
Review for example OOAOAA OEAO O-0 " Ai 01l OA80O AE
AdAARATISMEGEB Al 0 OEOOAOAO OEA AEI COADPEU

publications, such asThe Pottery & Porcelain of Derbyshireyhich again

uug/ 1 A - AOGOAOO AO " 001 El ¢ Oliohdon(News{3863in Bemibseiié C1 EOE 3
and Works extra-illustrated vol., 147,07 OE CE O iTwE Dértdy dartunyB4 April 1886, in
Bemrose,Life and Worksextra-illustrated vol., 141.

1238 %8 &OUAOh O" Apon@Pfho 7ERDEEAR BPRAGRT T AOU 1 £
Clive D. Edwards, last modified 2004, accessed 10 October 2016,
http://www.oxforddnb.com/view/article/30701

1113 A, Cade Bemrose, letter to the editoBerby Daily Expres®9 January 1912jn Bemrose,Life

and Works extra-illustrated vol., 171.

1114 |hid .

w597 OECE O ITHE S&tukdayAReniedv10 April 1886,in Bemrose,Life and Worksextra-

illustrated vol., 142.
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demonstrate his interest in art and eperience in producing high quality art

books 1116

| AAEOEI TAI 1 UR AO xAil AO OEi xEiC "Ai O
i £ $AOAUR OEA OI1O0IA [AEAO OEA AOOET 08¢
11 OET OCE -1 1EET OOA A kthedokelofrt, i lovOE Amild) O OE D1 /
ATA OEA 1TOA 1 £ 11AAI EOUS AQustrated @iyOAS O |
OEAG i DATI U AAET T x1 AACAO E BIOThd bbadlafieA CA E1
AAOAEI O EEO | AOOEACA OF - AOCdanddaughei | AT A 2

[Fig.215]. Again, the newspaper clippings build upon this, th®erby Advertiser
AAOGAOEAET ¢ OEA AEIT COAd Embrebdudof BIshown ghedtA T OT O
storehouse of love for the kinsman he has helped more than anyone to glorify and

to immortal E @A 8 6

It was this familial connection which also gave Bemrose access to the
original material relating to the painter, inheriting many Wright family treasures
and pictures111® Conveying the authenticity of the narrative, this material also
suggests the menetary 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 playediown 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 sedus piece of art
historical scholarship1122 The extraillustrated volume is, therefore, significant
ET OAOAAIET ¢ OEA AgOAT O T &£# OEA 70ECEO £
OAPOOAOGEI T8 )T OAOEAAA AU " Ai O 6A AO 0641
passd down through the family and continued to be added to as some of the

newspaper clippings and photographs date from the 20 century [Fig.216]. As

1116 Wallis and Bemrose.

w7. | T EET OOAh O0OAZEZAAARGSG 08

11807 OECE O IDéiby pdvetisdyFs december 1885jn Bemrose,Life and Worksextra-
illustrated vol., 142.

1119 Craven,Derbians of Distinction34-37.

1120 Codell,Victorian Artist, 175.

1121 |pid, 195.

1122 Codell,Victorian Artist, 183-¢ tp N 3 AT AAOOh O6EAOI OEAT , EAZA 70EOQE
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i ATU T &£ 70ECEO80 PDPAEIT OEIT CO AT A AT AOI Al
throughout the 19th-century, William Benrose alone amassing another volume
of biographical notes about Wright and a collection of original, related material
Il EEA AQEEAEOEIT AAOAI T COAOh ElpcoriiedA OE A AT

to be his principal promoters and gatekeepergFig.217].1123

O RIGHT OFDERBY Z WRONG OFACADEMY GHE ROYAL ACADEMY

WINTER EXHIBITION OWVRIGHT® PAINTINGS1L886

Marking the culmination of the momentum around Wright and the last
AGEEAEOQGET T 1 £ 7 QErccEnudy@EAT @8 URAII OBRMAAAI US
exhibitii T h xEOE OO0x | ztWdvd ghiBtihgs byHEdsdpd Bkt &l a
collection of watercolours by Turnerz ran from the 4t January until the 13h
March 1886 [Fig.218].1124 As his soubriquet had traditionally perpetuated the
view that Wright was an outsder 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 sigficant channelthrough which Wright
was re-introduced to a wider audiencel125
A4EA AAAEOEITT O AQEEAEO 7O0ECEOB80O xI OE
autumn of 1885 by the exhibition committee, assigningthe responsibility of
selecting works by the painter toJohn Calcott Horsley!26 Collections across the
country were visited, OEA AT i 1 EOOAA OADPT OOETI ¢ OEAO

us®" ET COAPEEAAT .1 0AO 11 *1 OAppaginat@Fertiaiust@atedA U 7 ET1 1 E
vol., Derby Museum and Art Gallery; Original and other documents relating to Joseph Witigf
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 ArtsAnnual Report from the Counicof the Royal Academy to the general
assembly of Academicians for the year 18@®ndon: William Clowes and Sons, 1887),11; Royal
Academy of ArtsExhibition of Works by the Old Masters, and by Deceased Masters of the British
School; including a selectiofiom 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,
MDCCCLXXX{london: Wm. Clowes and Sons, Limited, 1886), 2.

uzs A OT OAh OO0 OA IRByAl Adalle@yOdE Otépdritdl RePadt]n-12.

1126 Royal Academy of ArtsAnnual Reportl0 & 22.
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OAOPI T AAA ET TAAOI U AOAOU EI OO Ravihid xEOE
secured loans, the arrangement of the paintings begamn the 16" December

1885 and involved hanging256 works of art from 76 lenders,consisting of 149

Old Masters, 61 pictures by deceased British artists and 46 watercolours by
Turner.112227 OECEOS6 O DAET OETI ¢O xAOA AEODI AUAA
entered and he gallery dedicated to British art, while4 OOT AO6 O xAOAOAI
were set slightly apart in the Watercolour Gallery!12® The remaining three

galleries displayed the Old Masters, moving through the Flemish and Dutch

schools the ltalian, Spanish and French sdols, 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 arttradition illustrated on the
walls. This was in keeping with the broader purposes of thestitution as the
OAOOEOOEA AOI TEWRISE ke Acait® Ba3ho IGeh D AG 8
position of cultural hegemony by the 1880st was still widely understood as the
home of British art, promoting the national school andthrough this, the health
of the nation1132 Continuing to drawtens of thousands of visitors every year, the
exhibitions were an expression of OEA | AAAAT U &S WhilstGeET OE O
O0iI I AO AQGEEAEOEIT T O AAI T 1T OOOAOAA Or:A ! AAA/
cultivation of British art, the Earl of Southeslasserting thatOOEA B OT COAOO
ET OEEO Al O1 O Oat Burlidgio® House Ahd wirtheh Axihibitions
promoted British art through displaying its history. 1134 After the British
Institutiond O 1 AT Al AOE A @E BRAtENEihtdrsGtoppedin ASSA A A OA A
the winter exhibitions took the mantle and were, consequently, highly

nationalistic, promoting native art and defining, and consolidating the British

1127 Royal Academy of ArtsAnnual Report22.

1128 |pid, 22 & 25.

1129 Royal Academy of ArtsExhibition of Works) O 2 1 UA1 DaiAGhdided Taduary 1886
in Bemrose,Life and Worksextra-illustrated vol., 145.

1130 |pid.
un( Al 1 AOOR O2AAAEI G OEA 7AI10RS vwos
n2. ] EORh O, EAEA 300AURG o

1m3. AOAEA OTETOITh 001 OO0 A% @6 theoliin® GreARDYAAcaddnly OO OA E C
Exhibitions at Somerset House 178836,ed. David Solkin (New Haven & London: Yale University

Press, 2001), 99.

1134 Earl of Southesk," OEOAET 60 | OO 0AOAAEOAg 10h .TO6AOG 11 O
MDCCCLXXEdinburgh: Edmonston & Douglas, 1871), 3.
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school1135 This alsogenerated national pride in historic art as theBritish schools
POl GOAOGO xAO OOAAAA OEOI T OEA AAUO xEAI
6))) Al xT O1 OEA AT A 1T £ OEA AECEOAAT OE A/
of the 19th-century.1136
The Academy was seen to be integréb 7 O E C Batibdabrehabilitation,
The Derby MercurA OOAOOET ¢ OEAO O1T 1 OEET ¢ xEI 1T OAI
/EA | tAad the exhibition, particularly as so few of his works were accessible
south of Derbyshirel137 1886 was, therefore,commendedaDA | AT T OAAT A AC
and the Academy praised for its rediscovery and reinstitution of forgotten
painters.1138 This isimplicit inthe $ AET U 4 AdpdrtQOEAMBEE 67TADECEO x AO
xETIT EO EO EECE OEIi A O EITI®O EI OEA 1A
7 OECE 06 O displayzéalorgside a further 50 paintings by various
artists, filling the other three walls of the gallery!140 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 Ettyt142 Wrightd © p¢ DAET OE]
were only distinguished as a special feature of the exhibition through their
grouping together, filling the majority of the lefthand wall 1142 With The Orrery
ET OEA AAT OOAh OEA OAI AETET C pp DAET OET C
the dictates of size, genre and symmetrit43 On the leftwere hung thePortrait of
Lady Wilmot and Childent by Sir G. Wilmot Horton;The Old Man and Deatlent
by Sir Henry Wilmot; Portrait of the Painter lent by Thomas Charles Cade;
Landscape: High ToMatlock, by Moonlightent by Frederick Charles Arkwright;
and, %A x ET j £O0T 1 $08 " A AlénOoy Bodd®loudhtol;la@G®O AT h

N e

the right were! T OECI 1 OO ET OEA 3071 Oif BByl A EOI

usg AOCEAT h O%l Cl ECETPAGBD T £ " OEOEOE ! 00N

1367 AT OAO 1 O 0601 1 Cihe BrglishAllussated Magarins4!(\Matoih 1888), 418

419.

1370, | AAIT The Berb® Mércuryl4 October 1885.

118021 UAT ' AAAAT U 7 BailyGChronicled JaritidnE 1886 jn IBéntrose, Life and
Works,extra-illustrated vol., 145.

1139 Daily Telegraph,1886?in Bemrose,Life and Worksextra-illustrated vol., 146.

w0 O4EA 7ET OAO w@EEAEOEI The $hefiel® B Roth2rhathArdependedt, A AT Uh
January 1886.

1141 Royal Academy of ArtsExhibition of Works

1142 | bid.

wsO4EA 7ET OAO w@EEAEOEI The $heiel® B Roth2rhathArdependedt, A AT Uh
January 1886.

on

o
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Haskett Smith; another view of theHigh Tor by moonlight andPortraits of the
Children of Richard Arkwright, Esq, of Willersleyoth lent by Arkwright; Maria
j #0117 3 O0AOT A80 3hidDEOBOOAD *AEODI RAGS Ql EU/
Wright, both lent by William Bemrose; andTwo Boys wtih a Bladderlent by
William D. JamegFig. 220 to 222]. These wereorganised so thatthe two large
portraits bookended either sidewhilst the landscapes and paintings dedwinand
Maria mirrored one another across the wall.This conferred significance on
Wright by presenting his work collectively and by positioning his canvasesso
they were the first seenas the visitor moved clockwise round the galleryl44
Thel EOO 1T £ DPAET OET ¢cO AU 7O0ECEO EECEIE
shaping his posthumous represetation, particularly as several of the paintings
had also been displayed in Derby earlier in the centuryThe lenders to the
exhibition were also predominantly from Derbyshire and, in the case of Thomas
Charles Cade and William Bemrosgyere members ofWriC E @xtebded family
[see Appendix Twd. 1145 Thus, the material support for the exhibition was
DOEiI AOEI U #&6&dmetowd. PUEI@EGré, Bemroséd O ET O1 1 OAT AT ¢
noteworthy as it extended tothe organisation and conception of the exhibition.
Building upon his earlier correspondence with Horsley,Bemrose becamehis
primary point of contact and adviser in1886.1146 As anadvertisement in The
Derby Mercuryhighlights, in which communications regarding paintings forthe

exhibition were directed to him, Bemrosehad an active role in the Academy

AEOPI AUh Ol OOAET ¢ DPAET OET ¢cO &£O1T i OEA - ERZ
work had remained.1147 Writing to Bemrose, Horsley commentedd) Ai OOOA U
ETTx 17T OA AAT OO 70ECEO60O x1 OEO OEWRH AT U |

s 0~ A o~ X

recognition and utilisation of " AT OT OA 8 O 114ATHI® &0 @lHARAB the

public profile and cultural prestige Bemrose had accrued though his

e 9/ 1 A - AvadrAeSté FCourier? January 1886in Bemrose, Life and Works,extra-
illustrated vol., 146; Royal Academy of Art&xhibition of Works 5.

1145 Royal Academy of ArtsExhibition of Works.

1146 John CalcotHorsley to William Bemrose, 1885in Bemrose,Life and Worksextra-illustrated
vol., 131

1470, | AAIT The Berb® Mércuryl4 October 1885.

1148 John Calcott Horsley to WilliamWright Bemrose, 29 March 1886in Bemrose,Life and Works,
extra-illustrated vol., 131.

239



Chapter Six: 1880s

championship of Wright, TheAthenaeumx OEOET ¢ OEAO OOEAT EO OIl
OEA xI Ol A EO T EEAT U OI AA xAll ER4E O AA |

| AAREOET T AT 1T UR OEA OAI ACET T OEED AAOxA,
biography of Wright was noted at the timeThe Saturday Raewstressed that the

AGEEAEOEIT xAO O £ OAI OAAT A OA®@&REWA O1 -
AOOAOOAA OEAO OAT U xEI EAOA OAAT OEA 7O0E:
OEA 271 UAIT ' AAAAIT Uh xEIl xEOE OI Ednd x OT 1 .

they may learn from this very beautiful volume a great deal about the painter and
EEO 1% Bofhgh® exhibition and the book displayeA 7 OECEO86 O OAIl Al
memorialsassocilDAA x EOE OEAmOI x1 1T &£ $A0OAUS

$AO0OAUSO ET £ OAT AA ET OEADEMogevitlddE CE OGS O
in the exhibitond © A A OA | thé&red thadhad #Feady begun to emerge
through the earlier promotion of the painter. Firstly, the recognition of the
AEOAOOEOU 1 /£ prorapied bydhé exhibitiBnOrO10g8is apparent in
OEA AETEAA T £ A xEAA OAT @dnldndkcagestdtheD AET OA
Orrery.Secondly, many of the paintings favourably received in 1886 correspond
with the bOAT AEAO 1T £ 7OECEO80 AOO OEAO xAOA bi
decade.For exampleEdwin and Maria were two of the most praised paintings in
ppypoeh AAET C 1 AOAAA OAO OEA Oi 1 AT OEA EAAA]
incomparable embodimer®O 1T £ A D1 A O0BOTheApoitrdtloDBE T T &

I

P T s oA

| OExOEGCEO AEEI AOAT xAO AAOCAF@RRKEE AO O6O0T1 Al
TEA EO@OADPT OEQCETT 1T &£ 70ECEOGDwhied OE x E

does not seem like an intuitive choicez may have been influencedby

-TTEET O0OAB8 O KA aliakdddhe arfsd,Eadserting that Wright was

OOEA EEOOOh A0 Al1l AOGAT OO0 ET %ici Al Anh Ol

DEAAAOhS AT A O1 OOEI I EAOA 14whitstQrisA OET O

19 O&ET A 1 0008 4EA 21 UAI TheMihéndeuriho.30384JariudnA1886)] OEA A Qh
107.

1150 The Graphic188672,in Bemrose,Life and Worksextra-illustrated vol., 142.

1151 The Daily Telegraphl8867?,in Bemrose,Life and Worksextra-illustrated vol., 146.

1153 |pid.

usa. | T EET OOAh O7O0ECEO | £ $A0OAUhG oyus
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highlights thaO 7 OECEO08 O AAOI U AEOPI AU OOCCAOOA
painters in respect to their talent in capturing light effectsimplicit in the pairing
is also the growing interest in Wright as a landscapistpraised for his OO A O U
independent step in the pathl £ 28 ®E{ DkR6GAOh OEA DAE
EOZOADI OEOQET 1 xEOE 4001 AO advamage] HisO Al x /
watercolours far outnumbered the Wrights, displayed collectively in a dedicated
gallery, and Turner received greater critical attention. 1156 The Acadeny
AGEEAEOET T AT AT OOA ¢ AdalofgsideQik cotempotate@s O A A
he was fitted into a sequence of British masterghe consensus being that he was
01 OAOOGEAAT xAA AU OEA A Q¥ IConpaisols bétwednOA OO |
Wright and his cortemporaries abounded: although Wright wassometimes
compared favourablyEdwinAAET ¢ AITROE GRBA xAGOOEU T £ 3EO *
painter. 1158 For example, Lady Wilmot and @ild was AEOI EOOAA AO OA
OAOOGEIT 1T 1 £ Aancafrd Aheraduthbskried08A O 7 OECEOS6 O A
indebted to Romney[Fig.224].1159

Despite the concern in thedecadeto re-D OAOAT O OEA AEOAOOEOD
oeuvre, it was The Orrerythat was most dscussed in 188&. Whilst it was
describedasOT T A T £ OEA TETTO 1T £ OEA AT &8=a0U AAE
monumentto 7 O E @ Eelatnship with $ AOAURh EO xAO Al O AOE

reflection of the welET T x 1 O! E,Qvhild &he Bvaricheser Courier
Al 1 OEAAOAA OEAO EO OOAOEAO i1EghigtdingOEA AO
OEA PAOPAOOAOGEIT 1T £ 70ECEOS GnvdiBrn&vmd OET 1

OET OCEO Oi AA ONOEOA AO  Ehede Apprhisal®dihex ET C O

Orrery suggest the competition between Derby and London as the provincial

ussQO&ET A 1 0008 4EA 21 UAIT TheMikhdndelintho.30334JAriuanA1886)) OEA A Qh
108.

1156 Royal Academy of ArtsAnnual Report22 & 25.

1157 The Scotsmar,8867?,in Bemrose,Life and Worksextra-illustrated vol., 146. N 5

us Q4 EA 7E]T OAO %@EEAEOQOEIT 1T A®BerbsA,Lifeé &nd Worksgx#aA AAT Uh 6
iIIust_rateq yol., 145;Th9 $cotsmar1j,886?,in Be‘m’ro‘se,Life gnfj Worksgxtra-illustrqted yol., 146. o 5
190 &ET A 1 O008 4EA 21 UAIT TheMihéndeurnho.30384JAariudnA1886)) OEA A Qh
108.

0G4 EA 7ET OAO %@EE AE O E BhieffidldERothErdam ilepehdend Jahdaiy A T U h &

extra-illustrated vol., 147.
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town sought to display a painting of equivalence to théAir Pump and the
dominance of the London art world as a tastemaker andultural measure for
towns outside the capitall16l Furthermore, as with the Air Pump,in 1886 there
was a lack of clarity around the subject matter offhe Orrery.One reviewer
Al 1l OAAA O EOO OOAEAAO Au AAOAOEAEI C 7O0OEC
exhibition catalogue stressed the portraits withn the painting.1162 The large

scale, unusual subject and drama dthe Orrerymade it difficult to position.1163

#1171 OANOAT O1l uUh AAOPEOA &OAT AEO 3AUiT OO
grounds that the Academy did not represent him well andhe protest of one of
7 OE C E 0 8000 AJ \Vadaist@adudgement of his merits as a painter being
formed on the very inadequate selection of his work now exhibited at the Royal
I AAAAT Waerall résgoAse to Wright was mixed164 This ranged from the
damningly critical, one reviewer asserting that7 OECEO EAA AAAT O¢
rescued from oblivion', to theAAT EOET Ch OEA AEODPI AU AAET C
EEIi O AA A COA AS GdnéalyOowevercfticsidolodno@ U 6 8
moderate stancewhich positioned him as a god but not great artist. For
example, theScotsmarAT T AT OAAA OEAO OET AlT11 60 AT A
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 carses as of
notable merit§ andThe TimesA AOA OI ET AA OEAO O11T T1TA xEI
of Derby, though a manysided genius of no inconsiderable proportions, was a
COAAO BAET OAOB8G

Building from the direct comparisons made between the painter and his
contemporaries, | OAE 1T £ 70ECEO60 OAAAmmOEtiodal x A0 £

wt QK ET A 1 0008 4EA 21 UAIT TheMhdndeuriho.30334JAriuanA1886)) OEA A Qh
p TYIMOEXCEO 1 e Sathirdal Bdviewl, no.1589 (April 1886), 516.

1162 The Daily Telegraph18867?,in Bemrose,Life and Worksextra-illustrated vol., 146; Royal

Academy of Arts Exhibition of Works.

1163 Moore, Impressions324.

1166 The Scotsmari,886?in Bemrose,Life and Worksextra-E1 | OOOOAOAA Oi 1 8h pten
AO " OO0l ET ghelTimes)d8&id Bdméose,Life and Worksextra-illu strated vol., 147
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perspective of the painteras one of many good artistsas is immediately apparent

ET OEA AAET 1 x1 AACAISAEDx OEB OO DA BE MBS O AD OR K
alongside more famous pdi OAOOh 7 OECEO6 O OAAADPOEIT xAO
OET OCE EA AT O1I A OEIT A EEO 1x1 xEOE 1 AT U
i AOEAA ET AEOEAOAI E OUthelekhibitod Admenstratiad hisA | A OC
Al AEi O1 A OOAODPAAOG AN comhdnplded. THBEA EEO
reiterated by the- AT A E A O O As@ssettioriietomiOEA xAO 11 0 A
PAET OAO8 EA xAO A 11 hewnGMiu AMAA DAL (TATAETIAS
AAOT AAOAOh AATI EOOAA OEAO O7 GfgFEwdddan DI OE (
A @A A D OE 14 Bnus, thetohserisus waOEAO xEEI OO0 70ECEO x/
Al O%l ¢l EOE 71 OOEU6HhE EA xAO 110 A 1 AAAI
appraisal of the artist1170 This, therefore, points to the emerging gap between

7 O E C iefddsadtations in London and Derbyas, locally, he wasinderstood as

A 1TTTA OO6A0 AT A OAT OF@$Furkhiput ABAAXx ADAAT OBRT
of Derbyzx OT T ¢ T A£AMWAAAAI UB

CONCLUSIONS

Building from the interest in the artist within Derby and garnering the
momentum around him created bythe exhibition of 1883, therest of thedecade
OAx OEA DAET OA0O6O OAI AOEiI 1 OEED xEOE OEA
national artist, worthy of a place in the British canonaffirmed.

The Derby exhbition 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 theMidlands, it prompted a re

urOQ4EA 7ET OAO %@EEAEOEI T Aib Betiode, it larid AMorksextah A AT Uh 6
illustrated vol., 145.

ues O/ 1 A - AMAeS® Courier7 January 1886,in Bemrose, Life and Works,extra-

illustrated vol., 145.

ues( AAAT A t @) Detbl & Burlington( | OOA8 S

unG4EA 7ET OAO %@EEAEOEI T Aib Bebiode, i lard AVorksextah A AT Uh 6
illustrated vol., 145.

1171 Unidentified newspaper clipping,in Bemrose,Life and Worksextra-illustrated vol., 147.

u2zdlr 971 01 ¢ I-TA@OAE A Purct or & Lior@bndChariva®io (January 1886), 40.
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AT CACAI AT O xEOE 7O0ECEOG80 AOO EI OAAT CTE
oeuvre and a reassessment of his place within the British school of painting.

Directly resulting from this, the purchase and presentation of two of Wrig 08 O
paintings, marking the beginning of a Wright collection at Derby, is
representative of the greater interest and importance attached to the painter.

3EIi ET AOl uh OEA DPOAI EAAOQEIT T &£ " Al O1 6A80
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

OO0AT AET ch Oi AA OEAxAA AO Al ARNOBGAI 1T & 2]
within the series of winter exhibitions at the Academy represents the
culmination of his reappraisal in the 1880s. Whilst this display was not a

OAOI 01 AET ¢ OOAAAOGO EO OOEIT EECEIECEOO C
nationally as he became as discussed as Millais artognisedwithin th e canon

of 18th-century British artists.1173

Yet, as is particularly apparent in the more muted reception Wright
received at the Academyz 7 OECEO8 O 11 AAT EOI AO O £ $A
significance throughout the 1880s.Within the London art world the idea of
7 OE CE 06 Qerdisted; attAbftén to his close association with Derby as he
xAO AT TAREOAA AO A PAET OAO OxEI OA AOO EAC
I £/ OEA AOOAT OEIT AT A AAI EOAOEIT ®mOBAAI U b
Enabling the Academy to position itself as the protector of national art, rescuing
Wright from obscurity, this suggess the continued perception of the opposition
between an artist being provincial and being of a national calibre. In this respect,
the nationalOEAx 1T £ 70ECEO8O0 11 AAI EOI AT 1T OOAOOA
of it cultivated within Derby. AlthoughOEA 1 EI EOAOET T O OEAO 70
had set upon his reputation wereacknowledged, through the exhibition and the
biography a concerted effortwas made to readdressandr®d® OA OAT O OEA DPAE
OA1 AGET T OEED xEOE EEO EI I AdOI x18 0O/ £

$
Ol xT AAET ¢ DPOAOAT OAA AO 70EGCEO80O OOOA AO

ud1 00 . 1 OAO Tk At Jaukdle @88E) 6. ) )
unn 4 A 7ET OAO %@EEAEOQEIT 1T Aib Bethiode,Lite land AMorksex@tdd AAT Uh 6
illustrated vol., 145.
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Significantly, it was also during the late19th-century that many other
towns began to lay claim to, and promote, their nativealents. As one critic noted
Ol TA 1T £ OEA EAAOOOAOG T £/ OEA AOOEOOEA OAOEF
the name and fame of many of our older artists are awakening in the localities
wEAOA OEAU DPAOOAAEDEREDHAOAWKRADSE &EAO 11 OA
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 themoment in which Derby explicitly
claimed Wright as its son, using the painter tdevelopand enrich its own cultural

and material status.

s34 EA ADETUDEEAEOET T AO OE An Berirasd ife dnd WokAEx®aR 6  p Y W @ ¢
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 88 if such pictures as are available could
be collected for an Art Gallery exhibiti@176

Anon, 1912

$O00ET ¢ 7OEGCEOGO 1 EAZAOEI A EEO AOOI AEAOEIT I
simple aspect of his biography and a means of distinguishing him from paérs

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 thed9th-century7 OECE O AT 1T OET OAO O AA EA
AEOOO O This thdsid Wasagidressed how the relationship between

Wright and Derby was constituted and perceived at different moments

throughout the 19th-century. Through this it has saght to show that Wright had

A PpOTTETATO AT A AAI AAOAOGAA bl AAA imoEOEET
OEA OI x180 O1 AEARSthsOEADEDOEBANI AEAADBAOAC
commemoration created cultural continuity at a time when Derby was being

transformed through rapid expansion and urbanisationAttending to the way in

167 OECEO 1T £ $AOAURS6 ¢ t Life dhdl \Bokkéeitrallusipatedh volE 171." AT OT OAR
1177 The Public Catalogue FoundatiorQil Paintings in Public @nership in DerbyshirgLondon:
The Public Catalogue Foundation, 2009), 44.
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x EEAE 7 OEaGoEship Qvith Arby was constructed, represented,
materialised and received both within and outside the towngz particularly
OEOT OCE OEA OAT A0 10 AQGEEAEOEIT O OEAO E
century 7 EECEI ECEOO OEA EIi bl OOAlish And ith&€ 7 OEC
OECTI EEZAEAAT AA OEEO EAO EAA EIT OEADPEI ¢ OE!/
commemoration. It also demonstrates the importance of a small circle of local
Ai11 AAOI 006 AT A 7O0OECEO8O0 EAIEIU ET OOOOA
providing constancy in his memorialisation.

"ACETTET ¢ xEOE OEA OxAl OU UAAOO Ei il AAI
1797, ChapterThree considers the initial representation and commemoratiorof
the painter, particularly how it was informed by, and overlapped with, tle
persona Wright had cultivated during later life. Between 1797 and 182@he
memorialisation of Wright continued to frame him asa manof sensibility based
upon the subjects of his late paintings and his retirement to Derby. Within this,
as the chapter hasought to illustrate, The Dead Soldiewas a recurrent image,
EOO A&A&OAOI EEZA AAAT T ET ¢ AT OxET AA xEOE 7O0E
received as a highly touching scene of grief, an understanding which continued
as the print after it, published ju® AA &l OA 70ECEO0O80O AAAOEh x
terms of sentimentality. Through the print The Dead Soldiebecame one of
70ECEO8 0 AAOO ET T x1 xiI OEO AT A T ATU 1 &£ OE/
to it as one of his most successful pieces. The ingagame to stand for7 OECE 06 O
AAT EAAOA OAT OEAEI EOEAO xEEAE xAOA Al T OA
as the town was understood as a place of solitude for the painter, away from the
ET ZECEOEI C 1T &£ OEA |1 1TATT -pudiddtioxwitbhia A8 4 E/
companion piece,The Drowned Fishermarfurther underscores the importance
of The Dead SoldicET OEADET ¢ 7 OHnGhE odt@ar peAdd.AtsOE T 1
AAOI U PTETO ET 70ECEO60 AEOAOI EEZA OEA OA
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,OT T OET C 7OECEO06 O OADPOAOAI
The sales oWrighO &vérk were also predominantly in the Midlands and North

West,and, subsequently, much of his worke-entered regional collections.
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In Chapter Four, the importance of a single, tangible everg the Derby
- AAEAT EAOG ) 1 O0E Odinedtablidndg teeAdiatvBship betiéen p P 0 w
Wright and Derby is discussedFocussing onthe coloured lithograph of the
exhibition by Samuel Rayner as a starting pointhis chapter considers howthe
display of Wright in 1839 implicated his artwithin the cross-current of ideas and
concernsof 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 reaffirmec
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 conbi AA $AOCAUB8O TTcCciEIC AOI OOOAIT 1 EA
lenders and initself, tOADOAOAT OAA $AOAUBO AT CACAI AT O
AGEEAEOEIT AOI 6O0OA AT A OEA 01 x180 bl AAA

N~ A N = =z s oA

centre. The painter himself formedpa® 1T £ $AO0OAUS8 O DPAT OEATT 1
AT Anh A0 AT EIi Bl O0AT Bth-eeE@YONStAry, ki€itcEdioh $ AOA L

within the exhibition created a sense of continuity between the previous and

4

present century. Furthermore, Wright also becameenlisted in OEA AG@EEAEOEI
concern with providing rational recreation, reflecting the broader agenda of the

- AAEATEAOG )1 OOEOOOA 11 OGAT AT O AT A TAOEITT
manufactures and the need for improved design and art education. Exhibited

alongside a range of objects from scientific instruments to natural history
specimens, s work was incorporated into an encyclopaedic display of

knowledge intended to entertain and educate and positioned as an example of

the good design and preeminence a laal artist could achieve.

The time frame shifts in Chapter Five AO EO AEOAOOOAO
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 Pumpin the National Gallery following its accession in 1863.
AEEO DPIETO 1T &£ Al i PAOEOIT EECEIECEOO OEA
nationally and within his hometown. Although The Air Pumpwas hung

prominently within a visual narrative of the development of British art, the
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painting received very little press notice and thdimited writing about it, notably

in the gallery guidesseems to be unclear about its genre ats placewithin 18th-

century art. Furthermore, the critical assessment of tle painter by the Redgraves

in their influential book on the English Schoosuggested7 OECE 086 O DI AAA

peripheral artist within the school of British painting. Nevertheless, the presence

response. During the 1860s and 1870sWright was a regular feature of

exhibitions in Derby and widely recognised as one ats £A| | 0O O 1 08 7 OF
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 186&s a

local celebrityin 1870 astheextAEOET 1 O1 OO0 O1 OAEOA AEOEA
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 arediscussed in ChaptelSix, the decade in which one
AT 1 OAi bT OAOU OOAOAA OEAO OWOAOUOEET ¢ OEA(
£ O EEI ¢+70ECEOY8 (EO 1T AOEOA O x1 EAO OA
A AT A ARG R Qdiréspective of the artisB O xT OE xAO EAT A O1
opening of Derby Art Gallery in 1883, which subsequently led to his permanent
commemoration within the Gallery by its acquisition ofThe Alchymistand The
Orrery. William Bemrose published the first monograph of the paintg including
A POAEAAA AU 7EIITEAI #1001 -1T1TEET OOA AT/
Francis Seymour Haden, two notable figures within the art world of the dagnd
OEA 2T UAIT ' AAAAT U AEODPI AUAA A AT11AAOQEII
its series of Winter Exhibitions celebrating deceased British master$his decade
xAO EECEI U OECI EFEAAT O xEOEET 70ECEO0B0
AT i1 Al T OAGAA AO $AOAUSGO 1100 £EAIT OO Oi
DAOOEAOI AOI U 1 Al AAOCGamé the dividd fGreeéhidd tAeA | ET Uh

growing momentum around the painter which, beginning locally, had a national

1178 Unidentified newspaper cutting, 1886, in Bemrosd,ife and Worksextra-illustrated vol., 147.
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Ei PAAO AO 7O0ECEO860O bHi OEOEIT xEOE&! OEA
established with his display at the Academy.

Viewed synoptically, these chapters highlight the importance of
geographicscaleEl O 7 OECEO08 O OADPOOAOEI T h DPAOOEAOQDI
localism. If Wright appeared as a neglected artistnationally, in the new Derby
that had developed during its rapid industrialisation ard urbanisation in the
19th-century his relationship with the town was assertedas a sign of historical
continuity . Consequently, fom this perspectve7 OECE 08 O D OT OET AEAI E
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 Derbymay bedistinctive, this thesis can
offer a perspective onthe larger connections between painters and places.
Firstly, understanding the relationship between painter and place as changing
foregrounds the dynamism of theseaelationships and theway they vary across
time and place Thisis pertinent to the role of painters in the formation of a places
cultural identity as it stresses the process through which the relatioghip was
claimed and commemorated3 AAT T A1l Uh OEA AgAi PI A T £ 70E
Derby also highlights the factors that shape the nature of the relationship: the
fame or celebrity ofan 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 expandedsense, 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 effors of placemaking,
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 thel9th-century commemoration of Wright within
Derby it is significant tha 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
A0 A 1T AAA ET O OEA OAITAEAOOOAOOG OET xh |
1860s and 1870s in Derby when, already, the 1883 exhtibn was being
DOl b1 OAA8 3 EI El Adale exhibitiGnl cAtAldgdeOwithl saHOIgNI
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 artst 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
OT AAROOGOT T A AO A Al1lbtbeehtdykeprederitation & it &E CE 08 O
AT T AAOT AA xEOE OAEOETI ¢ OEA DPAET OA0OBO bpOI
about him. As the museum and Wright collection aralso a legacy of thel9th-
century, understanding ths history of commemoration is intertwined with
understanding its history as an institution, the development of its collectionand
its civic and cultural place within Derby.The Appendixis closely relaed to this
as, in planning to restage the 1839 exhibition, it demonstrates the continued

relationship between painter and place.
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O BRrRBY® FIRST EXHIBITIOND BESTAGING THEL839

EXHIBITION ATDERBYMUSEUM

From its inception, one of the expectations of # Collaborative Doctoral Award

with Derby Museum and Art Gallery has been that it would lead to a display
examining the 19th-century AGEEAEQOET T EEOOI OU 1T &£ OEA O]
within this, principally through reconstructing aspects of the exhibitiors staged

during this period. As with the exhibitions discussed throughout this thesighe

display has been conceiveds a means of communication and representation,

bringing my research to a wider public and situatingf © x EOEET $AOAU -
over-arching strategy, notably its aim to develop the research capacity of the

museum, contributing new scholarship about Wrightto build and consolidate its

OACEI T Al DPAOOI AOOGEEDPON AT Ah O AAPITU 7
understanding and social and econmic regeneration within the city, establishing

Derby as a centrefor creativity. Highlighting the relationship between painter

and place is, therefoe, integral to this latter aim as it demonstrates the

importance of the town within Wrightd O D1 O O E (étibnd garticQlaklp

museum, and the artist.

Significantly, this also demonstrates how the display represents the
ongoing engagement with ideas apparent during th&9th-century, notably the
role of art and the civic museum.Whilst in the 19th-century this discourse
emergeddue 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 foregroundingthe 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 thel9th-century, cuminating in the
establishment of Derby Museum and Art Gallery and the purchase dhe
Alchymistand The Orrery,is ongoing.The underlying premise of the display is

that through drawing OBT 1T OEA [ OOAOI 60 ATI11 AAOQET I
perspectives about tke painter, his art, and the Derby collection will be
represented. Consequently the proposed display, which will seek to restagéhe

pYow -AAEATEAOCS N1 AAEOCARA OA AREODIEITAI AO
history of display andongoing 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 thel9th-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 plannirgtages
and, thus, open to further changes, the contents of this chapter have been put
together in close colldoration with Derby Museum, led by its working practices
As has been referenced i€hapter Twq this displaywill build upon the curatorial
experience | 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 andaims of a display is initially proposed, therdeveloped or honed and,

finally, prepared for; these include:

The rationale for the display
A provisional project timetable.
Minutes from the planning meetings up to this point.

An objects list, including an initialloans list.

a M 0N e

The provisional galleryplans for the display.
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EXHIBITION RATIONALE

O BRBYS FIRSTEXHIBITIONS LA)CAL IDENTITY AND RBE IN1839

Date tbc / Gallery 2 or the Nature Galleries

1. Introduction
This display is one of the principaloutcomes of the AHR@unded 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 heldatDerty - AAEAT EAO8 )1 OOEOOOET 1
A OECI EZEAAT O AQGEEAEOEIT AOh OACAOAI AOGO
exhibition, emphasising its engagement with the exhibition culture of thd9th-
century. Consequently, the display will be a mee of highlighting a shared local
EEOOI OUh OEA T OECET O 1T &£ OEA -O00AGI ATA
standing support of Wright.

Taking the coloured lithograph by Samuel Rayne§ AOAUS8 O &EOOO %©
(1839), as its starting point the display wil 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 naiatives 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.

Yyl 1T ETA xEOE OEA -O0O0AOI 60 AEi O ATl
70ECEO AT A OAEOA OEA DPAET OAOG60O DPOIT A£EI Ah
AU AgbPi T OET ¢ EEO DI OOEOI T OOtheAARiDG&OET T A

T Ax DPAOOPAAOEOAO AU AEOPI AUET ¢C 7O0ECEO0G80
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 andbrought to the fore, like his literary paintings, the changing
understanding of his oeuvre will besuggested as will the influence of following
generations upon his reputation. Additionally, by showing the importance of

DT OOOAEOOOARN 7 OB@EABYGANDRS afsbu@©dE divic pridedill A

be demonstrated. In this respect, the display will generate a sense of local
EAOEOAGCA AU OAOGAAITETIC $AOAUSO 111¢ch AT/

promotion of the artist.

1.1 Purposes/outcomes

Introduce new AOAEAT AAO O1 OEA pyow AGEEAEO
within it.

curating, staging, cataloguing and critical review.

&AAEI EOAOA A COAAOGAO O1T AAOOOMEeAET C 1
x EOEET 19th@udyiidc regeneration.

(ECEITECEO $AOAUS6O 111cCc EEOOIOU 1T &£ A
Wright.

&AAEI EOAOA COAAOAO O1T AAOOGOATAET C 1T £ $
Raise the profile of Wright and his work.

Demonstrate WECE O8O AEAT CET C DBl OOEOI T 6O O0OAD
Link the past emphasis upon learning and practical application with the

i OOAOGIi 60 AEI O1T AAu O1 AA OOAEOI AT A E
Display and interpret under used and less welknown 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

-ATU T &£ GEA xT1 OEO O AA ET Al BAAA AOA
collection, this is intendedtoE 1 1 O ET AOA OEA AQGEEAEOEI |
-O00ABI 680 EEOOI OU AT A OAAOBAA Al OO60O8 4E
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are from collections including the Barber Institute of Fine Artand the
Ashmolean Museum. fie 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 Rayners AOAUG O &EQEY DMEEEAEOQEIT 1
This print is integral to the display as it depicts the exhibition and has

been a starting point for many of he ideas for this display.

Wright, Romeo and Juligic.1790), DMAG
One of the most visible works by Wright in the exhibition and print, it

demonstrates themarket networks and the circulation of paintings.

Wright, Eruption of Vesuviugl1776-80), on loan tothe Barber Institute.

Again highly visible in the exhibition and print,it illustrates the role of
70ECEO80 Z£ZAiIEIU EI EEO DPi OOEOIT OO AEO
Richard MacConnellJohn Hallam(undated), DMAG

The portrait was included in the exhibition,it can be used to bild up a

sense of the visual culture of the exhibition.

James Rawlinson after WrightDr Erasmus Darwir{c.1802), Down House
English Heritage
This copy was included in the exhibition, demonstrating the equal status

attributed to copies and originals.

N o~ x o~ N

JamsEyre! 11 3 AET 006 #EOOAE 83ADNMAG 1 OAAIT
Eyre was an important artist in the exhibition; recently deceased he was

like Wright, displayed as a special feature of the exhibition.

Ramsay Richard Reinagl&Villiam Strutt, F.R.Sundated), DMAG

Included in the exhibition, it is an example of the celebration of local

George Clarke, Marble bust of Charles Sylvester, DMAG
Again represents the display of local worthies in 183@nd 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 dislay.

- The 1839 exhibition catalogue.

- Newspaper quotes as part of the interpretation.

- Images of other exhibitions held in Derby during thel9th-century

AT A AU 1T OEAO - AAEAT EAOG )1 OOEOOOABO

2.3 Themes/stories

The first exhibition in Derby.

Wrig 06 0 Pi AAA ET $AOAUBGO AOQI OQaki
century.

1 E EA

Encyclopaedic knowledge particularly the overlap of science and art.
Technological progress and advancement.

Literature 73 EAEAODAAOA AO OEA O0AT PI AGO 01 AC
Civic pride z loca worthies, landscapes, achievements.

19th-century middle class concern with improvement and instruction.

$AOAU - AAEAT EAOG )1 OOEOOOETT 8

James Eyreg another local artist being commemorated.

Authenticity and originality z the presence of copies.

Civic compdition.

Pre-figuring world exhibitions.

| AEAAOO &£OiI i OEA A@QEEAEOEIT 1T Al OAOET ¢

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 Historyof Science.
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2.5 Number of objects

This is dependent upon which gallery space the exhibition is held.ifhe
museum is currently applying for a grant for refurbishing the nature
galleries, if this goes through my display will fornpart of this larger hang
and concept, taking place in the old museum gallerief=ig.225]. This
would provide more space for artworks and objects within my display
but may also mean reworking some of my plans.

'l OAOT ACEOGAT uh EZ OEA COAT O EOI G0
in Gallery Two at themuseum [Fig226]. Based on a linear hang this has
the potential for approximately 30 items including drawings, prints, and
objects/artefacts; however,with a mosaiclike hang there would be room
for considerably more, depending on the wdks 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 experimentsni 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 sounebooths) 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 i of the
AGEEAEOOh OEA AEODI A Urthardn bxacArdcondtru@ianE ££6 1 |
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
OEA AQEEAEOEIT AO EO EO OADPOAOAT OAA
- Assessing the value of a restage when it cannot be an exact replica of
the past.
- ThnEET ¢ AAT OO Eil x A OOEAZAZLZSL EO OADPOAOG!
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 dog this proposal differ?

There have been numerous exhibitions at Derby highlighting different
perspectives about Wright; however, none have focussed upon HiSth-century

exhibition. These exhibitions have generally been understudied and have not

been interpreted through displays. Consequently, this display will be the first

£l AOO ObPiI1T T7OECEOB8O AAOI U AEOPI AU AT A 1
historical exhibitions has been a more common phenomenon and therefore there

are some models for approaching thiaspect of the display.

Wright Inspired, DMAG, 2014

Focussed upon the copies, fakes and works inspired by Wright.

Common TreasunpMAG, 20152016

The exhibition highlighted the different aspects of the museum and

Ai 11 AROEI 1806 1 EEA nisiylds ofhBng @istthe OOET C
different key periods.

- Enlightenment: Ideas that Changed the WorldMAG in partnership
with Buxton Museum and Art Gallery and Belper Museum, 2013
Mixed objects show using d9th-century style hang.

- Art on the Line: The Royahcademy 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.

259



Appendix One

5. Target audience/s

Make use of the partnership with he 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 hownew audiences may be pulled in
- Consider programming that could make it accessible.

- Think about how it can beengaging for different audiences.

6. Opportunities for participation

Activities/events:

- Staff ideation session.

- Collaboration or coproduction opportunities in filling gaps that
there may be in the restage e.g. illustration, responses toissing
objects.

- Social mediacal 000 1T 0 OAl AOCOEZEAA AAOS
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 woam demonstrating lace

making in room four.
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- Informal talks about areas of research which echo the popularity of
OOAE AOAT OO AO O)1 OAOT AOGETT Al PETO
bOAG 8

- Talks for adult audiences by DM staff and UoN staff on Wright, the
exc EAE OET 11Bth-eruyEEGODT OU AT A 70ECEO0S O
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 intte 1839
AGEEAEOETT AOO xEEMAE wolildiprovide ahA 11 O
interactive dimension, encouraging the participatory engagement of
the visitor and also highlight the journey of many of the exhibits into

OEA | OOAOGI 60 AT11AAOQETT 8

7. Retail and income generion opportunities

Images of DM collection available already, may need further imagery of objects
OEAO AOA OOOGAIT T U O1 AAO Agbli 1 OAA AT A 1T £ 2,

Products might include postcards, prints on demand.

8. Legacy of the display
001 AOGAA A OA A E Hdg ZA&nd/érEpBoto @ianA fo la€kémpany the
preparation and installation for the display and advertise it through twitter, UoN

and DMAG.

Develop a catalogue for the display using the format d®th-century catalogues
and numbered paintings in the restage 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 TIMETBLE

Activity Date

Meet Lucy Bamford to discuss initial plans for display

- Establish a workplan for developing the display

- Set up further meetings with Lucy Bamford and other May 2016
members of DMAG team

- Set dates for time at the Museum to research works of art

Write Rationale June 2016
Research which works in the collection can be placed at the 1839
L June 2016
exhibition
Research possible loans for the display June 2016
Allocate Budget (Jonathan Wallis) June2016
- Any available from University of Nottingham? Thc

Assess volunteer opportunities and recruit

Quotes for transport and packing (ideal scenario)

Assess DMAG objects (Me and Lucy Bamford)

- Suitability for display Junez July 2016
- Conservation/display needs

Visit external collections where maybe 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 sessio (DMAG)

- Exhibition
- Activities: programme and ingallery
- 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 denstall)

Arrange photography/image sourcing if required

70EOA AT PU AT A OI OOAA Ei ACAO A

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 TE@N PLANNING THE BPLAY24TH MAY 2016

During this meeting the initial plans for thesubject of the display, what it

might look like and include, and how it would relate toOEA | OOAOI 80O
objectives were discussed The need for flexibility was also discussed,
recognising that alterations may need to be made in order to accommodate

AEAT CAO O OEA 1 OOAOGI 60 DPOI COAI T A T 0O OF
exhibits.

This particularly focussed upon the display as a keyapt of the impact of my

research and as one of the principabutcomes 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 rationalfor the display,

particularly highlighting the following points to address:

- 4EA AT OOAODBPI T AAT AA AAOxAAT OEA AEODI
regarding furthering the knowledge and understanding of Wright and

raising the profile of the artist.

i C xEOEET O
A

0 E
EAEAOAT O A

- Thedisplay aO &l AWOGBE AOAAU AEOOE
A6 A Al T OAO AT AT UOGEO 1T &£ A
- Considering how the display could generate an income in relation to the

,,,,,

i OOADOI 80 Ai PEAOGCGEO ODPI1T OAOGEI EAT AAS
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- Developing the ideaof ®AOOACET ¢c8 ET OACAOAO Oi

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 medings to discuss the concept,
interpretation, layout, budget, participation and marketing.

- Developing a list of exhibits to include in the display.

2. TO DISCUSS INITIAL RNS PARTICIPATION MARKETING AND ONGOING

DEVELOPMENT22No UNE2016

This meeting induded 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 té exhibits or loans that were available were
AEOAOOOGAAS )0 xAO ACOAAA OEAO A OOE EAS
print, seemed like the best option as it had the most opportunity for impact

and participation.

RS R N T EVN =

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:
- 50ET ¢ AT EIiACA 1T &£ 2AUT AO6O POET O AO A
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 oppatunity for co-production and collaboration by asking

different groups and artists to respond to particular objectswith the
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additional advantage of reducinghe number of loans neededThis would
also highlight thepast A @EEAEOET 1 8 O Ainmkeksaritie ODT T |
i © O A G&bniirding role in supporting local cultural development.
- Building upon the original exhibitions emphasis upon educgon and
practical application in order to use the gapgo continue this theme by
highlighting inventions and objecs 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 discusse, 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 playinguponE A EAAA 1T £ Ox AT OAA 1

>
m»
T>

- Having an interface for tagging the image of the print as a means of
identifying objects, potentially as a project running alongside the
exhibition.

- $AOAT T PET che HAARABDET Al | @b practieaities & CE OE T C
stagng 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 galley in the old part of the museum:

- If this project goes ahead the museumwould 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 dispy 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
time will need to be accommodated as will the different envonmental
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. MARIONADNAMS IDEATION SESSN, 15™ SEPTEMBER2016

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 |

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 structwed 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 regrding the following set questionsgHow
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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- AOET 16860

how might we gather and share memories and stories of people who

programme of activities that engage ad EAT AAO EI

knew Marion Adnams?Fig.227]. This offered a model for asking my own

guestions of the intended display.

OBJECTS LISTS

1. FROM THE COLLECTION

Thumbnail

Object

Current location

Comments

Samuel Rayners A OA U
First Exhibition,1839

DMAG 1936
619/132 Central
museum, room 34,

rack 4, shelf c

J. ChadfieldBroadsheet,
1839

DMAG 201163/1
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 1954219/6
Central museum,

room 34, rack la

DMAG 1978201/3
Central musum,

room 34

Flexibility as to
which copy could be
used as this is an
untraced painting
by Mrs E. Hurt

Joseph WrightJohn
Whitehurst, 1782-83

DMAG
L2007-1 Central

museum, room 1

Joseph WrightRomeo
and Julietc.1790

DMAG
1981-330 Central

museum,room 20
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Joseph WrightJedediah
Strutt, c.1790

DMAG
1976.434 Central

museum, room 20

In 1839 the portrait
of Strutt was a copy
by Rawlinson after
Wright

This would stand in

Richard Hurlestone, DMAG for the Oakley copy
Maria and Her Dog 1938-777 St I £ 30A01 A¢g
O3 EWNMET 6 h %l PEET 86 O (| actually in the
exhibition
Are four versions of
this painting that |
. . | DMAG could use:
James Eyre!, | | 3 AE
1926-988 Central 1979-498

Church Tower, Queen
Street, Derby1837

museum, room 34,

rack 5, shelf a

1939-837/10
1936-619/224
These are also in

room 34

Richard MacConnellJohn

Hallam, unknown date

DMAG
1905-385/1 Central
museum, room 29,

rack 1, shelf c

Ramsay Richard
Reinagle William Strutt,
FRSunkown 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 zitis a
copy of the painting
by Philips

Could be a stand in

o DMAG L
Jan FytStill Life,1611- £l O O30EI I
1909-426/1 St
1661 o, . . .| unknown artist lent
Elphinc O (1 OC
by R. Moseley
Attributed to Willem van | DMAG Could be a stand in

Mieris, Bacchus and

Ariadne,undated

1911-457/1 Central

museum, room 2

£ 0 O O1 OF
AT A 1 OEAAI
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unknown artist lent

by R. Moseley

James Eyre selection of
watercolours: Still Life,

sketch; Cottage sketch

Littleover Hollow, Derby,
1838

DMAG 1925970
Central museum
room 29, rack 2,
shelf A

DMAG 19406896

Central museum,
room 34, rack 9,

shelf B

Whilst in the
catalogue the
watercolours by
Eyre are primarily
Welsh or Lakes
scenes can use thosg
in the collection to
highlight his high
visibility in 1839

Octavius OakleyGirl with

fruit and flowers,undated

DMAG 1931320/6
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 Puttp

undated drawing.

DMAG 1914517/79
Central museum,
room 3, cabinet 4,

drawer 20

The two figures
copied from a
Guercino drawing
Ol Man, Woman
and Boy with a
-TAAT T £ 4
engraved by
Bartolozzi and
published by
Boydell, 1764.

John HaslemPortrait of

Joseph StruttEnamel

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] 832

DMAG
1915-586 Central

museum, room 4

George CockerBust of
Douglas Foxdate

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
-AAEAT EAOG
during preparations

for its closure.

George ClarkeMarble
bust of C. Sylvester,
exhibited at RA 1833

DMAG
1929-186 Central

museum, room 30

John Whitake, 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
AAT 80 AA H

Queen Victoria, figure,

biscuit, Cocker period

DMAG
1890-241/143
Central museum,
room 40, case 1,
shelf 2

There were two
010AAT 80 H
AEET A8 AU
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, shef 5

John HaslemSelf
portrait, 1833

DMAG
2002-62/1 Central
museum, room 40,

case 14, shelf 2

Hannah Moreiscuit

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 2009171/1
Central museum,

room 4

DMAG 2009171/2
Central museum,

room 1

Working model of
. A. ABCEOGSO A
1825-1830

DMAG 1976454/2
Silk Mill, room 44,
rack 130

Need to checkhe
availability of this as
Silk Mill objects

xT T80 1 AAA

accessible

71 OEET C 1 1TAA
double acting rotative

beam engine, 17871800

DMAG 1976454/1
Loan from the Peak
District Mining

Museum

30 hour long case oak
clock by Cooper of Dby,
second half ofl8th-

century

Long case clock by John
Whitehurst 11, ¢.1820-30

DMAG 1972491
Bold Lane, room 19,
rack 113, shelf 2

DMAG 1987444
Central museum,

room 27

The collection has a
number of long

Al TAESO OI
be a case of
matching thesedate

wise

Early Victorian noctuary
movement by John
Whitehurst 111

DMAG 2011109/1
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 I,
€.1830

DMAG 1992103
Central museum,

room 4

Pair of wrought iron

calipers

DMAG 1983778/3
Silk Mill, room 44,
rack 89

4EAOA AT TG
date so may not be

appropriate

Working model of

oscilating cylinder engine

DMAG 1976454/4
Silk Mill, room 44,
rack 128

Check the date of
these modelsz may
be too late for the

exhibition

19th-century skeleton

clock in brass with glass

DMAG 1982334/1

Bold Lane, room 19,

Cover does not fit

clock
dome cover rack 117, shelf 2
DMAG 1888202
There are two other
Allestree store, ]
Peacock peacocks in the

room 4, rack 4, bay
3

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
AOO OEAU 4
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 m&ke
selection on
availability.

DMAG 1890241
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 z 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 17797
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
Zthose specified in the
exhibition and in the
collection include:

- Doves

- Owls

- Cuckoos

- Humming birds

- Golden pheasants
- Buzzards

- -AOIETGO
- 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
OPAAEI AT O
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 1961508/ 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 1934315/5
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 Z 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 2005202/1
Bold lane, room 19
rack 102, shelf 2

Will need to check
dates and locations
for these but is
some flexibility
againz also the
possibility of a loan

again
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Selection of geological
specimensz 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
Cheapsile Annexe,

room 2, rack 1

Ostrich egg

DMAG 1930245
Cheapside Annexe,
room 8, rack 3, shelf
2
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Selection of cameos

Wax portrait cameo of
Joseph Strutt

Early 19c brooch, oval
set with cameo portrait

of George Il

Mourning brooch, cameo
with hair illustration

5 Cameos in the
collection, would
need to select

according to date.

DMAG 1931335/1
Central museum,

room 32 safe

DMAG 1915641/23
OEAE &I OAB(
room 18, jewellery

cabinet 1

DMAG 1964
653/38(c)
OEAEZE OAB (

room 18, jewellery

cabinet 1
_ 0( ¢@mp O EA Numberoffansin

Sandalwood and ivory )

House, room 19, the collection that
fan, ¢.1790

rack 4 shelf 4 could be used

Are a number of
DMAG 1928

Porcelain scent bottle,
Chelsea, ¢.1770s

157/4&5 Bold Lane,
room 5, rack 1 and
Central museum,

room 35

porcelain scent
bottles in the
collection, including
some of the Bloor

period

Small glass bottle

without stopper

DMAG 1964653/18
Bold Lane, room 5,
rack 2, shelf 3

Number of glass
bottles in the
collection so is
flexibility as to what
the exhibition
specifiesz 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

%l DAOT O +46 Al
1662-1722, no mark

DMAG 1904
376/464 Bold Lane,

room 2, rack 187

Silk slippers for bound

feet, Chinese

Pair of shoes, Chinese
xI T AT 80 Al Ad
slippers, 19hC

Oriental silk slipper,
probably Chinese, white
silk

DMAG 1976490/9
OEAE Al OAB(
room 19. Rack 4,
shelf 1

DMAG 1985109/2
OEAE Al OAB(
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 ivoty tusk,

Nigeria

Ivory needle case with

views of Lincoln

Carved ivory tusk with a

spiral decoration of

figures

DMAG 1952168
Bold Lane, room 19,
rack 102, shelf 2

DMAG 1967855/4
OEAEA&I OABC
room 19, rack 1,
shelf 2

DMAG 1977902/2
Bold Lane room 19,

rack 107, shelf 2

Again check as to
details given in the
cataloguez 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
AEOAO 2APEARA
del Sedia on Ashford
Black Marble, ¢.1780

DMAG 1937685
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 1932377/5
Bold Lane, room 19,
rack 105, shelf 2

DMAG 1932390
Box 2876

These are as a stand
in for the multiple

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 196989 Bold
Lane, room 1
(although it is noted
as a transfer)

DMAG 1986975
larger accession in
Bold Lane, room 2 &
21

Selection of Roman
artefactsz 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 1924933a
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

DMAG 187716

Central museum,

room 11
skeleton

Selection will need
Selection of to be narrowed

ethnographical and

anthropological objects

further through
further use of
Modes

Brass pillar microscope,
ET OAOEAAA 11
and S Jones / 30 Holbm
¥ 1T TAT1T8

DMAG 1917719

currently on loan

Will need to check
when this is back at
Derby for the
exhibition z are also
alternative
microscopes that

could be used

Walking stick formerly
belonging to Judge

" OAAROEAxF 04

DMAG 1924934
Bold Lare, room 25,
rack 61, shelf 1

Substitute for the

walking stick listed

in the catalogue
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Thumbnaiil

Object

Current location

Lead-in time

Archival material:

- AAEAT EAOQS
broadsheets,
pamphlets, tickets
Images of other
Derby exhbitions

Derby Local Studies
Library

Short notice loan

lead-in

YT ACAO T £ Ag
outside Derby
- | OEAO - AAE

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 RawlinsonDr

Erasmus Darwing.1802

Down House,

English Heritage

Joseph WrightEruption
of Vesuvius]776-80

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
) The Ashmolean
with a Bladder:
_ Museum of Art and
Candlelight Effect,
Archaeology

undated

There is also

Peter Neeffs the elder,
Interior of Antwerp
Cathedral,undated

The Ashmolean
Museumof Art and

Archaeology

another interior of
Antwerp Cathedral
at Nottingham
#AOOI A AO(
look as close to the
DOET 060

representation
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Godfrey Kneller,George I,
c.1714

The Oxfordshire

Museum

Also portraits of
George | by Kneller
at Wokingham
Town Hall, The
Royal Hospital
Chelsea, among

others

I AEAOI AT 160

drawing apparatus

Globe, earlyl8th-century

Oxford Museum of
the History of
Science

1925-43

Altazimuth Quadrant,

19th-century

Oxford Museum of
the History of
Science
1944-1/part

AT ATTESBO Al

Model of a locomotive

engine

Temperature gauge

Sikes Hydrometer, by
Dring & Fage (box and
weights)

Oxford Museum of
the History of

Science

$ATEAT T80 (U
J. Newman, London, after
1812

Oxford Museum of
the History of
Science

1933-56

Pocket terrestrial and

celestial globe, ¢.1775

Oxford Museum of
the History of
Science
1944-1/part

AEAOI T T AOAON
18th-century

Oxford Museum of
the History of
Science

1966-41

Phrenological tead
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Model ship

Suits of Armour

Chatsworth House

Short notice loan

lead-in

Cupid and Psyche,2C
BC

# Al 6 Qis/EET £
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

(1T O0OA806 EAAA

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 spearz

version of

011 UET AEOI

Doryphorous]

Museum of Classical
Archaeology,
Cambridge

181

Head of Homer

Ashmolean Museum
Cag collection
Cc217

Museum of Classical
Archaeology,
Cambridge

373
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VE&A
A.8-1958

Bust of Alexander in
Marble

Ashmolean Museum
cast collection

B135

[Head of Alexander
the Great]
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PROVISIONAL GALLERWYKOUTS

1. GALLERYTWO

FRAME TO FRAME PAINNGS OR RESPONSES TO THE PF

SCULPTURE,
ARMOUR & BUSTS

Cabinet of natural history specimens

PAINTINGS/RESPONSFE
Cabinet of
stuffed birds

Cabinet of scientific instruments

apud eao) (9 ‘a1A3 (g isaido) (e
1MAYHd OL SAAILVHAVYN d3dHL

DOOR

DOOR DISPLAY INTERPRETATION, ARCHI" DOOR
MATERIAL, KEY WRIGHT STORY 286
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2. NATUREGALLERY1 879 GALLERIES
FRAME TO FRAME PAINTINGS OR RESPONSES TO THE

O O  OOwimomenssd) O

Cabinet of natural historv

O

Sd00d

COPIES IN THE EXHIBITION

PAINTINGS/RESPOSES
Cabinet of
stuffed birds

Obelisk and
Ashford black

NARRATIVE OF LOCAL PRIDE
& JAMES EYRE

Vases/Ceramics

Cabinet of scientific instruments

DOOR DPISPLAY INTERPRETATION, ARCHIVE MATERIADOOR 287
KEY WRIGHT STORY
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MAPSOF THE BUYERS ANIENDERS

A4EA T APDO ET OEEO ADbbPAT AE@ DPIilT O OEA 11 AAOI
work in the sales and exhibitions discussed in this thesis. Viewealectively,

they demonstrate the significant and ongoing local support ofVright throughout

the 19th-century. As they also record how many paintings an individual bought

or lent, the maps suggest the collections of his woiik the area, particularly their

continuity, in relation to the circulation of 7 O E C famidtihg3 through exhibition.

This is reinforced by the recurrence of individuals and families on the maps,

OO0PDPI OOET ¢ OEEO OEAOEOS Al AEi OEAO OEAOA
£l OxAOAOh 7 OE ¢ E OAdditiorsliy| histdric inapArae bdesused

to illustrate the physical changes to the town during this period, notably the

increasing urbanisation of the region from the early to latd 9th-century.

The growing ambition of exhibitions throughout the19th-century is also
represented through these maps. Their weighting towards thiate 19th-century,
the frequency of their staging, and the larger numbers of exhibits included
suggeststhe growing exhibition culture in Derby between 1839 and 1883.
Significantly, they also show thegrowing 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 locatedThus the earlier maps in

particular, may be skewedn relation to this.

1801: This mapssix 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
AOOEOOG O AAOGCEOAOOMmairteh* BRIO RAAA EAIOHDEARO AT I
and ThomasBorrow, the most prolific buyer.
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1810: This represents a much smaller exhibition in which all but one of the
AOUAOO xAOA &EOTiT $AOAUOEEOA8 4EAOA ETAIO
his daughter Anna Romaa Wright Cade and his soin-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 boughtust over half the

xI OEO OEAO xAOA Oi1 A8 4EAO Ox1 1 &£ 7TO0OEGCEOC
AT A EEO TEAAAR (ATTAER xAOA All AOUAOO EI
in the painter.

1839: All of the lenders to this exhibition were from Derbyshie and, more
OPAAEEZEAAT 1 Uh AAT OOAA OPIT $AOAU8B8 7O0ECEOC
whilst lenders like Joseph Strutt or John Whitehurst were inheritors of Wright

paintings. Robert Moseley is exceptional withirthis, whilst lending the most

paintings theywere all for sale.

1866: The documentation of lenders in this exhibition is fairly complete, only

AECEO 1 AT AAOO AT OI Al 6-vo dthkrs WwdreAadll GrdrhA N OE A
Derbyshire and, on the whole, lent multiple paintings. Whilst the lenders agar

Ol ECEOI U i1 O0A AEEAOOAR OEA &£ AOO zZAAT OOA
Thomas Charles Cade, William Bemrose and William Bemrose Juniporvere

among the most generous.

1870: All of the twenty-one lenders in 1870 are plotted in this map and all &
from Derbyshire, although representing a more wideanging 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
OEAA 1T £ milp&s RGOS ahd theAgreater 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
ATl T &£ xEi i h AAO Idiwére agdin frondBetbysiire. ACAarldsT A A OA
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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70ECEO80O0 xEOEET 11T AAI Ail1AAOCET T O80* 000
AAT ETUGO ET OAOGOI AT O ET EEO OADOOAOEIT h 4
1883:2 ADOAOAT OET ¢ OEA 1 AOCAOO AgikdedEyOET T T

OEA T Abp O1 AAOOAT OAO OEA OECI EEAEAAT AA 1 £ ¢
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

OEAO 7O0ECEOGS O teEbel pfomidentAds idddthdgddd families of

Derbyshire, like Lord Belper or F. C. Arkwright.

1886: This map documents the Derbyshire support of the Royal Academy display

I £ 7TOECEOB8O x1 OEN OxI OEEOAO 1T &£ OEA 1AT,
lenders reflect the established families of the region, notably Frederic Arkwright,

Sir George Wilmot Horton, and Sir Henry Wilmot, all of whose families had

DAOOT T EOAA OEA AOOEOO8 ! O xgEThdiasiChdrlesOEA A¢

Cade and William Bemros z were again lenders.
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Joseph Wright Retrospective Exhibition, 1883 z city map of lenders
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