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From the Provost

Event Listings

Another welcome edition of the Journal 
brings us evidence of the widening scope of 
the outreach work done by the Collections 
team both with other schools (such as 
that well described by Rebecca Tessier 
and by Charlotte Villiers) and the growing 
extent and reputation of the exhibitions in 
the Verey Gallery, to which in future Blue 
Badge guides will be bringing interested 
members of the general public.

As I write, a beautiful exhibition of 
Norman Ackroyd’s etchings fill the Verey 
with powerful images of the wild western 
coastline of the British Isles – hung with great 
skill by Bryan Lewis, who writes eloquently of 
his work with the Collections, while Andrew 
McNeillie describes the exhibition itself.  
Arthur Parish, boy Keeper, writes with equal 
enthusiasm of another highly successful 
Verey exhibition, that of William Scott, and 
shows the increasing contribution of boys 
to the work of the team. 

Going back seventy years, Roddy Fisher 
reminds us of the life of a great Etonian 

photographer and designer (and before 
his polio, boxer), the late Lord Snowdon; 
while Philippa Martin reminds us of Eton’s 
short but influential part in the life of one 
of Britain’s greatest modern artists, Howard 
Hodgkin, two of whose magnificent prints 
hang in the Farrer Theatre.  

Michael Meredith uses her archive in College 
library to argue that Mary Coleridge’s 
increasing reputation as a poet is rightly 
earned, and to give an account of her 
quietly heroic life, while Joshua Insley sheds 
interesting light on the correspondence of 
Bursars in the past.   Rob Shorrock directs his 
scholarship to discussing the mystery of the 
purpose of one of our most evocative early 
dynasty Egyptian artefacts. Shauna Gailey 
demonstrates how to use our stunning silver 
collection to illustrate England’s religious 
conflicts – a model of how to use the 
Collections in teaching. Lucy Gwynn tells us 
about the growing importance of the Malcolm 
Arnold Collection on deposit at College 
Library – which has been complemented 
by new acquisitions just before this Journal 

went to press – and tells a story of highly 

productive joint working between College 

Library and the Music Department. 

Eleanor Hoare tells of almost unbearably 

moving Etonian Fourth of June celebrations 

at the front in the Great War, and republishes 

a bleak and powerful poem of the war from 

the Chronicle a century ago.  And between 

them, Ian Cadell, Philippa Martin and Aimee 

Sims describe and celebrate what I hope 

you will agree is the successful renovation 

of School Yard and King Henry’s statue at 

its centre – the most visible improvement 

this year to the fabric of  our heritage, made 

possible by the generosity of Eton families. 

Altogether another year, I believe, of 

which we can be proud of the work of our 

excellent Collections team. And the future 

looks good, with Charlotte warning us of 

volcanic explosions to come, in which Bristol 

University and various others will be our 

partners.  My warm thanks go to all our team.

Lord Waldegrave of North Hill

Summer Open Evening
Join us for cocktails, conversation and an exclusive view of significant objects in Lower Chapel, the 

Natural History Museum and the Museum of Antiquties - including recently returned artefacts.

Tuesday 27 June

From 6.00pm, Jafar Gallery



eto
n

 c
o

lleg
e c

o
llec

tio
n

s
A

round the C
ollections

04

Behind the Scenes with the  
Collections Team: Bryan Lewis

I joined the Collections team at Eton 
College in 2015 after having spent 
almost 30 years in the aviation industry 
at Heathrow Airport as an aircraft 
dispatcher, so it has been a complete 
career change for me and quite an 
interesting learning curve too.

My roots are firmly in and around Eton as I 
was born only a few miles away in Taplow 
and lived in the High Street for a number of 
years whilst attending Eton Porny School. 
I actually once sang as part of the choir in 
a production of Benjamin Britten’s “Noye’s 
Fludde” in the Chapel here as a young boy, 
so one could say that I’ve come home!

My role here as the Foundation and 
Collections Handyman is a very varied one. 
I perform day-to-day maintenance of the 
many departments and residences in and 
around the Cloisters, which may include 
anything from changing a light bulb to 
hanging an exquisite piece of artwork and 
just about everything in between. It’s very 
rare that I’m at a loss for anything to do, 
which is just the way I like it; there’s nothing 
that I love more than to be busy! Probably 
the most enjoyable part of my job though, 
is the hanging and displaying of artwork, be 
it in one of the many houses around Eton, 
or in one of our galleries.

The Verey Gallery is the space which 
brings me most inspiration as I find it a 
very calming and peaceful place to work. 
It seems to have chameleon-like properties 
as it has the power to adapt very easily to 
whatever is displayed within its walls.

I have a bit of an attachment to the Verey, 
as it was where I first cut my teeth on 
exhibitions with some valuable advice from 
David Westwood, Exhibition Conservator at 

Bryan setting up the Eton College During the Wars exhibition in the Verey Gallery.



Windsor Castle. My first display was Eton 
College During the Wars, compiled from the 
vast Photographic Archive by its keeper, 
Roddy Fisher. It called for a very orderly 
but effective hang of 23 frames of images 
that had to be perfectly aligned along the 
gallery’s walls, something that I take great 
pride in, being a bit of a perfectionist. This 
exhibition will soon have a new permanent 
home in the history department here at the 
school, where I will re-hang it.

I have also taken the Fine & Decorative Art 
collection on the road, most recently with 
an exhibition at the Works on Paper Fair 
at the Royal Geographical Society in early 
February this year. Having first mounted 
and framed the 38 watercolours from our 
collection along with Conservation Steward 
Aimee Sims and Conservation Housekeeper 
Sara Spillett, we wrapped, packed and 
loaded them all up and drove them to 
London and hung them late one Tuesday 
night, which was a great team effort. 

Looking to the future, I would like to expand 
my involvement in displaying our artwork, 
as I have a vision of constructing picture 
frames, plinths and other display items 
in-house to give us more flexibility and to 
reduce costs and lengthy wait times that 
can sometimes occur when dealing with 
suppliers. It would also be very satisfying 
to look into the renovation of some of our 
historical frames, such as the reconstruction 
and replacement of mouldings together 
with the application of gilding and other 
specialist finishes.

It has been an extremely interesting start 
to my new career working with some 
fantastically knowledgeable people, not 
least Charlotte Villiers, Exhibtions & 
Outreach Coordinator, who has given me 
great encouragement and confidence. It is a 
privilege to have the opportunity to work in 
an environment so steeped in history. I look 
forward to a very gratifying future here.

Bryan Lewis
Foundation and Collections 

Handyman

THE WESTERN SHORE
from Shetland to Co. Cork

NORMAN ACKROYD

Available to view by appointment

VEREY GALLERY, ETON COLLEGE   
27 APRIL - 10 SEPTEMBER 2017
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Antony Charles Robert Armstrong-Jones 
(later Lord Snowdon) at Eton College

Lord Snowdon, then A.C.R. Armstrong-Jones, 

entered J.D. Upcott’s House in September 

1943. He had a strong prep school 

background in both gadgetry and boxing. 

His first mention in the Eton Chronicle 

was a report in March 1945 of his winning 

a match at Extra Special Weight (boys of 

five stone six and under), and he gained his 

Boxing Choices two weeks later. Later in that 

year, in September 1945, D.C. Wilkinson took 

over the House, and he seems to have been 

reasonably tolerant of Armstrong-Jones’ 

enthusiasms, allowing him to have in his 

room anything that he had made himself, 

which for such a capable designer and 

gadget-builder covered a wide range.

Armstrong-Jones continued to box into 
1946, with the Chronicle reporting of his 
fighting for the school twice, five days 
apart, in February 1946, and then winning 
the Finals of the School Boxing in March, 
still weighing in at Extra Special Weight.

His diagnosis of polio came during the 
summer holiday afterwards and put an 
end to his boxing.  He recovered with great 
pluck and determination, was back at Eton 
after six months and coxed in the Lower 
VIIIs and his House IV and then in Hibernia 
at the Procession of Boats in his last year.

He was probably interested in photography 
from before his time at Eton and he 

recorded in his diary acquiring a camera 
in exchange for a microscope and then 
building himself an enlarger from old tin 
cans, with which he was able to process his 
prints in his own room. Sadly, we have no 
record at all of any photography that he 
himself did while at Eton, although his near-
contemporary David Barrie remembers 
showing him how to load and use a light-
tight developing tank.

Armstrong-Jones went up to Jesus College, 
Cambridge after Eton, to read Architecture, 
but his enthusiasm for photography 
increased and he began working as a 
portrait photographer in London. This led 
to his hugely successful career as a highly 

‘Simon Pery-Knox-Gore, from Ireland, shakes hands with Mr Baker, who runs the school grocery department, and wishes him a Happy New Year’.
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respected photographer, covering a wide 

range of subjects, fashion, photojournalism 

of city life and of the mentally ill, and 

perhaps most outstandingly his many 

portraits of notable world figures. He was 

also a most competent designer and he 

was mainly responsible for the innovative 

and imaginative aviary at the London Zoo.

We are fortunate to have in the 

Photographic Archive a small set of prints 

taken by him in 1953 for an article in Tatler, 

recording boys returning to school at the 

start of the Lent Half. Several of them are 

shown here together with Tatler’s captions.

Roddy Fisher 

Keeper, Photographic Archive

‘Arrival of A.W. and H.W. Wiggin with their friend D.Macperhson resembled a major 
disembarkation off a friendly coast’.

‘A.R.G.Mullens, of Mr P.S.H.Lawrence’s house, optimistically hails a cab as he waits outside the 
station with his luggage’.
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08 On 9 March 2017, the artist Howard 
Hodgkin died in a London hospital. One 
of the most significant and influential 
painters of his generation, Hodgkin is 
also the most celebrated of the many 
distinguished Old Etonian artists. His first 
retrospective, curated by Nicholas Serota, 
was held at the Museum of Modern Art, 
Oxford, in 1976. In 1984 he represented 
Britain at the Venice Biennale and in the 
following year won the Turner Prize. 
He was knighted in 1992 and made a 
Companion of Honour in 2003. 

Hodgkin’s connection to Eton is recognised 
by the display of two prints, Venice Evening 
and Venice Night from the Venetian 
Views series (1995), each almost two 
metres wide, which hang in the foyer of 
the Farrer Theatre. However, he was only a 
pupil at Eton for one academic year, before 
his repeated running away led the school to 
insist he attend sessions with a therapist. 
He had lived in America as a young child 

and later claimed to have successfully 
persuaded the therapist to recommend that 
he return to the States instead of beginning 
a second year at Eton. But despite being 
deeply unhappy as a schoolboy, later in 
life Hodgkin fondly recalled the time he 
spent in the Drawing Schools with the then 
Drawing Master, Wilfred Blunt. He admired 
Blunt’s willingness to offer a clear verdict 
on the merits of a work, a quality he feared 
was being lost, and claimed to have learnt 
something of how to live as an outsider 
from Blunt. He also held particularly vivid 
memories of Blunt’s eclectic collection of 
objects displayed within a glass cabinet 
in the Drawing Schools. These assorted 
items were intended for boys to draw or 
paint from and Hodgkin specifically recalled 
among them an African sculpture of a dog 
with an erect penis.

Over half a century after his single year 
as a pupil of Eton, Hodgkin returned for a 
fleeting visit. In 2002 he was asked to open 

a new extension to the Drawing Schools 

and to view his two prints, newly installed in 

the Farrer Theatre. Current Drawing Master, 

Ian Burke, remembers meeting Hodgkin 

during this visit:

He was obviously a very intelligent and 

slightly detached man, who did not comment 

on any of the work on display. He seemed 

relatively pleased that the two prints in the 

Farrer Theatre had been purchased by his 

old school. In his speech, when declaring 

the new section of the Drawing Schools 

open, he thanked Eton and the past Drawing 

Master, Wilfred Blunt, for encouraging his 

enthusiasm for painting and art in general. 

He described Blunt as inspiring and very 

encouraging to a boy who much preferred 

painting to games. 

Philippa Martin 

Keeper of FDA

Venice Evening and Venice Night, on display in the Farrer Theatre, Eton.
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Using the Collections in outreach 
to local schools

A highlight of using museum collections in 
education is taking an obscure item out of 
its context and into the classroom, using it 
to inspire and stimulate research, discovery 
and deduction. The trencher plate is one 
such item that has been used in outreach 
sessions, opening up ways of thinking about 
objects and what they tell us about life in 
the past. The conclusions come from the 
clues the children can gather from looking 
at objects together and asking questions: 
What does it look like? What is it made 
of? What could it have been used for? To 
whom did it belong?

From this collaborative discovery process, 
children can find out that in medieval times 
simple plates were made from wood and in 

this flat form, the trencher was designed to 
be used at a table.  The word trencher comes 
from the Old French ‘tranchier’, meaning 
to cut, which suggests that the trencher 
was intended both as a receptacle for food 
and also as a surface for cutting. The small 
hollow in the corner would have held salt.  
Wood is actually a good choice of material 
for such an object, as it is a natural insulator. 
Preceding the wooden trencher plate was 
a plate-like form made from bread, which 
itself was eaten.   This example of a wooden 
trencher plate was used by boys in College 
Hall in the 16th century. 

2017 was the third consecutive year 
that the Collections have supported a 
Challenge & Discovery Brainiac Day for 

children aged six and seven years old from 

a number of primary schools in the local 

area.  Part of the challenge of the day is 

that the young detectives team up and 

work with children they have not met 

before, giving them an opportunity to 

develop their social skills and confidence.  

The trencher plate is investigated along 

with a number of artefacts held by the 

Collections, from a Roman fibula pin to 

a water carrier belonging to the Tuareg 

people of the Sahara.

Rebecca Tessier 

Museum Officer

Trencher plate from the Museum of Eton Life being used in outreach.
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10 October 2016 saw the return to Eton 
of some 32 prize Egyptian artefacts 
from Johns Hopkins University (JHU), 
Baltimore. The objects date from the third 
millennium BCE to the fourth century AD 
and comprise papyri from Oxyrhynchus, 
statues (in wood and bronze), faience 
bowls and chalices, a cosmetic spoon 
and tubular container for Ancient 
Egyptian eye-liner, a coiled basket with 
flowers woven into the decoration and a 
4000-year-old walking stick. They have 
been much enhanced by their American 
sojourn thanks to careful conservation, 
cataloguing, teaching and research 
(including cutting-edge techniques such 
as CT scanning, multispectral imaging 
and x-ray fluorescence). Roughly 2000 
additional objects from our collection 
remain at Baltimore on long-term loan. 
They are not due to return until 2025, 
but detailed study is already helping 
to cast new light on the technological 
sophistication of the Ancient Egyptians.

In due course our newly-returned objects 
will be exhibited in the Jafar Gallery. For 
now I would like to take a brief look at just 
one of these treasures: ECM 1843.
 
This enigmatic doll-like figure is constructed 
from linen thread, with hair decorations 
made from tiny beads of glass. It dates 
from the third millennium BCE and stands 
no more than 8cm high.

It may be small and very old, but it has 
clocked up an impressive number of air-
miles since its discovery by Egyptologist 
John Garstang in a small tomb in the 
necropolis of Beni Hasan in Middle Egypt at 
the start of the 20th century. In addition to 
its time at Baltimore, it has been previously 

exhibited at the Barber Institute of Art in 

Birmingham (from June 2010 to January 

2012), at the Metropolitan Museum in New 

York, at the National Museum of Antiquities 

in the Netherlands and at the Conde Duque 
Museum in Madrid. 

ECM 1843 was found with a larger ‘doll’ also 
made of wrapped string with long locks of 
string hair. Garstang conjectured that both 
these figures were examples of children’s 
toys, but 21st-century eyes see this as a 
rather romantic interpretation. Its tiny size 
and delicate construction hardly makes 
ECM 1843 practicable as a ‘real’ toy and, 
what is more, the other recorded contents 
of the tomb (including a model brewery!) 
give no indication that this was the tomb 
of a young person.

But if not a toy, then what exactly is it? When 
in doubt about an object, archaeologists 
usually fall back on the possibility that it 
served some kind of magical or religious 
function. The deposition of any object in 
a tomb is clearly freighted with sigificance 
(regardless of the function and status of 
that object in the ‘real world’), even if we 
cannot tell what that significance might 
have been. Research at JHU raised the 
possibility that ‘the dolls were intended 
as fertility figures for the benefit of the 
deceased in the afterlife’. This theory works 
well for the so-called ‘paddle dolls’ (found 
in other tombs at Beni Hasan) – painted 
pieces of wood with attached ‘hair’, which 
place clear emphasis on the breast, hips 
and pubic zone. But our doll lacks any 
defining sexual characteristics. It has also 
been suggested that ‘paddle dolls’ might 
function like shabti figures and come to life 
in the next world to assist the deceased in 
some way – but if that were also the case 
for ECM 1843, why does the figure have 
no facial features nor any other attributes 
that would suggest an area of work (such 
as a worker’s hoe)?
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The Bursar’s In-Letters
Interpretation remains elusive. One thing 

that we can be more certain about is the 

technical mastery that went into the 

production of this small figure. It was 

previously supposed that the hair was 

made up of faience beads, but investigation 

at JHU has determined that the hair-beads 

are in fact made of glass (with copper used 

as the main colourant for the blue colour). 

This may seem like a small point, but it is 

an important one. It means that Eton is 

now in possession of some of the earliest 

glass ever found in Egypt.

Science then can get us closer to the 

people who created these objects than 

ever before, but however close we may 

get, as the elusive meaning of ECM 1843 

reminds us, we still look into past cultures 

across a vast chasm. It is unlikely we will 

ever know what this tiny faceless doll 

meant to the people who made it and 

placed it in the tomb, but this should not 

be a matter for despair. The challenge 

facing us all is to keep on asking the 

questions. Our study of the past is part 

of our own journey to know ourselves in 

the present. Questions remain, but it is the 

act of questioning that remains central 

to our understanding of what it is to be 

human. A group of primary-school children 

to whom I recently introduced ECM 1843 

were certainly full of questions. They were 

not concerned whether or not it was a 

real doll that had belonged to a child, 

but wanted to know why this diminutive 

figure could not have been placed into the 

tomb by a child to accompany a deceased 

parent on his or her way to the next world.

Rob Shorrock 

Keeper of Antiquities

The College Archives contain around 
3000 letters received by the Bursar (or 
rather Bursars) between 1775 and 1900. 
These discuss the day-to-day business 
carried out by the college concerning its 
estates and property in Eton and around 
the country, dealing with everything 
from leasing and tenancy disputes to 
the occasional bill for fish or sweeping 
the Bursar’s living chambers! There is 
very little mention of schoolboys, as the 
Bursars of the period were much more 
concerned with keeping the college 
afloat, and the ever increasing demands 
of Head Masters for more space and 
schoolrooms could be a source of tension 
for those trying to balance the books.

On a wider level, the collection of letters 
offers a fascinating insight into the 
situations and challenges faced by the 
College, covering events such as the Tithe 
Commutation Act in 1836, which had a 
significant impact on how the income of 
College estates was calculated. The major 
project to restore and expand College 
Chapel between 1846 and 1853 is also 
described in great detail, with over 350 
letters devoted to the subject, giving us a 

fantastic record of the design, fundraising 
and construction processes that made 
the work possible. These are just two 
examples of the wealth of the subjects 
discussed within the letters, but provide a 
glimpse into the valuable and fascinating 
information they contain about College 
business, all the while providing an ongoing 
picture of the relationships between the 
staff, fellows and community at Eton.

I am currently working to catalogue these 
letters at an individual level, and have found 
this to be an extremely enjoyable, often 
moving project. Many of the letters contain 
personal and family news, and through 
reading them it is easy to feel a connection 
with the men writing. As they discuss the 
health of their wives, the successes of their 
sons and the events of their personal lives, a 
real sense of their own personalities begins 
to come through. In working on this project 
I have discovered that the Bursar’s in-letters 
are much more than just a business record, 
they also provide a window through which 
these lives can be viewed.

Joshua Insley 
Archives Assistant

Draft appeal for financial subscriptions towards the restoration of College Chapel.
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To the great Variety of Readers

As regular readers of the Journal will know, 
our Challenge Days for primary school 
children are now into their third year, 
and are a significant annual fixture in our 
education calendar. Each year, working 
with the lead school Eton End, we devise a 
themed day of cross-curricular challenges 
for both year 2 and year 4 children.

The key principles underpinning these days 
are touched on by Rebecca Tessier in her 
piece on the trencher plate (p.9).  In the 
delivery, we reach and engage with multiple 
local schools, their teachers and parents, 
and upwards of 120 children in all each 
year.  We have also rolled this programme 
out at a secondary school slightly further 
afield, Theale Green, working with their own 
students as mentors, and children attending 
their feeder primary schools.

As an interesting ‘by-product’ this year, 
linking up with Eton’s newly appointed 
Director of Outreach and Partnership, we 
had the opportunity in Lent to reflect on 
these programmes from the perspective 
of teachers by co-delivering a Continuing 
Professional Development day looking 
at Shakespeare in the primary school 
classroom.  Over 30 delegates from state 
and independent schools in the area came to 
Eton to participate in two workshops, one led 
by the Shakespeare Birthplace Trust and the 
other by librarian Stephie Coane, archivist 
Eleanor Hoare, Abby Forster, Director of 
Studies at Eton End School, and me.

We shared the structure, content and 
materials from our Shakespeare-themed 
Challenge Day for Year 4, rooted as they 
are in a fundamental belief in encouraging 
children to engage with and be inspired by 
real artworks and artefacts, and giving them 
a genuine experience of research, analysis, 
critical thinking and creative endeavour.

The longevity of the programmes enabled 
us to reflect on not only immediate but 
also longer term learning outcomes, as 
well as successful follow-up activities and 
approaches.

It was a rewarding and well-received day 
which we look forward to repeating.

Charlotte Villiers 
Exhibitions & Outreach Coordinator

Feedback from delegates:

“I came back to school with a  
renewed enthusiasm for the Bard” 

“to have access to such awe-inspiring 
artefacts was a huge privilege, and 
then to have leaders in their field 
explain how you can make them 
accessible for primary school children 
was wonderful to hear”
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Black Bottle and Yellow
To an aspiring art historian, the role of 
Keeper of the College Collections was an 
extremely attractive one. It has enabled 
me to engage with the great number of 
talks and events organised by Ms Villiers, 
the Exhibitions and Outreach Coordinator 
and the Collections team. This year, these 
ranged from a moving speech from 
Lance Corporal Derek Derenalagi, one 
of the renowned photographer Rankin’s 
amputee models, to a succinct and 
meticulous exploration of British pottery 
by Emma Crichton-Miller. 

Emma Crichton-Miller’s talk on two British 
potters, Ewen Henderson and Gordon 
Baldwin, was a fantastic one. The talk 
supported an exhibition in the Verey Gallery 
of a substantial collection of original pieces 
by these two leading ceramic artists. It was 
paramount to the understanding of the 
complex pieces to gain a comprehension 
of the wider development of ceramics in 
Britain.  Emma drew on the importance 
of Wedgwood and Morris and, with such 
an historical knowledge, we were able to 
better our understanding of the methods 
of abstraction used by the artists featured 
in the exhibition.

The highlight of my time with the College 
Collections has undoubtedly been my 
affiliation with the William Scott exhibition. 
It is rare that such a large collection of 
one of Britain’s leading modern artists is 
displayed together, let alone in a school. 
Thus, it was a great pleasure to be able to 
spend time both on St Andrew’s day and 
throughout Michaelmas and Lent in the 
exhibition. The exhibition presents a variety 
of Scott’s pieces, providing a comprehensive 
analysis of the development of the artist’s 
style. For example, when one compares 

his ‘Kippers’, 1948, with the vast ‘Painting’ 

from a decade later, it is clear that Scott’s 

evolution as an artist was a distinct and 

surprising one. 

It was a great pleasure to hear Dr. Lucy Inglis, 

archivist to the William Scott Foundation, 

speak to the Art History Society about the 

artist. Dr. Inglis drew on a variety of artists 

who influenced Scott, including Cézanne 

and Braque. This contextual framework 

of Scott’s paintings allowed us to gain 

an understanding of the artist’s complex 

development, which was firmly rooted in 

the history of art.

A piece that stood out to me most 

vigorously was Scott’s ‘Black Bottle and 

Yellow’, from 1954. This abstract exploration 
of traditionally domestic forms struck me as 
epitomising the artist’s style. It allows us to 
fully understand Patrick Heron’s thoughts 
when he described the artist’s work as 
‘melting Mondrians’. Scott’s inspiration 
for the work is best explained by one of 
his most renowned quotations: “black 
was a colour I was fond of and, at that 
moment, I possessed a very black pan”. It is 
this defiant stubbornness of depiction that 
most attracts me to the work of the artist 
and explains why my involvement with the 
exhibition will be a lasting memory of my 
role with the Collections.

Arthur Parish 
Boy Keeper of Collections

Black Bottle and Yellow, 1954. © Estate of William Scott 2016.
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Creative Destruction: volcanoes  
inspiring art and science
Since opening its doors in 2011 the Verey 
Gallery has staged an exuberantly eclectic 
programme of exhibitions, drawing 
not only on curatorial talent within 
the Collections but also on a panoply 
of internationally regarded artists and 
guest curators who have generously 
shared their work, research and expertise.  
Madeleine Bessborough of Roche Court 
Sculpture Park rolling up her sleeves to 
shove plinths around the gallery set the 
tone for a hands-on and collaborative 
approach across the project team for 
each exhibition, which bring together not 
only colleagues from the Collections but 
from the school and beyond.

Exhibitions have vaulted from the geometry 
of Sean Scully to the contemporary 
landscapes of photographer Simon 
Roberts; from the battlefield of Waterloo 
to Eton’s home front during more recent 
conflicts; from the monumental ceramics 
of Gordon Baldwin and Ewen Henderson to 
the modest domestic still-lifes of William 
Scott.  As the gallery has become more 
established, so we have sought to weave 
an increasingly complex and far-reaching 
programme of events and access initiatives 
around exhibitions, each one consolidating 
and building on the last. And beneath this 
seemingly unpredictable programming sits 
a cornerstone of the Collections exhibition 
thinking   – to share with as wide an audience 
as possible something of the Collections, in 
all their fascinating diversity, creating new 
and startling ways to see and interpret these 
artworks and artefacts held by the College.

The gallery’s forthcoming twelfth exhibition 
has brought together a project team 
comprising Stephie Coane, Bryan Lewis, 
Aimee Sims and myself from the Collections; 

David Anderson, Head of Geography, Ian 
Burke, Head of Art, and Tom Arbuthnott, 
Director of Outreach & Partnership; 
Professor Steve Sparks FRS and Professor 
Kathy Cashman FRS, University of Bristol; 
Sarah Stokes, Corrie Davies and Abby Forster, 
Eton End School; and Emma Stibbon RA. 
This line up might have you bemused, yet 
hopefully intrigued, as to what lies ahead 
for September 2017–an exhibition that 
will explore historical and contemporary 

conversations between art and science, 
between artist and scientist bewitched by the 
lure of volcanoes as immense, mysterious, 
destructive yet nutritive, fascinating.

Themes of beauty, energy, scale, fragility 
and change in the landscape will run 
through the exhibition, art and science 
overlapping as they seek to understand 
how our surroundings are shaped by 
the dynamic forces of volcanic activity. 

Two plates from the Campi Phlegraei
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Also running through the exhibition is 

an emphasis on fieldwork, exploration, 

and drawing – on looking and seeing, 

questioning and recording.

The exhibition will show a series of 
remarkable large-scale drawings and 
prints by Emma Stibbon, documenting 
her investigations into volcanic sites. An 
award-winning artist with an international 
reputation, Stibbon participated in the Arctic 
Circle 2013, an art and science expedition 
to the Arctic Circle, and recently spent a 
residency at Hawaii Volcanoes National 
Park. Her drawings often incorporate found 
materials, such as volcanic ash, with black 
ink on paper. Stibbon will be the fourth Royal 
Academician to exhibit in the Verey Gallery.   

Also on display will be Eton College’s copy of 
William Hamilton’s Campi Phlegraei (1776), 
which has not been exhibited since 2008. 
This lavish book, illustrated with hand-
coloured etchings after gouache drawings by 
Peter Fabris, captures Hamilton’s obsessive 
fascination with Vesuvius and Etna. 

The project team benefits from the expertise 
in 18th-century literature of scientific travel 
and exploration of librarian Dr Stephie Coane.

In a multi-disciplinary display, artworks 
are set alongside research by renowned 
volcanologists Professors Stephen Sparks 
and Katherine Cashman. This research 
includes spectacular film footage, giving 
a sense of the impact of volcanoes, in 
particular on human communities. Stunning 
samples of volcanic rocks and minerals, 
some immense, some viewed through 
magnifying lenses, to be loaned from the 
Natural History Museum (London), suggest 
the beauty of the natural world and the 
value of resources drawn from volcanoes, 
and help to explain volcanic processes. 

The opening Private View for ‘Creative 
Destruction’ in September will of course not 
be the end of the project but in some ways 
just the beginning. By linking up and working 
not only with Bristol University, but also Eton 
College’s geography and art departments, 
and Eton End School, a local primary school, 
we have been able to integrate planning 

for educational materials and activity at 
both primary and secondary level from the 
outset of the exhibition. The display is timely, 
supporting as it does the increased emphasis 
on observational drawing in the Fine Art 
A-Level syllabus, and the recurrence of 
volcanoes and volcanology on both primary 
and secondary syllabi. The exhibition will 
be an exciting platform for exploring the 
field book, concepts of probability and the 
physics of eruptions. Establishing links with 
the University of Bristol and university-led 
research projects opens up possibilities 
for undergraduate- and graduate-level 
discussion. The exhibition will also be 
the focus for professional development 
training days for teachers. We are planning 
programmes for families, linking up  
with the Windsor Fringe Festival and the 
Windsor Festival, and of course thinking 
about the Friends of the Eton College 
Collections, and making sure they will have 
an opportunity to enjoy what I think will be 

a remarkable exhibition.  

Charlotte Villiers 

Exhibitions & Outreach Coordinator

Emma Stibbon RA. Ropy Pahoehoe 184 x 126cm, ink and volcanic ash on paper.  Photographed by Stuart Bunce.
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A search for learning

The reputation of the poet Mary Coleridge 

is growing by the year. Described by 

some as England’s Emily Dickinson, 

Coleridge, the great-great-niece of 

the poet Samuel Taylor Coleridge and 

great-niece of the Lord Chief Justice John 

Duke Coleridge, was born into an upper-

middle-class London family in 1861 and 

died prematurely in 1907. Her extensive 

archive is in College Library, including 

drafts of her poems and manuscripts of 

some of her stories and essays. 

Looking through these and her voluminous 

correspondence, one begins to understand 

the struggles young women made in the 

last three decades of the 19th century to 

achieve an education comparable to that 

given to their fathers and brothers. Not for 

them the classical education in a public 

school, followed by three years at Oxford or 

Cambridge. Young ladies remained at home 

with a series of indifferent governesses and 

tutors who introduced them to an alternative, 

less demanding curriculum of drawing, 

modern languages and accomplishments 

which would eventually prepare them for 

marriage and maternity. Mary Coleridge 

was no radical, but, highly intelligent as she 

was, she yearned for a greater intellectual 

challenge, and soon realised she would have 

to find it herself. Her archive reveals that she 

did this in three different ways. 

First, she needed to find a classical tutor who 

might teach her and some of her friends 

Latin and Greek, not merely the language, 

but also the literature and the refinements 

of Hellenistic and Roman culture. Luckily 

she found the perfect person in William 

Johnson Cory, whom she had first met 

with her parents when she was a child and 

who was acknowledged to be the greatest 

living Greek versifier, as well as the most 

stimulating and cultivated teacher. Cory had 

spent the early part of his teaching career 

at Eton, where his progressive methods and 

close sympathy with his pupils had made 

him unpopular with his more conventional 

colleagues, who took the opportunity to 

bring about his resignation. 

After his marriage, Cory began to take private 

pupils, first in Madeira and then in London. 

In 1886 Mary Coleridge and some friends, 

including Margaret Cornish (daughter of 

Eton’s Vice-Provost) and Edith Sichel (the 

future historian), attended weekly lessons 

at Cory’s Hampstead home. Several of 

Coleridge’s Greek textbooks, including 

her copies of Sophocles’ Antigone and 

Philoctetes and Plato’s Phaedo survive, which 

show not only her textual erudition but also 

a record of Cory’s table-talk. The old man 

was very fond of his ‘Grecian Ladies’ and for 

six years shared with them the fruits of a 

lifetime’s cultured reading, interspersed with 

lively anecdotes of some of the Victorian 

celebrities he had known. 

But this alone didn’t satisfy Coleridge. Feeling 

the need to share her scholarly and artistic 

Frederick Hollyer, photograph of (from left to right) Mary Coleridge, Edith Sichel, Gertrude Sichel, Florence Coleridge, Ella Coltman, Paula Schuster,
Annie Thackeray, c. 1890.
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interests with many of her female friends, 
she founded a number of discussion groups, 
which met regularly to pass afternoons and 
evenings arguing about literature, philosophy, 
history and art. One of these was called the 
Quintette (consisting of Mary, Ella Coltman, 
Violet Hodgkin and Margaret Duckworth 
with her sister Helen) and another the 
Settee. Sometimes one of the participants 
would read a paper, following the example 
of their male equivalents at Cambridge, the 
Apostles. Among those Coleridge delivered 
were papers on ‘Queen Elizabeth’, ‘Heine 
as a Dramatist’ and ‘Thoughts on Tombs’.

The remarkable unpublished photograph 
(left) by Frederick Hollyer depicts one such 
discussion group. It shows seven young 
women in a line, led by Mary. Among them 
are Edith Sichel,  Ella Coltman (for many 
years the lover of Henry Newbolt) and 
Mary’s sister Florence Coleridge, who was 
painted by Millais as a young girl. Mary, the 
tallest of the group, is the only one looking 
at the camera. Other discussion groups had 
different personnel, and it seems that Mary 
brought well over 20 young women into 
her ambit. Their discussions rivalled those 
that had just begun to take place in the 
recently-founded women’s colleges in the 
major British universities.  

Mary still wasn’t satisfied. She believed the 
best way to learn was to teach, so from 
1895 she began to lecture at the Working 
Women’s College in Finsbury Square. For 
the remaining twelve years of her life she 
taught English Literature to working-class 
girls and women every Tuesday evening. 
Her students had spent the day working in 
shops and offices, in laundries and factories; 
some brought sleeping children with them, 
while others were escaping bullying lovers 
or husbands for a few hours. All were tired 
when they arrived, but shy, retiring Mary, 
who once had been too abashed to utter 
a word when Robert Browning paid visits 
to her father, now inspired them, making 
them forget the day’s drudgery in the world 
of the imagination. Through her teaching 
she gave her pupils confidence and self-

respect, encouraging them to read and better 

themselves in the week ahead.  

She taught Shakespeare, Milton, Wordsworth 

and Tennyson, but what of her own poetry?  

While most of her friends and students 

would have read one or two of her novels, 

very few ever knew that Mary Coleridge 

wrote poems. The one small book she 

published was limited to just over 100 

copies, under the pseudonym of Anodos 

(meaning ‘progressing upward’ in Greek). 

Coleridge’s poetry was an intensely private 

affair; those poets such as Robert Bridges 

and Henry Newbolt to whom she timidly 

showed poems in manuscript appreciated 
their strange beauty and originality.  After 
Mary’s death, Newbolt, with the help of 
her father, published a book of all those 
he could find. This went through several 
editions, but it has taken over a hundred 
years, the emancipation of women, equal 
opportunities and the introduction of gender 
studies, for Coleridge’s poetry to come into 
its own and be appreciated at its true worth. 
One hopes she would have been pleased.

Michael Meredith
Curator,  

College Library Modern Collections

Mary Coleridge, c. 1888.
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The Last Surviving King of Elmet,  
or Wildness Regained

Norman Ackroyd’s name has become for 

a broad public one synonymous with the 

British and Irish Isles and a particular form 

of artistic practice.  At etching he is the 

acclaimed modern master, a virtuoso, 

working at the outer limits, somewhere 

beyond the Ultima Thule of what might 

be done with light, air, water, acid, copper, 

ink and paper.  Latterly, too, we have 

become increasingly aware that he is 

also a master of watercolour. 

There can be no better context in which 

to contemplate how far and wide he has 

travelled the sea-road of his vision than a 

retrospective show of this kind.  It is exciting 

and a privilege to have the chance to say 

a few words about it all here, about the 

extraordinary phenomenon that is Ackroyd – 

that ‘force of Nature’, as his friend the great 

Scottish poet Douglas Dunn has called him.

A butcher’s son, with an artistic mother, from 

very humble origins in South Leeds, and so a 

Yorkshireman, he is among those rare beings, 

like D.H.Lawrence, who lift our hearts by 

showing just how, given half a chance and 

an inspired work ethic, genius will out.  What 

we call genius is nothing of the sort without 

obsession, focus, and hard work.

That Norman Ackroyd is obsessed and 

driven, though in a most genial way, is 

obvious.  And his focus, that all-important 

element, is as the expression goes ‘out 

of this world’.  He sees straight into and 

seizes things instantaneously as from mid-

air, transmuting onto paper and into art 

what’s always fleeting before eye and mind: 

the sea, sea-light, the sky in all its weathers, 

forms in nature and place, things waiting to 

be found and made new, if you are a seer, if 

you are an artist.

It has often been said, and was said of him 

early on when he was a student at the Royal 

The Rumblings of Muckle Fluggla, 2013, Etching, 49.5 x 78 cm
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College of Art, that he is a visual poet.  It is the 
recent and contemporary poets that spring 
to mind for me whenever I come to dwell 
on the nature of his achievement.  I think at 
once of the Irishman Richard Murphy whose 
first collection Sailing to an Island (1963) 
seemed to set the tone for a new generation 
of ‘islomaniacs’ – myself among them.  (The 
poet Hugh MacDiarmid, a great island-dweller 
and wilderness-haunter, preferred the term 
‘nesomania’, from the Greek.)

I think too, of course, of Douglas Dunn, 
author of St Kilda’s Parliament (1981), 
with whom Ackroyd has collaborated so 
profoundly in A Line in the Water (2009), 
to make one of the most beautiful books I 
own.  I think of Seamus Heaney.  Nor should 
I neglect the archipelagic prose writers.  Tim 
Robinson and Robert Macfarlane are also 
acutely of the story.  As is my own magazine 
Archipelago to which Ackroyd is a major, 
regular contributor.

All this amounts to saying the obvious:  that 
we associate Norman Ackroyd with the 
wilder edges of the archipelago, the far coasts 
and islands.  But like the swallow, the cuckoo 
and the corncrake, the shearwater and petrel, 
he is a migrant bird in these places, a bird of 
passage, rather than a resident.  He travels 
out from his work-place in the urban heart of 
the metropolis.  He doesn’t inhabit a studio 
so much as a workshop, a place somehow 
redolent of the Industrial Revolution, and its 
Northern history, with its heavy machinery, 
its wheels and levers, its metals and acids, 
its sense about it of a vital past still put to 
use, integrated into the present.

It is illuminating to bear this matter in mind.  
Not only does it speak to Ackroyd’s urban, 
working-class origins, the environment in 
which he feels most ‘at home’, it should also 
prompt us to recognise that for him ‘Britain’ 
itself is not only where he lives and belongs, 
it is also an island.  It is not a mainland.  He 
is of an island people.  He takes his stand 
upon it, like stout Cortez above the Pacific 
in Keats’ poem.  In this respect, and now 
with the death of the late Poet Laureate 

Ted Hughes, with whose vision Ackroyd’s 
own has much in common, I call him the 
last surviving King of Elmet.

It is from that vital vantage point high up in 
Yorkshire that he likes to describe the arc of 
the archipelago, from Muckle Flugga (where 
long ago and literally, he saw the light, in 
a far-flung Damscene moment), round to 
Durswey Head off Southwest Ireland, to 
Bishops Rock and on, via Brancaster Roads 
and the Farnes, back again to Orkney.  Not 
the monarch but the maker of all he surveys 
and has given to use, in our need to know 
and acknowledge where we belong and what 
we come from.

A trouble with the visual arts is that you 
cannot talk about them in their own 
language.  They move on silence and give 
pause to speech.  The achievement of any 
artist is within the integrity of the individual 
work, in its innovation, its absolute moment, 
brought and held together in the process of 
its making, in the dynamic of its emergence 
or ‘continual arrival’, to borrow an idea 
from another important archipelagic poet, 
W.S.Graham.

To generalise across the work of a lifetime 
is to risk doing that work no good service.  
But there is a general question there, in 
the case of Norman Ackroyd’s oeuvre, that 
insists by its very nature that we broach it.  
Usually I’m inclined to distrust the idea of 
an extended artistic ‘project’.  It often refers 
to something more voulu than organically 
compelled and what metal it began with 
soon beats so thin you can see right through 
to the idea behind it.

A huge artistic project is however what 
Ackroyd has bequeathed us.  It is tempting to 
regard it as record.  But works of art, poems 
and paintings, are not made ‘for the record’ 
with the exception of some civic and public 
genres.  At any rate, they are not documents.  
Documentary might be a work of art but 
documents are the stuff of evidence merely, 
the materials of the historian, not concerned 
with aesthetic value.

But suppose for the sake of it we refer to 
Ackroyd’s achievement, as something on a 
huge scale, that is ‘for the record’?  What is 
it recording? What has it recorded, except 
the artistic vision of a man with a passion 
for islands, coasts, the high seas, places 
apparently without people in them?

I see it somewhat differently.  I see the 
whole in other terms, rather more as a large 
orchestral piece of sea-music – and I see 
its importance as a ‘collection’ as that rare 
thing, the major expression of a zeitgeist, 
of the spirit of an age in which the majority 
of people ‘belong’ nowhere, having been 
uprooted by history.  Today, what happened 
to so many in the wake of the Industrial 
Revolution, Enclosure and Clearance, is now 
propelled into new dimensions by the next 
such development, the Digital Revolution, a 
revolution that also tends to demote the vital 
materiality of work such as Ackroyd makes.

Now many people sense their loss, yet it is in 
the majority of cases the loss of something 
that personally they never had.  Nor is it about 
Eden, or Paradise Lost, still less Regained.  It 
is more what I think both Norman Ackroyd 
and Ted Hughes tell us all about.  It is about 
Wildness Lost, and Wildness Regained, by the 
highest means of art.

Andrew McNeillie

Andrew McNeillie is the author of  
An Aran Keening (2001) and the 
founding editor and publisher 
of Archipelago in the pages of 
which work by Norman Ackroyd is 
regularly reproduced.

The exhibition Norman Ackroyd
The Western Shore from Shetland to 
Co. Cork is on display in the Verey 
Gallery and runs from 27 April to 
10 September 2017.

This essay originally appeared in 
the exhibition catalogue.
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Eton Silver and English Revolutions

In 1631 Eton College was bequeathed 

by Lady Margaret Savile a pair of silver-

gilt, round bellied, lidded drinking 

vessels made in London and dated 1598-

9 (maker’s mark RS in a plain shield).  

These flagons are part of a series of 

altar plate bought or bequeathed for 

use on the altars of Eton College Chapel. 

Taken alongside Eton’s audit books and 

records, these objects can be used to plot 

the history of the emerging Church of 

England over a violent century of religious 

strife and civil war and show how one 

institution reacted to the external forces 

of liturgical revolution. 

Eton already had two communion cups in 

1631. The first is an Elizabethan communion 

cup, silver-gilt, London, 1569, maker 

IP. The audit book of 1569 records the 
transaction with a Mr Gabriell Neweman, 
‘for the making wherof he received from 
the college two challices with their patens 
and ye cover of a nutt’.  This was for the 
making of, ‘ye gret communion cup … and 
burneshinge of ye same cupp’. This bland 
entry represents the end of an old order. 
Henry VIII’s Reformation took its time to 
reach Eton. As ever Henry’s motive was 
money, not doctrine, when in 1545-6 Eton’s 
silver was inventoried and confiscated by 
the Church Commissioners, leaving just 
enough to furnish the altar for the Roman 
Catholic mass. Barely four years later, 
his son Edward VI forced the college to 
exchange this ‘Catholic’ silver for plate 
for the ‘Butterie’, thus leaving Eton with 
only one medieval chalice. Edward VI’s 
enforcement of the Protestant religion also 
resulted in the removal of Eton’s high altar 
and the images upon it.

Edward’s early death in 1553 saw the 
accession of Mary I and the restoration 
of Catholicism to Eton.  Only two months 
later, the audit books show payments 
for the restoration of the high altar and 
Chrysmatories, bells and chalices were 
bought for the return of the catholic mass. 
It was to be a brief respite. Mary died in 
turn and under Elizabeth, England became 
irrevocably a Protestant nation. 

In 1559, the Eton high altar was pulled down 
yet again, but it was not until 1569, after 
the interventions of Archbishop Parker and 
Elizabeth I, that the fellows of Eton finally 
succumbed. The Elizabethan communion 
cup at Eton is therefore a symbol of this 
process of rolling change and an example 
of the Elizabethan policy to convert all 
chalices into ‘decent communion cups’. 

It was made from the surviving medieval 
chalice, together with a Marian chalice and 
the lid of a coconut cup. In the same year 
the rood screen was pulled down; Eton had 
finally adjusted to the Elizabethan form of 
the emerging Church of England liturgy. 

Eton’s second communion cup, silver gilt, 
(London, 1624-5, maker FT conjoined for 
Fred Terry) was the gift of Vice Provost 
Thomas Weaver in 1624. Weaver’s cup was 
intended to mirror the first. Weaver also 
‘sett up a communion table.’ Something 
was afoot with the fellows paying for the 
‘guilding of a cross upon the new works’ 
and ‘new paynting on the payle about the 
communion table’. That this table was railed 
off from the congregation indicates that 
it was probably a new high altar and that 
College Chapel was being refitted in the 
High Anglican tradition of Archbishop Laud.   

It was into this context that Eton’s pair of 
livery pots were gifted by Lady Margaret 
Savile. She was the wife of Sir Henry Savile, 
Warden of Merton College Oxford, courtier, 
mathematician, Queen Elizabeth’s Greek 
tutor, bibliophile and translator of the King 
James Bible. The detailed will of his wealthy 
widow states: ‘to the church of Eton College 
my 2 guilt livery potts to the intent that 
they may be employed always for the 
holding of wine for the Holy sacrament 
only and not to any other purpose’. 

Thus Eton acquired a pair of livery pots 
that fulfilled the requirement of the 
Church canons of 1604 that wine should 
be brought to the altar in a ‘clean and sweet 
smelling pot of pewter or other pure metal’. 
In the emerging Protestant liturgy, the 
whole congregation received communion 
(as opposed to the Roman Catholic mass 

Savile Flagon.



where only the priest took the wine), thus 

the need for much larger quantities and 

hence the requirement for extra pots. 

However, it is important to remember 

that these pots began life as secular items. 

The date stamp of 1598 is two years into 

Sir Henry’s provostship of Eton, where 

he and his wife entertained important 

intellectuals and members of the court. 

Elizabeth I visited Eton at least four times 

while James I knighted the provost in 1604 

in the aftermath of a banquet given in his 
honour. As high-status items these flagons 
would have graced the Eton high table and 
the provost’s private dining room. Lady 
Savile therefore gave Eton objects for use 
on its altar that already shared family 
associations and memories with the college. 

Sir Henry did not support the Calvinist 
cause and he appointed fellows of the 
High Anglican theological position. It is 
not surprising that the next communion 
cup in the series is a medievalist example 
of the High Anglican campaign to beautify 
worship. An unusual Charles I chalice 
(London, 1637, maker BF above a fleur de 
lis) stands on a ‘gothic’ style foot and has 
a plain bowl engraved with the figure of 
the good shepherd. 

In the religious turmoil leading up to the 
civil war this High Anglicanism couldn’t 
last. Unsurprisingly the final communion 
cup (London, 1653-4, maker RS with a 
mullet above and below) is in complete 
contrast to the good shepherd chalice. It 
is a deep, plain, beaker-shaped cup with a 
short stem and narrow knop. This cup was 
purchased in 1653, when Eton was in debt 
and using a legacy, recorded in a donation 
inscription, made by one John Barker 30 
years previously. It marks a year when 
Eton’s Provost, the Puritan Francis Rous, 
was appointed to high office as the Speaker 
in the Barebones Parliament and Oliver 
Cromwell was declared Lord Protector.

Taken in series these vessels illuminate 
almost every theological change in 
the emerging Church of England, from 
Catholicism to Protestantism to High 
Anglicanism to Puritanism. The fact that 
they are still held on the same site and 
are still occasionally in use for the purpose 
for which they were originally given is a 
remarkable story of survival in a violent 
century of civil war and religious turmoil.

Shauna Gailey

Keeper of Silver
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Thomas Weaver’s communion cup.



The Founder’s Statue, School Yard
The most prominent and visible work of 
art at Eton is also one of the oldest and 
most enduring symbols of the college. 
Francis Bird’s sculpture of the founder, 
King Henry VI, showing the king with 
an orb in his left hand and sceptre in 
his right, was installed in 1719, set 
on a marble pedestal behind bespoke 
railings, in the centre of School Yard. 2017 
marks the 400th anniversary of Bird’s 
commencement of the statue, which 
was commissioned by Provost Henry 
Godolphin, using his own funds, at a cost 
of just over £443. 

This larger-than-life-size work is one of 
the earliest large-scale bronze sculptures 
in the country. Numerous indentations in 
the surface of the bronze, caused by casting 
faults and joints between different sections 
of the sculpture (it was not then feasible to 
cast a work of this size as a single piece), are 
all evidence that this was a medium yet to 
be fully mastered.

Since its arrival at Eton, the statue has 
enjoyed a mixed reception. Most notably, 
Horace Walpole described it as ‘a wretched 
performance indeed!’. Whether you agree 
with Walpole or not, Bird’s sculpture has 
earned its place as a poignant symbol of the 
college it watches over. Over the past 400 
years the work has witnessed the comings 
and goings of countless generations of 
boys and virtually every dignitary to visit 
the college. In 1837 it was damaged when 
a young man, who had left the school a 
few years earlier, borrowed a rope from 
some Collegers and used it to break off 
the staff of the sculpture, snapping it just 
above halfway up. (The staff was later 
returned and reattached.) However, in 
1940 it survived the considerable blast of a 

German bomb, which fell on Upper School. 
In the foreground of photographs recording 
the resulting destruction, Henry VI stands 
defiant, apparently unscathed. 

Now the significance and resilience of Bird’s 
statue have been recognised and, as part of 
the recent project to resurface School Yard, 
the statue of the founder has been expertly 
restored, as explained by our conservator, 

Aimee Sims, on page 25. Consequently, the 
appearance of the work is much closer to the 
artist’s original intention and its fabric has 
been safeguarded, allowing Bird’s statue to 
remain a central and instantly recognisable 
symbol of the college and its history for 
another 400 years and beyond. 

Philippa Martin
Keeper of FDA
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Bomb damage, Upper School, 1940, PA-DBB.38_18-2014.



Statue after treatment.
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Conserving the Founder’s Statue
Documents in the College Archives 
from between 1956 and 1979 record 
discussions between the college and 
external consultants pertaining to the 
condition of the statue and options for 
its treatment. At that time, the statue was 
mostly green in colour with black streaking 
due to the natural oxidation of the bronze, 
and there were serious concerns over its 
structural stability as splits in the cast 
were present. The statue was then sand-
blasted to remove the green oxidation, 
larger flaws were filled with epoxy resin 
and the bronze was re-coloured a deep 
brown. In subsequent years the surface 
was painted over using black paint, 
presumably to disguise the failings of the 
foregoing restoration treatment. Looking 
back upon the records it is evident that 
those restoration works fall well short of 
the approach to conservation that would 
be considered best practice today, and by 
2012 it was noticeable that the surface 
of the statue was deteriorating rapidly.
 
Consequently, initial investigations were 
made into the history of the material, 
which revealed that large British castings 
of the early 18th century were frequently 
of poor standard owing to the technical 
difficulty of pouring such a large amount of 
bronze in one go. The foundries used were 
not well-practised in casting sculptures, as 
their primary business was in producing 
armaments. This inexperience translated 
into casting flaws and deterioration of the 
surface of the bronze. 

In May 2016 Rupert Harris Conservation Ltd 
were commissioned to carry out test cleaning, 
using solvent paint strippers and high pressure 
steam, to establish the colour and condition 
of the underlying bronze. The test results 

confirmed the previous treatments but also 
suggested that the statue was structurally 
sound despite its many flaws. One discovery 
was the poor application of epoxy during 
the previous treatment, which presented a 
substantial ethical dilemma as to whether 
the past treatments should be removed or 
whether the paint coating should be replaced 
and the sculpture allowed remain in its 
present condition. 

It was decided that the college had a 
responsibility to undo as much as possible 
of the inappropriate restoration work and 
return the statue to a good, maintainable 
condition. Surface paint and lacquer 
coatings were removed and epoxy bronze 
fillers were dissolved using solvents and 
heat. Once the bare surface of the bronze 
was exposed it was fascinating to see how 
much sculptural detail emerged that had 
been hidden over the years by inappropriate 
surface coatings.

The next step in the conservation process 
was to chemically treat the surface of the 
metal to return it to its original dark brown 
colour using a process known as chemical 
patination, in which chemicals such as 
potash and ferric compounds were applied 
to the heated bronze. Once the surface was 
the desired colour, tinted hard wax was 
applied to fill the major holes and casting 
flaws. Finally, a soft wax coating was used 
to protect the metal surface from dust, dirt 
and the elements. The new surface finish 
has recovered its original aesthetic and we 
now have a care plan in place to prevent 
further deterioration.  

We are most grateful to Rupert Harris 
Conservation Ltd and PAYE Conservation 
Architects for their hard work and expertise, 

as this was a truly collaborative project.  

After the months of work to resurface 

School Yard, it is only appropriate that the 

Founder’s statue at its centre is now in 

equally beautiful condition. 

Aimee Sims

Conservation Steward

Black paint being removed.

Original bronze surface.

Left side untreated bronze surface, right side 
new chemical patination.
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Gestures of friendship: post-war 
Britain and Malcolm Arnold’s music

The landscape of Britain’s post-war 
years (of evening smogs and extended 
rationing, of modernist concrete and Cold 
War paranoia) was, in the hands of the 
composer Malcolm Arnold (1921-2006), 
also a place of warmth, friendship, and 
sometimes of outright silliness.  Arnold’s 
music expressed the bleakness of the 
fifties and sixties.  He wrote of race riots 
in his 4th Symphony, of workers’ rights 
in the Peterloo Overture, and the loss of 
common land and fairgrounds to suburban 
development in The Fair Field.  But at the 
same time Arnold was part of the optimism 
of the New Elizabethan Age. He thought 

of music as communication: ‘a gesture 
of friendship, the strongest there is’.  The 
forthcoming exhibition of manuscripts of 
Arnold’s music in the Tower Gallery will 
show off some of the exuberance in his 
music and in his commitment to all forms 
of music-making as a means of human 
contact. 

Arnold took up the trumpet as a child, 
partly inspired by a stunned audience with 
Louis Armstrong in a Bournemouth hotel 
at the age of 12. As a composer, he was 
passionately committed to music for the 
young. He was involved in the foundation 

of the National Youth Orchestra in 1948, 
leading brass sectional rehearsals, and 
acting as a housemaster on the first NYO 
course in Bath, more interested in pillow 
fights than being in loco parentis. He wrote 
a suite To Youth for the NYO’s first concert, 
incorporating symphonic grandiloquence, 
sunny pastoral, and a rip-roaring march 
calculated to fire up young players. Arnold’s 
encouragement of the young is also manifest 
on a more intimate scale, in his composition 
of a duet for his daughter at the age of five to 
play on the violin with her teacher. Katherine 

walking and running introduces the young 
player to the joyous experience of ensemble 

Arnold directing the St Trinian’s school choir on set



eto
n

 c
o

lleg
e c

o
llec

tio
n

s
Features

27  

playing, whilst drawing a delightful picture 

of a child running helter-skelter through 

her scales. The Children’s Suite for piano, 

recently performed with great aplomb at a 

recital by boys from Eton’s Music Schools, 

is a kaleidoscope of fun. It spins through 

fragments of folk songs, fanfares, and bluesy 

tunes, disguising more serious exercises in 

individual particular musical techniques like 

trilling or playing parallel thirds.

Enthusiasm for music-making outside the 

concert hall also shaped Arnold’s activities as 

a composer, particularly during his years living 

in St Merryn in Cornwall.  Arnold felt a strong 

attraction to the Cornish people, whom he 

described as fiercely independent, full of 

humour, and steeped in musical traditions. 

For him, Cornwall was ‘a land of male voice 

choirs, brass bands, Methodism, May Days, 

and Moody and Sankey hymns’. Whilst there 

he composed Four Cornish Dances, which 

contains both insouciant jollity and plangent 

wistfulness.  A highlight of his musical life in 

Cornwall was a stupendous concert in Truro 

Cathedral to honour the Cornish composer 

Thomas Merritt, which drew in two amateur 

symphony orchestras, two brass bands, and 

over two hundred singers from eleven local 
choirs. Such was Arnold’s enthusiasm for the 
project that he was able to persuade the BBC 
to broadcast a portion of the event! Arnold’s 
time in Cornwall also saw him compose one 
of his most enduring pieces for brass band, 
The Padstow Lifeboat, a march celebrating 
the lifeboat’s crew which also immortalises 
the D natural of the Trevose Head foghorn.  

Arnold’s music also found its way into 
the home through recordings. His popular 
breakthrough in Britain came with Decca’s 
recording of his English Dances, played by 
London Philharmonic Orchestra under Sir 
Adrian Boult in 1951. Five years later the 
Dances gained a new audience when a young 
Kenneth MacMillan choreographed them as 
Solitaire, performed at Sadler’s Wells. Arnold 
excelled at ballet scores, amongst his most 
triumphant being Homage to the Queen, 
choreographed by Frederick Ashton, danced 
by a cast led by Margot Fonteyn and Michael 
Somes, and performed at Covent Garden on 
the night of Elizabeth II’s coronation. One of 
the company recalled of Arnold at rehearsals: 
‘He was a heavy, lovely, jovial man and would 
stand by the piano to watch us, twinkling 
and laughing.  If Fred [Ashton] didn’t like 
a particular passage, he’d happily write 
something else’. Arnold’s last complete ballet 
was also for Covent Garden, a lurid version 
of the Greek tragedy Elektra. The dancing 
was sexually frank, and the music manic. 
It whipped the audience into a delighted 
frenzy, although the critics were less keen: 
‘a mélange of woodwinds and strings with 
great dollops of brass and percussion poured 
liberally over the top like ketchup’.  

Music was, for Arnold, something that 
ordinary people did, every day, in their own 
style. It was village choirs, skittish toddlers 
and colliery bands, as well as ballerinas 
and maestros. We hope the forthcoming 
Tower Gallery opening in June will reflect 
his commitment to music as human 
communication.

Lucy Gwynn
Deputy College Librarian

Katherine, Walking and Running (1953)
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“Fifteen Old Etonians dining together 
somewhere in France drink Floreat Etona”

When war broke out in 1914, Old Etonians 
rushed to sign up. Many went straight from 
school, so within a few weeks, they would 
go from matches on the Field to battles in 
the fields of France. Over 5000 old boys 
would serve, and the trenches became a 
place to meet old friends and reminisce 
about home and their beloved Eton.

The Chronicle of 10 June 1915 published a 
number of telegrams that had been sent to 
the Provost and Head Master from those 
fighting or preparing to fight, wishing the 
school a happy Fourth of June. An account 
was given of two Fourth of June celebrations 
held in France that year. Fifty-seven Old 
Etonians in the 4th Guards’ Brigade met in 

Noeux-les-Mines to hold a dinner in honour 
of the occasion, with toasts to the King and 
to Eton. The evening ended with the school 
song. The General Officer Commanding 8th 
division also met for a dinner, and received 
the following telegram from those in the 
trenches who were not able to attend:
“Old Etonians R.B. [Rifle Brigade] are 
drinking Etonian health, coupled with yours 
and all Old Etonians. We are sending up 
anti-German fireworks to celebrate the 
occasion.”

Surviving menus such as this from a meal 
held by the Fourth Army in Amiens, 1916, 
show that despite the troubled times, 
they were still able to find sufficient food 
and wine for a decent feast. Maurice “Pat” 
Armstrong (JME, JHMH, 1907) described it 
in a letter home: “We had a great dinner last 
night in Amiens to celebrate the 4th of June. 
We sat down 168 strong. We had the most 
enormous room & huge great tables. They 
gave us a real good dinner & lots of bubbly. 
People got quite merry towards the end.”1

By 1917, the telegrams were more sombre:

“Army Commander and hundred and 
thirty-five Old Etonians of Fourth 
Army celebrating Fourth June in city 
of Peronne, the sorrow of whose ruins 
can never efface the happy memories 
of our ancient and historic Eton, send 
you greetings. Rawlinson”

That year, a Fourth dinner held in St Omer 
was attended by 206 Old Etonians, the 
largest gathering for the Fourth during 
the war, and much care and attention was 
spent on it. The hall was decorated with 
ribbons of Eton blue, typed prompts in Latin 
were handed out for the songs, and rousing 
choruses of the Eton Boating Song and the 

Menu for the Fourth of June dinner at Amiens, 1916, signed by some of those present.  
Arthur Kinnaird and George Boscawen would not survive the war.
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Vale were sung. The Earl of Cavan, Chair for the evening, called 
Absence, yellow tickets were given out to two officers who had 
failed in their attempts to construe, and Buxton KS was sent up 
for good for his telegram to the Head Master. The Earl wrote in 
his letter to the Head Master:

“Such evenings tend to forgetfulness of sorrows and 
remembrances of joys, and as such are much to be encouraged
in these long days of war.”

Eleanor Hoare
College Archivist

1 Quoted on the website http://longwaytotipperary.ul.ie/ The University of Limerick’s 

Online WW1 Exhibition.

A poem published in the Chronicle on 14 June reflected the 
mood:

FRANCE, JUNE 4TH, 1917.

“Why are they ringing the bells to-night?

Of course, I forgot, it’s the Fourth of June;

But, Major, there’s something that isn’t right,

They are making a mess of the time and tune.”

“No bells are ringing, O brother o’ mine,

It is only a gong in the firing line.”

“There are the rockets, green and blue,

And the long-drawn ‘Oh!’ of the cheering throng-

Bow, keep your oar in the water, do!—

Someone is singing the ‘Boating Song.’”

“They are only the Verey lights, and the breath

In the breeze is not of the hay but of death.”

“I wonder if ever my turn will come

To row in the boats in blue and white;

My colours are only the white and red

Of St. George—I have got them on to-night.”

“You can leave the red and white below,

You have got your oar in The Victory now.”

“Why is the Castle ablaze to-night,

Burning with more than the glow in the west?

The river between is just ever so bright;

Surely they welcome an honoured guest!”

“Laddie, those walls are the City of God,

Where the angel hosts keep watch and ward.”

“Isn’t it dark for the Fourth of June?

There’s a cold little wind and it’s chilly to wait.

Mother, we’d better be going soon;

I’ll take you home and I won’t be late.”

“O brother the gates are open wide,

Where ‘Absence’ is called on the Other Side;

Christ take thee home on the ebb of the tide.”

Menu for Fourth of June dinner held at the G.H.Q. in 
Italy, 1918. The Latin is a quote from Horace: “This 
corner of the earth smiles for me more than any  
other”. The portrait is the new Provost, M.R. James
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Menu for the Fourth of June dinner in Baghdad, 
1917. The day was commemorated in every 
theatre of the War.

Words for the school songs to be sung at 
the Fourth of June dinner in Italy, 1918
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Review
What a pleasure it is to walk across School Yard! Not just because 

the surface is now so smooth and splendid but also to admire 

the Founder in his new-found elegance.

 

On 9th March, Eleanor Hoare gave us a fascinating talk on “Sport 

at Eton”. As a determined Slack Bob I was not immediately drawn 

to the subject, but the talk was a delight from start to finish. It 

seems that sport of any kind was frowned upon in the very early 

years but by 1500 both football and tennis were on the agenda. 

Cricket is mentioned from about 1700 but, until 1840, boys were 

flogged if they were found on the river! I don’t remember what we 

were told of the origins of the Beagles – but I can confirm, after 

attending their most enjoyable Hunt Ball at the end of March, that 

they prosper to this day! 

Please note that our Summer event, on 27 June 2017, will be 

centred on South Meadow Lane. On offer will be Butterflies in 

the Natural History Museum, the rare wonders of Lower Chapel 

and recently repatriated treasures in the Museum of Antiquities. A 

veritable feast; do join us if you can – from 6pm in the Jafar Gallery.

May I take this opportunity to draw your attention to the following?

Our excellent website:

www.etoncollege.com/Friends_ofthe_Collections

…and also to the blog:

www.etoncollegecollections.wordpress.com

…and finally to Twitter: @EtonCollections

It will soon make sense for me to relinquish some of my day-to-day 

Friends responsibilities but I hope to redouble my efforts to recruit 

new members.  Do please help by passing on the news that a great 

welcome is assured to anyone who might enjoy the wonders of 

the College Collections. An email to friends@etoncollege.org.uk 

will lift the veil!

Ian Cadell 

Membership Secretary

Friends of the College Collections

Eton Collections on tour

• The House of European History based at the European 
Parliament in Brussels has borrowed a Mayes House Colours 
Cap from the Museum of Eton Life for a long-term exhibition, 
which opens in May 2017.

• College Library has collaborated with the Stevenage Museum 
to put on an exhibition about Edward Gordon Craig, which 
runs until June 2017.

• Later this month, several items from the Eton College Collections 
will be travelling to an exhibition titled: ‘Battles and Dynasties’ 
at the Lincoln Collections Museum.



For further information on any of the articles in this Journal, 

or to book tickets for events, please contact

Charlotte Villiers (Editor), Exhibitions and Outreach Coordinator.

Telephone: 01753 370603

Email: c.villiers@etoncollege.org.uk

Website: www.etoncollege.com/Friends_ofthe_Collections

Blog: www.etoncollegecollections.wordpress.com

Twitter: @EtonCollections

Please make cheques payable to Eton College.

Registered charity number 1139086

A Gesture of Friendship – 
The Musical Manuscripts of Macolm Arnold (1921-2006)

Exhibition in the Tower Gallery, Eton College 19 June - 6 October 2017


