Supplement – January 2021
Why a supplement?
Not a month went by when, within a day or so of submitting my pieces to the David Parr
House, I would stumble across additional information or a picture which would have been
perfect. And, what to do with the interesting information that didn’t make my 2020
‘Afterword’s? Moreover, new discoveries have come to light in the interim.

‘Scrolls, Peacock Feathers and Rivalry’

‘Mystic Marriage of St Catherine’ – early 1480s
(or ‘Virgin and Child with Saints Catherine of Alexandria and Barbara’)
Hans Memling (circa 1433 – 1494)
Collection: Metropolitan Museum of Art, New York

Image: donated to Wikimedia Commons as part of a project by the Metropolitan Museum of Art

NOTE: The painting was dated to early 1480s by means of tree ring analysis. The composition is
strikingly similar to the central panel in Memling's St John Altarpiece.
© 2021 Nicola Gifford
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The last five words I wrote for January 2020’s ‘Afterword’ hold special significance for the
David Parr House. I wrote:
‘To understand David Parr’s designs, one needs to look to William Morris and, to understand
William Morris, one needs to look to medieval Flemish paintings and illustrated manuscripts…
but does this rule work?
Applying it, one finds the root influence for two other designs David Parr created for his
house. Both the pattern he used in the dining room, which he used again in his bedroom, and
the pattern below the dado rail in his entrance hall closely resemble those detailed in the
cloths of honour medieval artists painted behind the Virgin Mary in many of their works. The
designs have a distinctive diagonal snaking pattern, from which shoots and foliage extend,
these might be realistic in appearance or highly stylised.
A good example of the stylised pattern features in the ‘Ince Hall Madonna’. This painting is
believed to be a copy of a van Eyck…
Lastly, it often features in Hans Memling’s work, although the pattern repeat isn’t always
evident: ‘The Virgin and Child with an Angel’, the National Gallery’s ‘Virgin and Child’, the
central panel of the ‘St. John Altarpiece’, and the ‘Mystic Marriage of St Catherine’.’
Why is the ‘Mystic Marriage of St Catherine’ painting significant to the David Parr House?
The painting belonged to the Gothic Revival architect George Frederick Bodley, for whom
Frederick Leach & David Parr executed his decorative schemes in All Saints Church, Jesus Lane,
Cambridge. Bodley was the man behind the changes to the Old Hall at Queens’ College,
Cambridge, which one can still see today - Frederick Leach undertook his portion of the
commission in 1875. Bodley, notably, gave Morris, Marshall, Faulkner & Co. their first
ecclesiastical commissions. And, the David Parr House’s American readership will be
interested to know that Bodley was the head architect for the Washington National Cathedral.
Note: see March’s ‘Afterword’ to read how G. F. Bodley crossed London hoping to track down
a triptych he had commissioned Edward Burne-Jones to paint for St. Paul’s Church, Brighton.

George Frederick Bodley (1827 – 1907)
Image: Watts & Co. – a joint venture which G. F.
Bodley established and is still run by his
descendants.
Watts & Co. specialises in
furnishings and ecclesiastical textiles.
© 2021 Nicola Gifford

All Saints Church
Jesus Lane, Cambridge
Image: Wikipedia Commons –

ChurchSniffer 2018
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The Metropolitan Museum of Art, New York - which exhibits the painting as ‘Virgin and Child
with Saints Catherine of Alexandria and Barbara’ – hasn’t been able to establish when George
Frederick Bodley purchased the painting (presumably not for want of trying). According to
their website, the painting belonged to Sir Joshua Reynolds. Later it was ‘given to Mrs.
Davenport’ and ‘her descendant, Mr. Davenport (sold to Bodley)’. Bodley owned the painting
until 1900. In turn, he sold it to the art dealer Colnaghi.
The ‘Mystic Marriage of St Catherine’ was lent to the Royal Academy of Arts ‘Winter
Exhibition’ of 1884 by Mrs Davenport under the attribution of ‘School of Memling’.
(January’s story centred on Jan Mabuse’s painting ‘The Adoration of the Magi’ which is also
significant to the David Parr House and was exhibited in the Royal Academy of Arts ‘Winter
Exhibition’ but that of 1885. When working on January’s submission, I debated whether David
Parr saw the painting as the RA had a push on making paintings accessible to the working
classes by introducing late opening hours. If he was working on a commission in London for
his employer, Frederick Leach, then I like to think that he did.)

St John Altarpiece, c. 1479
Hans Memling
Collection: Memlingmuseum, Sint-Janshospitaal, Bruges

Even if William Morris didn’t see the ‘Mystic Marriage of St Catherine’ painting, he is recorded
as having seen Memling’s St John Altarpiece. According to the Marxist internet’s William
Morris chronology, which takes its information from contemporary sources, ‘24th July 1874,
Morris and his family were staying at the Hotel du Commerce in Bruges. He and Jane occupied
the same rooms they had taken on their honeymoon. In the morning they visited the Hospital
of St John to view St Ursula and the other religious paintings of Hans Memling. Morris
examined the Visitors Book and discovered that he and [Charles] Fairfax Murray had last
visited the building on 3rd October 1870.’
And, as evidenced in September’s ‘Afterword’, William Morris had a ‘prestigious’ memory – I
suspect he had an eidetic (photographic) memory. Therefore, if he saw one or both works of
art, even only fleetingly, he would have been able to recall every detail.
© 2021 Nicola Gifford
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What connects Memling’s ‘Mystic Marriage of St Catherine’ and the central panel of the ‘St.
John Altarpiece’ to the David Parr House? See the visual evidence below.

David Parr House - hallway
Image credit:
Huning Decorations

Illustration from ‘The Bases
of Design’ by Walter Crane –
1898.*

David Parr House –
wall decoration dining room /
bedroom
Image credit: Rosemary Talbot New in Cambridge blog

Madonna with the Child
Reading
(aka Ince Hall Madonna) - 1433
Jan van Eyck
Collection: National Gallery of
Victoria, Australia
Image credit:
The Yorck Project 2002

Annunciation – c. 1480s
Hans Memling
Collection and image credit:
Metropolitan Museum of
Modern Art, New York

‘The Virgin and Child before a
gold brocaded cloth of honor’
(American spelling)
Attribution: Circle of Dieric
Bouts (active c. 1448-d. 1475)
Collection: unknown
Image credit: Christie’s - Jan 2015

*Walter Crane’s illustration doesn’t match the fabric design in Memling’s ‘Annunciation’. Artists often painted
more than one version of a popular theme. As paintings gain and lose attributions, the pattern he copied could
be from a Flemish painting that is no longer attributed to ‘Memling’.

© 2021 Nicola Gifford

4

The Virgin and Child with an Angel, Saint George and a donor - c. 1480
Artist: Hans Memling
Collection: National Gallery, London Note: acquired (bought) in 1862
Image: Wikipedia Commons

According to Wikipedia’s entry for 1400 – 1500 European fashions:
‘Bold pomegranate- or artichoke-patterned silks are characteristic of the 15th century, as
are richly coloured velvets and woollens. Fine linen was important for headdresses and for
the shirts and chemises revealed by new lower necklines and slashing.’
Below left & middle (detail): A Goldsmith in His Shop (possibly St Eligius) – 1449
Petrus Christus (1410 – 1475)
Collection: Metropolitan Museum of Art, New York
Image credit: The York Project 2002
Below right: Foliant de Ionnal presents his text to Rudolph of Norway, detail of frontispiece to
‘L'Instruction d'un jeune prince’, an advice book on good conduct by Guillebert de Lannoy,
c. 1468-70.

© 2021 Nicola Gifford
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An aside: William Morris’s thoughts on paintings and exhibitions, leading on to St. George
and mummers.
J. W. Mackail wrote in his biography on William Morris, “In one of the latter number of the
Commonweal, while discussing in a fragmentary and parenthetic way what the art of the
future under realized socialism might be like, he makes some remarks on the pictures in
the National Gallery which incidentally open up his whole mind on the subject of pictorial
art. “Perhaps,” he says, “mankind will regain their eyesight, which they have lost to a great
extent; people have largely ceased to take in mental impressions through the eyes, whereas
in times past the eyes were the great feeders of the fancy and the imagination. I am in the
habit when I go to an exhibition or a picture gallery of noticing their behaviour there, and
as a rule I note that they seem very much bored, and their eyes wander vacantly over the
various objects exhibited to them. If ordinary people go to our National Gallery, the thing
which they want to see is the Blenheim Raphael, which though well done, is a very dull
picture to any one not an artist. While, when Holbein, shows them the Danish Princess of
the sixteenth century yet living on the canvas, the demure half-smile not yet faded from
her eyes; when Van [sic] Eyck opens a window for them into Bruges of the fourteenth
century; when Botticelli shows them Heaven as it lived in the hearts of men before theology
was dead, these things produce no impression on them, not so much even as to stimulate
their curiosity and make them ask what ‘tis all about; because these things were done to
be looked at, and to make the eyes tell the mind tales of the past, the present, and the
future.” Yet deeply as Morris admired these pictures, he scarcely loved them with his
deepest love; he would willingly at any time have exchanged the National Gallery and all
its contents for the cases of painted books in the British Museum. A man may be known
by his company, inanimate as well as human; and while Morris had a small but choice
collection of painted books among his chief treasures, and gladly paid large sums to secure
one, his house was, with few exceptions for which there were special reasons, pictureless
and he never bought a picture after the early days when he had ceased trying to paint them.
April Love - 1855 – 1856
Artist: Arthur Hughes
Collection: Tate
Image: used under Creative Commons
Arthur Hughes was included in the Morris, Marshall, Faulkner &
Co.’s first prospectus.
From the Tate’s website: ‘The picture [April Love] was bought at
the Royal Academy exhibition by the designer William Morris,
who wrote to Edward Burne-Jones on 17 May asking him to 'do
me a great favour, viz. go and nobble that picture called "April
Love" as soon as possible lest anybody else should buy it' (G.
Burne-Jones, Memorials of Edward Burne-Jones, London 1904, I,
p.132). At the end of his life Hughes still remembered BurneJones arriving at Upper Belgrave Place with Morris's cheque: 'My
chief feeling then was surprise at an Oxford student buying
pictures' (Pall Mall Gazette, 13 July 1912).’
© 2021 Nicola Gifford
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H. C. Marillier (1865 – 1951), whose biography of Dante Gabriel Rossetti was published in
1906, wrote, ‘In point of number and interest the productions of 1857 are remarkable. It was
the year of the Oxford frescos, for one thing, though these dragged on till 1859; and it was
the year of a charming little series of water-colours, which were acquired one after the other
by Rossetti’s newly-made acquaintance, William Morris, who sometime later, being in want
of capital for his own business, sold them in a batch to their late possessor, Mr. George Rae.’
These comprise:
(1) The Damsel of the Sanc Grael
(2) The Death of Breuse sans Pitie
(3) The Chapel before the Lists
(4) The Tune of Seven Towers
(5) The Blue Closet.
(1), (3), (4) and (5) are all in the Tate’s collection, which also boasts ‘The Wedding of St.
George’, which was not bought by Morris.

The Tune of the Seven Towers

The Blue Closet
1857
Dante Gabriel Rossetti
Collection: Tate

The Wedding of St. George

Images: courtesy of the Tate - CC-BY-NC-ND 3.0 (Unported)

Marillier explained, ‘The old story of St. George and the Dragon had a powerful influence
upon the romantic school to which Rossetti belonged. Burne-Jones’s variations upon it are
well known, and Rossetti, also, besides treating it as a whole in a series of designs for stained
glass windows, painted St. George more than once at typical stages of the adventure.’
Alfred Noyes (1880 – 1958), whose biography of William Morris was published in 1908, wrote,
‘That the environment of his later childhood at Woodford Hall influenced Morris’s subsequent
work profoundly is beyond doubt. The self-contained medieval system of the house, and the
old festivals that it observed, must have meant a good deal to the youngster [Morris] who
came to make it his playground. Twelfth Night was one of the great occasions of the year at
Woodford Hall, and “the masque of St. George was always then presented with
considerable elaboration.”’
© 2021 Nicola Gifford
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Mummer’s plays – the 2021 Whittlesey Straw Bear Festival was cancelled because of the covidlockdown. Therefore, it was not possible to gather original material.
Acknowledgement: Wikipedia – the foundation celebrated its first 20 years in January 2021

Top Left: The Doctor brings St George back to life in a 2015 production by the St Albans Mummers.
Top Right: Weston Mummers perform at the Packhorse Inn, Southstoke on Boxing Day, 2007.

Mummer’s plays are: ‘Broadly comic performances, the most common type features a
doctor who has a magic potion able to resuscitate the vanquished character.
The characters may be introduced in a series of short speeches (usually in rhyming couplets)
or they may introduce themselves in the course of the play's action. The principal
characters, presented in a wide variety of manners, are a hero, most commonly Saint
George, King George, or Prince George (but Robin Hood in the Cotswolds and Galoshin in
Scotland), and his chief opponent (known as the Turkish Knight in southern England, but
named Slasher elsewhere), and a quack Doctor who comes to restore the dead man to life.
Other characters include: Old Father Christmas, who introduces some plays, the Fool and
Beelzebub or Little Devil Doubt (who demands money from the audience).

Left:
An 1852 depiction of an English mummers play
– staged two years before David Parr’s birth in
1854.

Above Left: Midwinter Mummers at the Whittlesea Straw Bear Festival, 2009
Above Right: St. George slays the dragon, in a 2015 Boxing Day production, by the St Albans Mummers.

© 2021 Nicola Gifford
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Angels with peacock-feathered wings
Alfred Noyes noted in his biography on William Morris that his subject’s greatest ambition
was, according to later critics, ‘to take up the dropped threads of medieval tradition.’

St Michael smiting the Devil
Source gallica.bnf.fr / Bibliothèque nationale de France.
Département des Manuscrits. Latin 1156B

William Morris found inspiration for his designs in medieval manuscripts

According to Adrian Barlow's biography of Charles Eamer Kempe, Frederick Leach and Kempe
were in business together for a short time - they had a falling out. Frederick Leach became
David Parr's employer and went on to head William Morris's preferred firm of decorators.
Initially, in 1868, Kempe commissioned Leach to make drawings of medieval stained glass in
Fairford, Gloucestershire and Malvern Priory etc. (I suspect on William Morris's
recommendation as Morris, Leach and Kempe had all worked on All Saints Church, Jesus Lane,
Cambridge for George Frederick Bodley and Morris already knew these churches).
In text accompanying an image of two peacock-feathered figures in a clerestory window,
Barlow suggests they were probably drawn by Frederick Leach for their first major
ecclesiastical commission at St. John the Baptist Church in Tuebrook, Liverpool. Kempe
adopted peacock-feathered wings and made them one of the distinctive features of his
stained glass. How could Barlow be so certain? Because Kempe lacked any talent as a
draughtsman and had to appoint them.
So where did Frederick Leach get the idea for peacock-feathered angels?
© 2021 Nicola Gifford
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The stained glass at Fairford and Gloucester is replete with design elements which Kempe also
adopted, but, in respect of angels with peacock-feathered wings, they aren’t compelling.
Carole Fletcher, an expert in medieval stained glass at Oxford Archaeology Ltd., directed me
to the Vidimus website where I found images of St. Michael and the Arch-angel Gabriel, both
with peacock-feathered wings, amongst the 15th century stained glass windows at St.
Laurence Church, in Ludlow. They are featured in an article written by Emma Woolfrey (Issue
90.) and very striking. Having travelled as far as Malvern Priory, it wouldn’t have been a
stretch for Leach to have extended his field of research to include Ludlow.
Dr Katharine Harrison, Editor of Vidimus, kindly supplied the images of the Archangel Gabriel.

Left: The Archangel Raphael
Right: The Archangel Gabriel
Both cartoons for stained glass by William Morris – date not known. Collection: Tate, London
Middle photo: The Paternoster & Salutation Window, St. Laurence Church, Ludlow –
detail of the Archangel Gabriel - Photo © Katie Harrison /CC BY-NC-SA 4.0)

© 2021 Nicola Gifford
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Whilst it is not known when William Morris’s cartoons for stained glass were created,
according to the Tate’s website: ‘The designs shown here are the same as those Morris
provided for St Michael and All Angels Church, Brighton. Burne-Jones and Madox Brown also
contributed to this decorative scheme’.
Given this updated position, whom do we credit with the revival of angels with peacockfeathered wings in stained glass? Frederick Leach or William Morris?
In 1858, George Frederick Bodley drew up plans for St Michael and All Angels Church and
construction took place between 1860 and 1861. Frederick Leach’s figures with peacockfeathered wings for St. Mark’s Church, Staplefield and St. John the Baptist Church, Tuebrook,
are dated 1868 and 1869 respectively, therefore, in terms of date, it is William Morris.
However, in terms of style, angels with peacock-feathered wings associated with Kempe’s
stained glass workshop continued to follow Leach’s template, thereby they remained faithful
to Leach’s medieval source. His feathers fall in soft cascades and have defined peacock barbs
on a black background, ensuring they standout without the need for harsh outlines. Whereas
Morris’s feathers are detailed in black on white and are outlined in black or leaded, making
them look, dare I say it, like paddles.
Aside from producing the windows, William Morris, together with Philip Webb and Charles
Faulkner, painted the chancel roof at St Michael and All Angels Church. (Burne-Jones
provided the windows in the 1893 extension designed by William Burges). Interestingly,
Charles Eamer Kempe was responsible for the restoration and installation of a fifteenth
century Flemish reredos. Therefore, in all probability, he saw William Morris’s windows.

Image credit: Antiquary, Wikicommons

© 2021 Nicola Gifford

The Paternoster & Salutation Window
St. Laurence Church, Ludlow
Photo © Katie Harrison / CC BY-NC-SA 4.0)
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In January, I came across ‘The Early Flemish Painters: Notices of their Lives and Works’, by
Joseph Crowe and Giovanni Cavalcaselle and investigated whether their book could have
influenced Kempe, Morris, Leach etc. It is unlikely as only the second edition, published in
1872, featured a linear representation of Hans Memling’s ‘The Last Judgement’ and a
description of St. Michael’s peacock-feathered wings. (The first edition, published in 1856,
had two pages on Hans Memling, whilst the second edition had forty-eight pages.)
Back in January, Crowe and Cavalcaselle were just names. A few months ago, I read David B
Elliott’s biography of his grandfather, entitled ‘Charles Fairfax Murray: The Unknown PreRaphaelite’, in which Elliott wrote that Fairfax Murray and Cavalcaselle had met in Rome in
January 1875 and ‘from this sprung a cordial relationship which lasted until the older man’s
death in 1897’.
Elliott supposed that Cavalcaselle would have made acquaintances with other Italian political
exiles when he had to remove to London and had been brought into contact with Dante
Gabriel Rossetti’s father, having established a three-degree separation between Fairfax
Murray and Christina Rossetti. Elliott further supposed that Fairfax Murray obtained a letter
of introduction from the Rossetti’s which facilitated Cavalcaselle to agree to their meeting in
Rome.

Left:
Sir Joseph Arthur Crowe –
date unknown
Louis Kolitz (died 1914)
National Portrait Gallery,
London
Right:
Giovanni Battista Cavalcaselle
– date unknown
Image – Public domain

In respect of the Crowe and Cavalcaselle writing partnership, Sir Lionel Henry Cust contributed
the following to the 1901 ‘Dictionary of National Biography’: ‘In 1846, at the suggestion of his
father, Crowe began to collect materials for a history of the early Flemish painters. The next
year, while travelling between Berlin and Vienna, Crowe made a chance acquaintance with a
young Italian art student, Giovanni Battista Cavalcaselle. This acquaintance was renewed
later, and cemented into friendship in London, where Cavalcaselle had fled as a political
refugee. They decided to collaborate on the work on Flemish painters, which Crowe had in
hand. They visited collections and searched manuscripts together, and no detail was decided
until it had been fully debated between them. The text itself was written by Crowe. They
went on to collaborate on histories of Italian painting, and monographs on Titian and
Raphael.’
© 2021 Nicola Gifford
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The Adoration of the Magi by Jan Gossaert (known as Jan Mabuse by the late Victorians)
Frederick Leach was invited by
Charles Eamer Kempe to help his
draughtsmen complete some
murals at Castle Howard. These
were in a room that was being
converted to a private chapel.
At the time, Gossaert’s ‘The
Adoration of the Magi’ was in
possession of the Earl of Carlisle,
having been bought by the 5th
Earl, and kept in a secure room at
Castle Howard.

The Adoration of the Magi – Jan Gossaert – 1510 – 1515
National Gallery, London
Image credit: The Yorck Project (2002)

In 1911, George Howard, 9th Earl
of Carlisle offered to sell the
painting to the National Gallery.
He died before the transaction
was completed but his widow
honoured the arrangement.

In January’s ‘Afterword’ I speculated whether Frederick Leach was invited to see Gossaert’s
painting when he was working at Castle Howard and whether David Parr saw the painting
when it was included in the Royal Academy’s 1885 winter exhibition. An important factor in
its draw would have been that it hadn’t been put on public display since the Art Treasures
Exhibition in Manchester in 1857, twenty-eight years earlier.
In September’s ‘Afterword’, I mentioned that Albrecht Dürer admired Martin Schongauer’s
prints and had journeyed to see him but, when he arrived in Colmar, Schongauer had died.
And, in November’s ‘Afterword’, I drew attention to John Ruskin, William Morris, Edward
Burne-Jones having been great admirers of Dürer’s prints, which lends the following text from
Wikipedia’s entry on Gossaert’s ‘The Adoration of the Magi’ additional meaning, especially as
the ‘Gossaert’ attribution was disputed in 2011, prompted by the National Gallery’s show of
his work:
‘Gossaert's composition draws from several sources. It takes its main inspiration from the
Monforte altarpiece by Hugo van der Goes (Gemäldegalerie, Staatliche Museen, Berlin),
which has a similar grouping of richly dressed Mary and Magi among ruined architecture, with
their attendants and bystanders, and glimpses of the landscape behind and angels above. The
two dogs in the foreground, on a floor with many broken tiles, are copied from other
engravings: one taken from the lower right corner of Dürer's engraving of Saint Eustace and
the second is a reflection of the dog in an engraving of the ‘Adoration of the Kings’ by Martin
Schongauer. Other elements are drawn from other prints by Schongauer and Dürer.’
© 2021 Nicola Gifford
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The Royal Academy’s Annual Report for 1885 cites Mabuse’s (Gossaert’s) ‘The Adoration of
the Magi’ as having been the great draw of the winter exhibition. The painting’s impact on
late Victorian’s was such that Walter Crane mentions it half-a-decade later in his ‘The Claims
of Decorative Art’, published in 1892 – although he misremembers having seen it only a year
or two before his book’s publication.
‘The culminating glory and mastery of Renaissance painting could hardly have existed without
being founded upon the firm basis of the handicrafts, set as it were like a gem in a not less
beautiful framework of invention in all branches of design; and we know that more than one
great Florentine painter came out of a goldsmith’s workshop. Such pictures as that of ‘The
Adoration of the Magi,’ by Mabuse (shown at Burlington House a winter or two ago), or
Crivelli’s ‘Annunciation’ in our National Gallery, seem to sum up the contemporary beauty of
the handicrafts, and give then back to us again.’
Scrolls
The mural which David Parr applied to his living room walls is a template of what makes a
good design. It has different elements, large and small, which vary in colour, thereby creating
interest. The flower stems weave over and under, creating depth. They branch sidesways, as
well as up, so the eye can’t easily determine the pattern repeat.
To my mind, it is the undulating scrolls, which David Parr incorporated in his mural, that sets
it apart from the average design. They help to create another layer of depth and interest,
moreover, it introduces movement, raising the question: where did David Parr get the idea to
include the scrolls and have them undulating?
I suspect the idea for the scrolls came from the decorative scheme William Morris’s designed
for the ceiling of the chapel at Jesus College, Cambridge, which his employer, Frederic Leach,
had executed for Morris some years earlier - it is said that Morris’s hand can be seen in some
of the figures. It is possible that Parr was encouraged to see Morris’s ceiling when they
worked on All Saints Church for Bodley as it is opposite Jesus College.

Left: William Morris’s decorative scheme for the ceiling of Jesus College Chapel, Cambridge.
See the angels holding a continuous scroll, which bends back on itself at intervals, providing a counter-balance
to the repetitiveness and rigidity of the gridded squares on the actual ceiling. Image: Patrick Comerford
Right: Detail from David Parr’s living room mural.
Image: courtesy of Rosemary Talbot, ‘New in Cambridge’ blog

© 2021 Nicola Gifford
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In January’s ‘Afterword’, I invited readers to compare William Morris’s and David Parr’s
scrolls, which undulate, against those designed by George Frederick Bodley for All Saints
Church, Jesus Lane, Cambridge, which are straight.
Consider the images below. J. W. Mackail noted in his biography of William Morris, that
Morris’s rooms were full of rubbings which he had taken from medieval brasses. Did the
designs on medieval brasses influence George Frederick Bodley’s decorative schemes?
Left: the brass for Joris de Munter, dated 1439 – the
missing half shows his wife, identically robed and
holding a cross. Whilst at first glance a mirror image
of the half shown, the main differences are that his
wife’s shield carries different heraldic devices, and
the top angel is looking up.
Location: Brugge (Bruges) Cathedral
Image: William Frederick Creeny’s book, dated 1884 –
From ‘Effigies and Brasses’ website.

Below: a detail from All Saints Church, Jesus Lane,
Cambridge – designed by George Frederick Bodley,
interior design scheme executed by F. R. Leach &
Sons (notably by David Parr and his son).
Image: ChurchSniffer, Wikicommons licence

No surviving brasses in England can be dated earlier than the late 13th century. A notable
monumental brass for being an early example memorialises Sir Roger de Trumpington (c.
1326) in Trumpington, Cambridge.
© 2021 Nicola Gifford
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When imitation is the highest form of flattery
After I submitted January’s piece, thereby
drawing a line under the theme of scrolls,
the first image I came across was Walter
Crane’s ‘Lion and Dove’ wallpaper border,
which employs an undulating scroll.
Crane (1845 – 1915) published several books
on design which often refer to William
Morris and his work, showing him to have
been loyal to his mentor – George Howard
(later 9th Earl of Carlisle) gave Crane his big
break by inviting him to complete Edward
Burne-Jones’s canvases for his dining room
at no. 1 Palace Green, Kensington, which
formed part of William Morris’s decorative
scheme.
Was the inclusion of a lion a nod to the lion
Philip Webb contributed to William
Morris’s ‘Forest’ tapestry? And, was the
rose hedge a nod to Edward Burne-Jones’s
‘The Legend of the Briar Rose’ series of
paintings and Morris’s ‘Trellis’ wallpaper?
When Crane’s original design came up for
auction in 2019, auctioneer’s, Lyon &
Turnbull, stated, ‘The design was thought
to be Crane’s critical response to the
Second Boer War (1899 – 1902), which he
apposed.’ The design, ‘features the British
Imperial Lion being gently pacified by the
white Dove of Peace.’
Note: The Hebrew word ḥăḇatzeleṯ occurs two times in the scriptures: in the Song, and in Isaiah
35:1, which reads, ‘the desert shall bloom like the rose.’ The word is translated as ‘rose’, ‘lily’,
‘jonquil’ (narcissus) and ‘crocus’ in different versions of the Bible. Rose of Sharon is a common name
that has been applied to several different species of flowering plants. It is also a biblical expression,
though the identity of the plant referred to is unclear and is disputed among biblical scholars.
Regardless, it does not refer to actual roses. (Acknowledgement: note adapted from the ‘Rose of
Sharon’ entry on Wikipedia).
Left Top: ‘Lion and Dove’ wallpaper - 1900
Manufacturer: Jeffrey & Co.
Collection: Victoria & Albert Museum, London
Left Middle: Detail from William Morris’s ‘The Forest’
tapestry, 1887. The tapestry was a collaborative effort.
Collection: Victoria & Albert Museum, London

© 2021 Nicola Gifford

Left Bottom: Original ‘Lion and Dove’ artwork by
Walter Crane
Circa 1900
Image: Lyon & Turnbull – October 2019
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Above: ‘Blackberry’
From William Morris Wallpaper Sample Book 1, page 25
Collection: Brooklyn Museum
Image: public domain

Walter Crane’s ‘Rose Bush’ (above) and his ‘Lion
and Dove’ wallpapers were designed to be
applied together – 1900.
Manufacturer (both): Jeffrey & Co.
Collection: Victoria & Albert Museum, London

Another striking similarity…
Above left:
‘Bird and Pomegranate’ wallpaper – William Morris
Date of design not given – this sample is from 1955
as reprinted by Arthur Sanderson & Sons Ltd.
Collection: Victoria & Albert Museum, London
Above right:
‘Cockatoo and Pomegranate’ –
Walter Crane
Manufactured: Jeffrey & Co. – 1899
Collection: Victoria & Albert Museum, London
Bottom right:
‘Fruit’ wallpaper – William Morris, 1866
Collection: Victoria & Albert Museum, London
© 2021 Nicola Gifford
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Rivalry
In my January 2020 story, I suggested a rivalry between William Morris and Charles Eamer
Kempe, because, to my mind, Kempe had taken advantage of Morris’s generosity.
The two men were polar opposites. Most biographies of William Morris highlight his efforts
to promote socialism and Adrian Barlow’s biography on Kempe doesn’t hide the fact that his
subject liked to flaunt his wealth, which he had acquired through the labour of others, and
did everything to increase his social standing. I came across two accounts, one for each man,
which finds them in a similar situation. Their different responses are telling.
From a letter Charles Eamer Kempe wrote to his sister on 10th November 1877, whilst staying
in Darmstadt - he had been invited by Queen Victoria’s daughter, Princes Alice, to design a
memorial monument for her late son - as published by Adrian Barlow in his ‘Kempe: The Life,
Art and Legacy of Charles Eamer Kempe’:
‘Here is a fine opportunity for sending you a line under the interesting circumstances of a
piece of paper, grandducally stampt [sic]. I got here two days ago - & immediately assumed
a sort of Cinderella like splendour in all my functions & were I not going off tonight by train
to Nürnburg [Nuremberg] your brother-in-law would rapidly become transformed into a
German Prince. The Grand Duke and Duchess have done what they could towards it by
providing me with a gay (Cinderella like) carriage all blue and silver – which induces the army
to present arms as I pass, & a stupid multitude (who know no better) to stand dumb, hat in
hand, as I roll by. But how gratifying this is – in so military a nation – that Art should thus have
the honours which arms alone can give…’
Morris & Co. were commissioned by
millionaire William Knox D’Arcy of Stanmore
Hall, Harrow, to create the ‘Holy Grail
Tapestries’. They were completed in 1894.
D’Arcy also commissioned Morris & Co. to
undertake other decorative works, forming
the largest contract in the firm’s history. It
included a beautiful mosaic floor, furniture,
carpets, textiles, metalwork and woodwork.
The tapestries remained at the hall until
after D’Arcy’s death and were sold in 1920.
William Morris hated the way the locals
would touch their caps as D’Arcy passed
them. Morris wrote to his wife, ‘Our client
sent his carriage to meet me and I couldn’t
help laughing to see the men touching their
hats, clearly not to me but to it.”
Image: public domain – ‘The Studio’ volume 15, 1898
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From the Marxist internet’s William Morris chronology, (as used near the start of this
‘supplement’), ‘24th July 1874, Morris and his family were staying at the Hotel du Commerce
in Bruges. He and Jane occupied the same rooms they had taken on their honeymoon…’
Last year, I tried to identify which hotel they had stayed at without success, suggesting the
hotel either no longer existed or was trading under another name. As I worked on this piece,
I tried again. Isabelle Truyaert, at the Tourist Office in Bruges, saved the day. She emailed
that the Grand Hotel du Commerce is now the Hotel Navarra.
The hotel boasts a long history stretching back to 17th century. It has a grand staircase and
the beautiful ‘Bonaparte’ halls, which were built to impress Napoleon, even so, he never
stayed in Bruges. They had more luck with members of William of Orange’s regime, who used
its halls for important meetings.
The period between 1842 and 1914 saw some major changes. The Commercial Court was
moved to the Palace of Justice and the business took on a street-facing property, in addition
to the 16th-century house in the inner courtyard. The whole property was incorporated into
the business, increasing the number of rooms to 60. The wrought iron gate dates from this
period as does the appellation ‘Grand Hotel du Commerce’.
The hotel was particularly popular with British visitors, which may have been a factor in
William Morris’s choice of accommodation.’

Hotel Navarra, Bruges –
formerly the Grand Hotel du Commerce
Image credit: Hotel Navarra
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