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The history of nineteenth-century British art can be written in 
terms of a movement away from a nationalism inherent in 
Romanticism which in fact persisted throughout the century 
in various forms towards a style much more dependent on 
Continental, and specifically French, example, and 
represented in the history of painting most obviously by the 
artists of the New English Art Club. It was the merest 
historical accident that W. R. Sickert should have married a 
daughter of Richard Cobden although the brief financial 
independence it secured for him was crucial to his later 
career but there was a link between Cobden's Manchester 
free trade crusade and the new cosmopolitanism in art, 
represented by Sickert, however much not only Sickert and 
his friends but also most contemporary commentators 
despised the taste of the Manchester manufacturers.

Manchester in the mid-nineteenth century stood for free 
trade and minimal government; it bitterly opposed 
nationalism and imperialism; its policy was, however, never 
narrowly economic, although the dominant position of south 
Lancashire in textile manufacture and export made free trade 
the natural policy of Manchester manufacturers and of 
Liverpool merchants. More fundamentally Manchester 
believed in political and economic international co-operation
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rendered possible by the demise of the old nationalist and 
absolutist monarchies and by their replacement with elected 
assemblies and representative governments; international 
conferences would replace dynastic wars in the resolution of 
disputes between nations. There was a serious split within the 
broader movement between those who believed that 
European Radicalism must first displace the old monarchies 
before any programme of pacifist internationalism could 
succeed and those who held with the Manchester school  
that progress towards their ideals was possible with the 
existing nation states. History was of course against the 
internationalists and on the side of protectionism, imperialism 
and nationalism, and the Manchester politicians, Bright and 
Cobden above all, never achieved substantial power at 
Westminster. None the less their influence on Peel and 
Gladstone was profound and the tributes paid to Cobden on 
his death in 1865 by his most inveterate opponents, 
Palmerston and Disraeli, constituted one of the most 
remarkable and moving occasions in British parliamentary 
history. In a broader context the second half of the twentieth 
century has proved much more receptive to their ideals than 
the first half Bright's great 'Angel of Death' speech vainly 
denouncing the Crimean War in 1855 had an obvious appeal 
to the generation which had witnessed two world wars.

One of the more useful recent developments in the study of 
the history of art and taste has involved the search for 
analogies between social and political history, on the one 
hand, and contemporary movements in the making, 
marketing and patronage of both art and artists on the other 
hand. This approach has been so much discredited, in this 
context particularly, by rather vague generalizations 1  not 
always of a Marxist persuasion that its most perceptive 
practitioners often seem primarily concerned to doubt the 
existence of any such analogies. 2 But even the unsuccessful

Most notably and most recently in Dianne Macleod, Art and the Victorian 
middle class (Cambridge, 1996).
See particularly Francis Haskell, 'Un monument et ses mysteres", Revue 
de fart, XXX (1975); Francis Haskell, Redixoveri.es in art (London, 1976); 
Francis Haskell, Past and present in art and taste (New Haven, 1987).
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quest for patterns in history can be valuable. The extent, 
however, to which the creation and acquisition of art in 
Manchester and Liverpool around 1850 were more 
internationalist in outlook than in other British cities is not 
easy to determine.

Art may be a matter of the imagination and of the intellect, 
but, without extensive State support, it was also one of the 
luxury trades which generally deserted the provinces for 
London in the mid-nineteenth century; The vigorous artistic life 
of Norwich was disrupted by the departure of John Sell 
Cotman, of his son Miles Edmund and of Henry Bright for 
London in the 1830s. In the same decade William James Muller 
and James Baker Pyne deserted Bristol for London while 
Francis Danby left in 1823. The situation in Birmingham was 
less clear: David Cox moved between London and the 
provinces, finishing his career in his native Birmingham; 
Charles Vincent Barber left Birmingham for Liverpool around 
1816. From Manchester William Bradley moved to London in 
1822, Henry Livcrseege followed him in 1829 'and then Frank 
Stone in 1831. Annual art exhibitions ceased in Newcastle in 
1843 and its leading artists moved on to other centres. The 
great exodus of Liverpool artists took place rather later, around 
1860 with the collapse of the Liverpool Academy's exhibitions. 
Even Edinburgh, where exhibitions were secure, lost many of its 
leading painters to London in the same period. 3 This instability 
of provincial life in mid-Victorian Britain was not confined to 
artists. Bright and Cobden themselves left Manchester after the 
triumph of the free trade movement and Bright represented 
Birmingham, not Manchester, in parliament for the rest of his 
life. Centralization influenced institutions as well as people. 
Local art exhibitions became pale reflections of the Royal 
Academy's annual displays and indeed often consisted largely 
of paintings unsold at their close while local art schools came 
under the autocratic control of the South Kensington system 
and of central government. Even those artists who remained in 
the provinces depended for their reputations on those paintings

3 See particularly Trevor Fawcett, The rise of English provincial art (Oxford, 
1974), pp. 209-10; and Laing Art Gallery, Newcastle upon Tyne, Art for 
Newcastle (Newcastle upon Tyne, 1984), p. 26.
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which they sent to the Royal Academy exhibitions in London; 
exceptions to this rule were rare but did include Benjamin 
Williams Leader, who painted old-fashioned landscapes for 
provincial clients from his native Worcestershire although 
even he moved to Surrey towards the end of his career. Indeed 
landscape, even more than genre and portraiture, was the 
favoured subject for the English nineteenth-century regional 
artist the only member of the Barker family of artists in Bath 
to leave that city permanently was the history painter Thomas 
Jones Barker. Since landscape painting was seen, at least in the 
early nineteenth century, as a distinctly national, or even 
patriotic art in harmony with the ancient institutions of 
English rural life and with the historic associations of the local 
countryside4 an internationalist or cosmopolitan approach 
was scarcely possible for most provincial artists.

If, therefore, stable communities of mature provincial artists 
became increasingly rare in nineteenth-century Britain and if 
their usual subject matter was inherently infected with 
nationalism, it is perhaps worth looking at institutions and 
collections for evidence of a more international approach. In 
1838 the Manchester School of Design was opened.0 It was said 
that Manchester manufacturers were spending .£20,000 each 
year on French designs and it was hoped that students from the 
school would replace the French designers. Accordingly the first 
headmaster was John Zephaniah Bell, who had studied under 
Baron Antoine-Jean Gros in Paris, and the curriculum followed 
the French system, emphasizing life drawing rather than 
pattern-making and ornamental design. The government 
School of Design in London, however, began to provide annual 
grants towards the maintenance of the Manchester School in 
1842 and was able to insist that the study of the human figure 
was discontinued in favour of industrial design in the belief that 
students required practical training in manufacturing processes, 
not an education in fine art. A scandal involving one of Bell's

4 As most recently demonstrated from a study of early nineteenth- 
century British art criticism by K. D. Kriz, The idea of the English 
landscape painter (New Haven, 1997).

5 Quentin Bell, The schools of design (London, 1963), pp. 73^, 111-29; D. 
Jeremiah, A hundred years and more (Manchester, 1980), pp. 2-20.
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female models further undermined the status of life drawing; 
indeed this sexual issue caused more agony to the Protestant 
conscience of provincial Britain than any other problem in arts 
management except perhaps that other very questionable 
Continental practice, the Sunday opening of public museums 
and art galleries, which deeply preoccupied local arts 
committees for many years later in the century. Indeed the 
young gentlemen studying life drawing at the Liverpool 
Academy had to be reminded in the school's official regulations 
that they should not limit their attendance to those sessions 
reserved for female models, and the location of these classes had 
to be carefully arranged so as not to offend local morals. Bell 
vainly cited the example of Continental design schools, 
particularly Lyon, in an attempt to retain intensive study from 
me living model at Manchester, but he was forced to resign in 
1843. Eventually some life drawing returned to the curriculum 
and in fact the Lancashire calico printers active in the 
management of the Manchester School of Design notably 
Edmund Potter and James Thomson had always supported 
French principles, believing that practical proficiency in 
industrial design could only be achieved in the factory, not in an 
art school. The issue was deeper and wider than the perennial 
problem of the exact status of life drawing within design 
training; supporters of the French system, most notably that 
resolute defender of high art, Benjamin Robert Haydon, 
believed in a universal language of art essential both for a 
Manchester textile designer and a Parisian history painter, and 
condemned their opponents as narrow and parochial in outlook. 

The Manchester School of Design began within and under 
the protection of the Royal Manchester Institution, which had 
been established by a group of Manchester merchants in 1823 
to provide a museum, an art gallery, a library and lectures for 
its members. 6 The original initiative for this new foundation

S. D. Cleveland, The Royal Manchester Institution (Manchester, 1931), 
pp. 3 17; Stuart Macdonald, 'The Royal Manchester Institution', in 
Art and architecture in Victorian Manchester, ed. J. H. G. Archer 
(Manchester, 1985), pp. 28-45; Manchester Academy of Fine Arts, 
Centenary exhibition (Manchester, 1959), pp. 5-7; John Seed, 'Commerce 
and the liberal arts', in The culture of capital, ed. J. Wolff and J. Seed 
(Manchester, 1988), pp. 55-70.
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had, in fact, been the work of Manchester artists, but their 
Associated Society of Artists of Manchester soon lapsed, and 
professional painters played no part in the affairs of the 
Institution or of its art exhibitions until 1860, when the newly 
formed Manchester Academy of Fine Arts began to assist with 
the organization of the annual exhibition of paintings. The 
Manchester 'gentlemen' who did control the exhibitions seem 
to have welcomed Continental artists who contributed 
paintings more frequently to the Royal Manchester Institution 
than to the Royal Academy in London, where the jury was 
entirely composed of its artist members. The Heywood Gold 
Medal for the best oil painting at each Manchester exhibition 
was frequently awarded to foreign artists Emil Jacobs in 
1842, Petrus van Schendel in 1849, Alphonse Lecarde in 1870 
and Jozef Israels in 1873. 7 In 1856 and 1857 the London 
dealer Ernest Gambart organized travelling exhibitions of 
French paintings at the Royal Manchester Institution and at 
Liverpool and Birmingham. 8 As a London initiative these 
were perhaps not significant for the North, but in 1860 and 
1861 the Institution itself, alarmed by a decline in quality in 
its exhibitions, made special efforts to attract overseas artists 
to contribute paintings. The cause of this decline in quality lay 
probably in the reluctance of eminent British artists to exhibit 
in Manchester, fearing that the savagery of the 
unsophisticated local art critics would depress their 
reputations in that area where many of their patrons lived. 9 
Foreign artists could more easily disregard unfavourable 
reviews of their works in the provincial press of a distant 
country. The results of this overseas initiative by the 
Institution in 1860 were impressive. One room was devoted to 
179 contemporary French paintings and it included works by 

J. A. D. Ingres, Eugene Delacroix, J. L. E. Meissonier, 
Edouard Frere, J. L. Gerome, Thomas Couture, Rosa 
Bonheur, Constant Troyon and N. V. Diaz many, that is, of

The winners of the medal are listed in Royal Manchester Institution, 
Exhibition of the works of modern artists (Manchester, 1874), pp. 5-14. 
Royal Manchester Institution, First and Second exhibitions of the French 
School of the Fine Arts (Manchester, 1856 and 1857). 
Grant Richardson, The works of Henry Liverseege (London, 1875), p. 18.
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the major French artists of the period. There were further 
rooms with 156 modern German paintings, including three 
landscapes by the Achenbach brothers, and 46 Belgian 
paintings. The London Art Journal commented:

No notice of the Lancashire exhibitions will be in any way complete, which 
does not include the works of foreign artists. In Manchester they form a 
very large proportion of the whole collection; in neither of the exhibitions in 
Liverpool are they so numerous; the space in each allotted to these works is 
considerable, in the Liverpool Academy being nearly equal to that in the 
Society of Fine Arts. Any one who has visited the Lancashire exhibitions 
cannot but be aware how greatly those exhibitions are indebted to the 
foreign pictures for their excellence and attractiveness ... It is possible that 
inconvenience may result to a few of the inferior [British] artists, by the 
substitution of foreign pictures of excellence for some of theirs; but it is 
probable this inconvenience will be only temporary, as the competition must 
stimulate to greater exertions, by which superior excellence and a larger 
supply may be realised. By painting two or three additional pictures in the 
year, the effects of any reduction in price caused by the competition will be 
easily covered, and the English artist will find his best protection in his own 
increased industry and study, and not in the exclusion of foreign pictures. 
The English have nothing to fear in any department of honourable industry 
and talent, from competition with any foreigners whatever; for experience 
has shown that any disadvantage thence arising has been but temporary. 10

Not only the ideas but even the mechanistic language of the 
free trade movement are evident in the Art Journal's review. 
Unfettered competition may cause short-term problems of 
supply, but very soon Manchester's extensive displays of 
contemporary Continental paintings will raise the standards 
and output of British painters by providing competition. 
Patrons now could choose and would only select British 
paintings if they were as good as work by foreign artists. In 
1861 the foreign paintings at Manchester were fewer in 
number and less impressive in quality. Not surprisingly the 
transport and packing costs were high and the Institution was 
compelled largely to abandon its ambitious international 
programme in 1862.

Not only were French artists attracted to Manchester, but 
also British artists were strongly influenced by French art. 
Frederic Leighton was in Paris between 1855 and 1858. His 
Triumph of Music, the first of his paintings to reveal the impact

10 Art Journal (\ 860), p. 307.
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of that city, was badly hung at the Royal Academy of 1856, so 
he exhibited the second and third works in this group, Pan and 
Venus and Cupid (Fig. 1), at the Royal Manchester Institution 
later that year. In Manchester his friends were able to use the 
influence of the earl of Ellesmere the richest of the 
Manchester patrons of art with a taste for French paintings  
to ensure that these two pictures were well hung. For an 
ambitious artist like Leighton a good position for his work on 
densely packed exhibition walls was vital to his success. 
Manchester, but not London, was open to those channels of 
influence by which a young international artist, educated and 
trained in Germany, Italy and France, could advance 
himself. 11 The displays of contemporary Continental paintings 
at the Manchester Art Treasures Exhibition of 1857 were 
modest by comparison both with the Old Master paintings 
and with the modern British works there, but they included A. 
J. Beresford-Hope's Incredulity of St Thomas byj. F. Overbeck, 
some Napoleonic paintings by Paul Delaroche, an early 
Meissonier of an artist's studio owned by Thomas Baring, 
landscapes and animal paintings by Rosa Bonheur, Auguste 
Bonheur and Constant Troyon, together with a group of 
contemporary French genre paintings owned by Thomas 
Creswick and a large number of works by Ary Scheffer from 
the collections of his many Manchester admirers. The 
paintings at the Art Treasures Exhibition had to be borrowed 
from individual British private collectors rather than imported 
in large batches like the Royal Manchester Institution 
pictures, and were thus fewer in number but more interesting 
as providing a list of British collectors of contemporary foreign 
art. By 1868 the organizers of the Eeeds National Exhibition 
were able to borrow some 200 notable modern foreign 
paintings from British private collections against barely 50 at 
Manchester in 1857, but the pioneers were to be found in 
Lancashire not in Yorkshire.

The situation in Liverpool was very different. Manchester 
had two very short-lived societies of artists in the early

11 Mrs Russell Barrington, The life, letters and work of Frederic Leighton, I 
(London, 1906), pp. 259-61; Royal Academy, London, Frederic Leighton 
(London, 1996), pp. 108-9.
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Figure 1 Frederic Leighton, Venus and Cupid, about 1856, oil on 
canvas, 147.4 x 47.6 cms, Private Collection (photograph by 
courtesy of Christie's).
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nineteenth century; the first was the Associated Artists of 
Manchester, founded in 1823 hut rapidly superseded by the 
Royal Manchester Institution, in which artists had no power 
at all; the second was named the Manchester Academy but 
was effectively merely a life class open between 1843 and 
1852.''- The Manchester Academy of Fine Arts, which still 
flourishes today, was not officially incorporated until 1859 and 
did not start holding exhibitions until 1866 and even these 
exhibitions were semi-private with no printed catalogues; only 
in 1874 did they acquire any measure of prestige. In 
contrast and thanks to the leadership of William Roscoe  
Liverpool had three short-lived societies of artists in the late 
eighteenth century; two of them held public exhibitions which 
attracted important London artists, while the Liverpool 
Academy, founded in 1810, had a substantially unbroken 
existence until its liquidation in 1981. 13 It held public 
exhibitions in every year between 1810 and 1867 apart from 
1815-21, 1823, 1826, 1833, 1863 and 1866. It was entirely 
controlled by its artist members, unlike the Royal Manchester 
Institution, where no artists sat on the governing council. It 
organized classes for art students involving study from 
plaster models for beginners and study from the life for more 
advanced students and provided a social centre for 
professional artists in Liverpool. It enjoyed a modest grant 
from the town council; there was of course no corresponding 
council in Manchester until 1838, and in part Liverpool's art 
institutions reflect its history of municipal government. In 
Liverpool, therefore, the local wealthy merchants and 
manufacturers were under no obligation to provide either art 
exhibitions or tuition as this work was done for them free of 
charge by the Liverpool artists. It is true that the Liverpool 
School of Art as it developed into a significant regional art

12 Sidney Gilpin, Sam Bough R.S.A. (London, 1905), pp. 44-5.
13 H. C. Marillier, The Liverpool school of painters (London, 1904), pp. 1-48; 

H. A. Ormerod, The Liverpool Royal Institution (Liverpool, 1953), 
pp. 32-41, 76-80; Edward Morris and Emma Roberts, The Liverpool 
Academy and other exhibitions of contemporary art in Liverpool, 1774-1867 
(Liverpool, 1998). The surviving records of the Liverpool Academy, 
including council minutes and records of works sold at its exhibitions, 
are preserved in the Walker Art Gallery, Liverpool.
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college at the end of the nineteenth century had its origins 
not in the Liverpool Academy's art school but in the drawing 
classes of the Liverpool Mechanics' School of Arts of 1825 32 
(and of the Mechanics' Institution, which replaced it in 
1832). 14 These classes, however, were at an artisan level and 
under the direction of former pupils of the Liverpool 
Academy until 1843 and probably only achieved reasonable 
standards in fine art with the appointment of John Finnic as 
headmaster in 1855.

Artists as producers of art are less likely to favour 
foreign competition than patrons as consumers of art and 
foreign names are not to be found among the teaching staff of 
Liverpool art schools, and only relatively rarely among the 
exhibitors at the Liverpool Academy's exhibitions certainly 
less frequently than at the exhibitions of the Royal 
Manchester Institution, which were controlled by patrons, not 
artists. Only in 1853 and 1855 do substantial numbers of 
foreign artists begin to appear in the Liverpool exhibitions, 
and these were mainly French and Belgian painters of small- 
scale, highly finished scenes from everyday life popularized in 
England by Ernest Gambart's French Gallery exhibitions, 
which were held annually in London from 1854 onwards. Few 
British artists could compete in this restricted field, so the 
threat to the local monopoly was small. In 1858, however, the 
newly formed Liverpool Society of Fine Arts began organizing 
rival exhibitions in Liverpool. Like the Royal Manchester 
Institution the Society was run by wealthy local businessmen, 
not by artists, and it claimed that its laymen could judge more 
impartially than could artists which pictures to include in its 
exhibitions and which should win the prizes awarded to the 
best paintings at each exhibition. The Liverpool Academy 
had been recently awarding its prizes to Pre-Raphaelite 
artists, thus showing, in the opinion of the Society, the 
partisan bias towards a particular style to be expected from 
professional artists when acting as judges. The Society was 
itself to a large extent modelled in its constitution on

14 Colin Morris, 'History of the Liverpool Regional College of Art, 
1825-1870' (unpub. M.Phil, thesis, Liverpool Polytechnic [now 
Liverpool John Moores Univ.], 1985), pp. 18-76.
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Continental precedents particularly the French provincial 
societes des amis des arts and the German Kunstvereine in that it 
was a group of middle- and upper-class art-loving citizens 
anxious to encourage local artists with exhibitions, art schools, 
lectures, social functions and a permanent collection, and in 
that it was heavily dependent for finance on a lottery, or art 
union, with pictures at the exhibitions as prizes. The art 
schools, lectures and the permanent collection remained only 
as objectives for the Liverpool Society of Fine Arts, and art 
unions had been widely used by other groups in Britain 
(including the Liverpool Academy), but they illustrate what 
the Society saw as its wider social vision.

Central to that vision was the inclusion of many foreign 
works of art in its exhibitions. The organizers of British (and 
Continental) provincial art exhibitions generally paid for the 
transport, packing and insurance of paintings by established 
artists living outside their own city, as the exhibitions 
depended for their success within their city on the interest 
aroused by works of art from outside it. Indeed British local 
exhibiting societies generally sent a deputation to London 
each year to encourage the major metropolitan artists to 
contribute to their exhibitions. The Liverpool Society of Fine 
Arts extended this practice to France, Germany, Belgium and 
Holland, where it nominated agents to arrange for the 
sending of paintings from those countries to its exhibitions, 
and it even sent a member of its committee to tour the 
Continent in search of artists willing to send their paintings to 
Liverpool; 15 indeed it was generally willing to pay shipping 
charges on works by foreign artists at least from the overseas 
port in question; only two works by each artist could receive 
this generous treatment but the results were remarkable. The 
Dusseldorf school was strongly represented not only with 
many landscapes and scenes from everyday life by its younger 
artists but also with major history paintings by Eduard 
Geselschap, Emanuel Gottlieb Leutze and August von Wille 
and with Italian views by Oswald Achenbach. Around 100 
Dusseldorf artists exhibited at the Society of Fine Arts and at 
its short-lived successor, the Liverpool Institution of Fine Arts,

15 Art Journal (\86l), p. 248.
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between 1858 and 1864, while French artists exhibiting there 
over this period included James Tissot, Eugene Isabey, C. E. 
Jacque and N. V Diaz; Dutch contributors included J. H. 
Weissenbruch, Willem Roelofs and Johannes Bosboom long 
before the Hague School became known in England. It is 
scarcely surprising that by 1861 the Society was spending over 
£420 on transport and agencies each year, compared with 
only £238 on rent and taxes for its gallery and that financial 
collapse was by then inevitable. 16 All the critics at these 
exhibitions commented on the large proportion of 
Continental pictures and on the comparative rarity of foreign 
works at other British exhibitions. The reviewer of the Art 
Journal found the cause of this phenomenon simply in the 
'liberality and fair dealing of the Society'. 17 The real reason 
lay in the reluctance of many British artists to exhibit with the 
Society as they felt an old loyalty to the Academy with whom 
they had been exhibiting for many years and they were well 
aware of the deep hatred between the two rival bodies. The 
Art Journal, which favoured the Society over the Academy, 
commented in 1864:

The difficulty of obtaining first class contributions from the most 
distinguished British artists, owing to the speedy sale they have, renders it 
almost indispensable to introduce foreign pictures to form a really attractive 
gallery independent of the advantage arising from the examination of them, 
both to the public and the artists of Liverpool. 18

The secretary of the society, Joseph Boult, was also rather 
defensive in his statement over the large number of foreign 
pictures at his exhibition:

Very great stress has been laid, I believe, by both the Academy and their 
friends upon the introduction of the works of foreign artists into the 
exhibitions of the Society of Fine Arts . . . But the truth is, there are now so 
many exhibitions in the autumn they could not possibly be supplied by the 
unsold pictures of the London season; and recourse must, therefore, be had 
to other sources of supply. l9

16 The published accounts and other surviving records of the Liverpool 
Society of Fine Arts, including committee and council reports and 
minutes, are preserved in the Walker Art Gallery, Liverpool.

17 Art Journal (1859), p. 317.
18 Art Journal (1864), p. 335.
19 Art Journal (1861), p. 248.
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Boult then went on to accuse the Academy of also filling up 
empty spaces in their exhibitions with foreign pictures 
obtained, so he claimed, in large batches from dealers. 
Clearly, to some extent, foreign artists and their pictures were 
being used as tools by rival exhibition organizers, and their 
presence in Liverpool was merely an incidental result of a 
quite unrelated ideological conflict. All the same, free trade 
was an important issue. Arnold Baruchson, chairman of the 
Society of Fine Arts and an important Liverpool patron of 
contemporary foreign paintings, remarked at the Society's 
1861 annual general meeting:

The Society had been charged with introducing too many foreign pictures 
into its exhibitions; but it was surprising that in England, and particularly in 
Liverpool, where such great progress had been made in free trade, whether 
in raw materials or manufactured goods and to many such articles of 
industry Art had contributed much that works of Art themselves should be 
comparatively excluded by not being admitted free. 20

The evidence for institutional interest in Continental art 
around 1850 in south Lancashire may still seem relatively 
slight, until comparison is made with the situation in London. 
London attracted many provincial artists to settle there in this 
period, rendering any general assessment of their foreign 
sympathies impossible. Its geographical position, and its 
status as the centre of culture and of all luxury industries, 
made it the obvious point of contact between Continental 
and British art, as well as the favoured destination for most 
British artists. Notable exhibitions of French contemporary 
paintings were organized by London dealers, most notably 
Ernest Gambart, in the 1850s and 1860s, but very little 
foreign art was to be seen at the Royal Academy summer 
exhibitions of this period, which were then the undisputed 
arbiters both of informed taste and of artists' reputations. 
Only with competition from the Grosvenor Gallery and other 
rival exhibitions in the 1870s did their prestige begin to 
suffer. Indeed the Academy was reluctant to reciprocate with 
foreign academies, many of which elected British 
academicians to membership of their institutions, for fear 
that foreign academicians would demand the right to exhibit

20 Art Journal (186\), p. 124.
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at the Royal Academy. 21 In 1869, however, the Academy, with 
Frederic Lcighton and G. F. Watts on the hanging committee, 
decided for the first time to admit foreign paintings in 
considerable numbers. J. B. Atkinson described the result:

We will add a word as to the reception given to foreign artists by the 
Academy, and on the position taken by Continental schools in this country 
generally. No one who has watched the history of contemporary art can 
have failed to observe the increasing number of foreign pictures brought to 
this country, and the direct influence which Continental schools arc now 
exerting upon our national art. The French and Flemish gallery has become 
an established institution. In addition, we occasionally encounter German 
galleries, even Scandinavian galleries; and at the moment we write, Gustave 
Dore has a gallery all to himself. The Leeds Exhibition indicated how many 
of the works thus imported find a permanent place in the homes of England 
. . . The Academy has this year tried with questionable success the long- 
cherished project of making foreign pictures a distinctive feature in the 
exhibition. The measure, not without reason, has provoked considerable 
dissatisfaction. To have rejected three thousand English works in favour of 
foreign paintings, some of which were below mediocrity, is a manifest 
injustice . . . The misfortune was that the seventy foreign pictures admitted 
represented to a great extent painters not distinguished but unknown. Thus 
in the Academy we looked in vain for any one of the eight recipients in the 
Paris International Exhibition of the grand prix'. not a picture was to be 
found by Cabanel, Gerome, Meissonier, Rousseau, Kaulbach, Knaus, Eeys, 
or Ussi. Furthermore, the French school was shorn of such distinguished 
representatives as Robert Fleury, Comtc, Hebert, Hamon, Fromentin, 
Francois. Millet, and Breton; in like manner the German school lacked 
Piloty, Achenbach, and Ecu; while Belgian and Dutch nationalities were 
equally destitute of Eeys, Gallait, Willems, Stevens, and Israels. In fact, had 
all the foreign pictures in the Academy been collected in one room, they 
must have made but an indifferent exhibition, and would have displayed the 
great schools of the Continent to vast disadvantage ... It is obvious, 
however, that much good must result from the friendly conflict among great 
artists who in distant parts of the earth are devoting their lives to the 
earnest study of nature. The Academy will doubtless have to reconsider the 
basis upon which foreigners shall lie admitted; yet we cannot but hope that, 
without prejudice to the prior claims of our own artists, it may be possible 
to show courtesy to really distinguished painters of the Continent, and to 
afford space for such great representative works as may tend to rectify what 
may be wrong and to widen what may be narrow in our insular and 
sometimes too exclusive national art. 2 '-'

21 William Sandby, The history of the Royal Academy of Arts, II (Eondon, 
1862), pp. 379-80.

22 J. B. Atkinson, 'The Eondon art season', Blachvood's Edinburgh Magazine, 
CVI(1869), pp. 237-9.
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Among other reviews of the 1869 Royal Academy the 
xenophobic Art Journal denounced the concession of space to 
foreign artists: 'Foreign artists are this year in excess of their 
deserts', 23 while the more cosmopolitan Athenaeum defended 
the overseas artists. 24 The Spectator, too, lavished praise on the 
landscapes of Camille Corot and C. F. Daubigny. 25 The critics 
also noted the intense hostility, especially among British 
artists, to the Academy's innovation; the Athenaeum, however, 
observed that the Royal Academy could not continue to 
exclude foreign works of art while the Paris Salon was so 
generous with its treatment of non-French artists who wished 
to exhibit there. The Academy remained, however, largely 
unrepentant despite the growing influence of Frederic 
Leighton, whose life, style, outlook and circle of friends were 
perhaps more cosmopolitan than those of any other 
nineteenth-century British artist. In 1872 Leighton had to 
write to his friend Giovanni Costa to tell him that Costa's own 
paintings and most other works by foreign artists had been 
excluded from the Academy exhibition of that year. 26 In 1879 
he wrote to Fanny Kemble as president of the Royal Academy 
about the selection procedure for foreign artists at the 
Academy exhibitions:

As a matter of fact each work of art is admitted or rejected by a separate vote 
of the Council, and that in complete ignorance (except where authorship saute 
aux yeux) of the artist's name. This applies equally to English painters and 
foreign artists who reside here. In regard, however, to foreigners sendingTrom 
abroad, whilst the vote is taken in the same way, admission is much more 
difficult. We have so many Anglo-foreign painters who live amongst us that, 
our Exhibition not being international, we can only admit a very limited 
number of really prize works. These works are therefore brought before us 
separately, and a small number of them selected, according to the space we 
have to deal with; I myself as a rule dissuade my foreign friends from sending 
except in cases where their merit is really very great. 27

Slightly earlier, with Francis Grant still as president, G. D. 
Leslie noted that foreign artists, even if successful, were

23 Art Journal (1869), p. 168.
24 Athenaeum, 26 June 1869, p. 835.
25 Spectator, 2June 1869, p. 706.
26 Olivia Rossetti Agresti, Gwvannt Costa (London, 1904), pp. 168 9.
27 Barrington, Frederic Leighton, II, p. 228.
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restricted to one painting each at the Academy exhibitions. 28 
Thus while exhibition organizers in Manchester and 
Liverpool were risking financial ruin by paying for the 
transport of foreign paintings to their exhibitions, the Royal 
Academy in London was either rejecting Continental works of 
art or restricting their acceptance with special hurdles 
applicable only to them. The Royal Academy schools had the 
same pre-eminence as their exhibitions, and they remained as 
rigorously aloof from Continental influence. A succession of 
well-informed witnesses appeared before the 1863 Royal 
Commission 'appointed to enquire into the present position of 
the Royal Academy', in order to compare the Academy's 
teaching methods very unfavourably with French principles. 29 
Students in London spent too long on copying from plaster 
replicas of ancient sculptures and consequently too little time 
on life drawing; they were encouraged to draw in a laboured, 
meticulous manner instead of making the more rapid sketches 
emphasizing structure and chiaroscuro, which were 
encouraged in French studios; the Academy's system of tuition 
by means of a rota of academicians acting as 'visitors' each for 
a brief period was ineffective by comparison with the French 
preference for a single professor enjoying total responsibility; 
British students did not generally travel to Rome to complete 
their studies there in the manner of the best French students. 
Within a few years the British students themselves confirmed 
the accuracy of these criticisms by going to Paris themselves in 
large numbers in search of better teaching than could be 
obtained in London.

Among the first of these artists to seek art training in Paris 
was the Manchester painter Thomas Armstrong, later to 
become director of art at the South Kensington Museum. He 
left for Paris in 1853 after studying in Manchester, having 
been recommended to the studio of Ary Scheffer in Paris by a 
Manchester calico printer, Salis Schwabe. 30 Schwabe was

28 G. D. Leslie, The inner life of the Royal Academy (London, 1914), p. 91.
29 See Irish University Press, Series of British Parliamentary Papers: Education: 

Fine Arts, V (1970) and (for a useful summary) Tom Taylor, 'Report of 
the commissioners appointed to enquire into the present position of 
the Royal Academy', Fine Arts Quarterly Review, I (1863), pp. 275 sqq.

30 Thomas Armstrong: a memoir (London, 1912), p. 3.
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born in Oldenburg in 1800, emigrated to Glasgow in 1817 
but then moved to Manchester in 1832, where he rapidly 
became very successful. 31 In Manchester he abandoned 
Judaism for Unitarianism, and he and his wife (also his cousin) 
moved in the best but predominantly Radical literary and 
musical circles. Friends and acquaintances included G. H. 
Lewes (the philosopher and husband of George Eliot), Charles 
Dickens, Robert Browning, Mrs Gaskell, together with 
Geraldine Jewsbury, novelist, journalist and friend of the 
Carlyles, and Caroline Fox, intimate not only with the 
Carlyles, but also with J. S. Mill and John Sterling. 
Continental literary friends comprised most notably Julius 
Mohl and Baron and Baroness Bunsen; their musical 
acquaintances were even more celebrated: Richard Wagner, 
Jenny Lind and Frederic Chopin, who stayed with the 
Schwabes on his visit to Manchester in 1848. In the same year 
Schwabe chaired a meeting at the Manchester Athenaeum of

31 A. J. C. Hare, The life and letters of Frances, Baroness Bunsen (London, 
1879); Caroline Fox, Memories of old friends, II (London, 1882), p. 272; 

James Montgomery Stuart, Reminiscences and essays (London, 1884), 
pp. 75, 181-7; Henry Cole, Fifty years of public work, I (London, 1884), 
p. 165; C. C. F. Greville, A journal of the reign oj Queen Victoria, 
1837-1852, III (London, 1885), pp. 38-9; Letters and recollections of 

Julius and Mary Mohl, ed. M. C. M. Simpson (London. 1887), 
pp. 163-4, 336-40; Memoir of Madame Jenny Lind-Goldschmidt, ed. H. S. 
Holland and W. S. Rockstro, II (London, 1891), pp. 253-5, 318; 
Selections from the letters of Geraldine Endsor Jewsbury to Jane Welsh Carlyle, 
ed. Mrs Alexander Ireland (London, 1892), pp. 159, 173, 257-9, 276, 
282, 286; Mrs Salis Schwabe, Reminiscences of Richard Cobden (London, 
1895; first pub. in French in 1879); Richard Wagner, My life (London, 
1895), pp. 732 sqq.; Letters of Charles Dickens, ed. Waller Dexter, II 
(London, 1938), p. 682; Dearest Isa: Robert Browning's letters to Isabella 
Blagden, ed. Edward C. McAleer (London, 1951), p. 333; Susanna 
Brookshaw, Concerning Chopin in Manchester (Manchester, 1951), pp. 6, 
9-11; A. E. Bone, Jane Wilhelmma Stirling (London, 1960), pp. 66-7, 
70-3, 104-5; The letters of Mrs Gaskell, ed. J. A. V Chappie and Arthur 
Pollard (Manchester, 1966), pp. xvii, 60-3, 100-3, 110-15, 184-7, 
197-9, 202 4, 234-9; G. S. Haight, George Eliot (London, 1968), 
p. 131; Bill Williams, The making of Manchester Jewry, 1740-1875 
(Manchester, 1976), pp. 92-3, 168-9, 196, 356, 388. There are 
obituaries of Salis Schwabe in the Manchester Guardian, 3 Aug. 1853 
and in the Caernarvon and Denbigh Herald, 30 July 1853. For Mrs 
Schwabe see Manchester Guardian, 23 May 1896.
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200 German residents many of them, like him, of Jewish 
extraction in support of the revolution in Frankfurt, and 
opened a subscription fund for the 'martyrs of the holy 
German cause who had sacrificed their lives in Vienna and 
Berlin for the enfranchisement of Germany from arbitrary 
rule and degrading subjection'. Of course he was a very close 
friend of Cobden in origin another Manchester calico 
printer and his wife wrote a biography of Cobden. They 
toured Spain together with their wives in order to give 
speeches in support of free trade there, and Cobden 
subsequently stayed at the Schwabes' country house in Wales. 
In 1850 Schwabe visited Paris to decide whether or not 
socialism was compatible with his free trade principles. 
Cobden introduced him to Henry Cole, who dominated 
institutional art in later nineteenth-century Britain and who, 
in his youth, nearly became secretary of the Anti-Corn Law 
League. Cole broadly approved Schwabe's textile designs but 
disliked a calico depicting stewpans and another containing 'a 
libel upon a rose'; he described Schwabe as 'ranking among 
the most eminent calico printers at Manchester expressly for a 
foreign market'. 32 Schwabe joined the councils of the Royal 
Manchester Institution in 1848 33 and of the Manchester 
School of Design in 1845 34 just at the moment when the 
School of Design was reverting to the 'French' emphasis on 
life drawing following the resignation of George Wallis. His 
warehouses of 1845 at nos 46-54 Mosley Street were among 
the first solid, dignified and architectural buildings of this type 
in Britain earlier examples were utilitarian structures of 
brick or stucco; his architect, Edward Walters, had met 
Cobden while travelling on the Continent in 1836-7 and 
Cobden seems to have introduced him to Schwabe. 35 As 
patrons the Schwabes were specialists, forming by far the most

32 Journal of Design and Manufactures, II (1849-50), pp. 22-3, 171; III 
(1850), pp. 13, 179.

33 Council members are listed in the annual exhibition catalogues of the 
Royal Manchester Institution.

34 See the volume of bound reports and pamphlets entitled Manchester 
School of Design, M.C.L. 707.0942 M2.

35 Henry Russell Hitchcock. Early Victorian architecture in Britain, I (London, 
1954), pp. 387-8; II, fig. XII, 14.
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important British collection of paintings by Ary Scheffer (Fig. 2) 
but showing little interest in other Continental artists. 36

Gustav Christian Schwabe, on the other hand, was primarily 
interested in British art particularly the so-called St John's 
Wood Clique. 37 He was born in Hamburg in 1813; as a 
financier in Liverpool in the 1860s he played a large part in the 
establishment of the Harland and Wolff shipyard in Belfast and 
of the White Star Line in Liverpool. He later moved to London 
and his collection became well known to his artist friends at his 
country house, Yewden, near Henley. Contemporary foreign 
artists in his collection, which he bequeathed to the Hamburger 
Kunsthalle, included Henriette Browne, Theophile Duverger, 
Pierre Edouard Frere, Louis Gallait, Horace Vernet and Ascan 
Lutteroth, and comprised according to Walter Armstrong's 
estimate about two fifths of the total.

Sam Mendel's father, Emanuel, moved his ropemaking and 
drapery business from Liverpool to Manchester in 1817;38 the 
family was of German Jewish origin but like Salis Schwabe 
abandoned its religion in England. Sam retired from business in 
Manchester in 1875 and by then was, with John Fender, one of 
the two largest exporters of Manchester textiles, particularly to 
India and China although apparently he died in poverty in 
1884. Like G. C. Schwabe, his huge collection of paintings was 
particularly rich in British contemporary art, but there were 
also very notable French and Belgian works by Paul Delaroche, 
Troyon, Frere, Louis Gallait, J. L. Gerome, Henriette Browne, 
Scheffer, Henri Leys and others the same foreign artists' 
names often recur in Liverpool and Manchester collections of 
this date. Mendel, despite his enormous collection, was widely 
believed to have little concern for art or culture.

36 Edward Morris, 'Ary Scheffer and his English circle', Oud Holland, 
XCIX(1985), pp. 305-15.

37 Hamburger Kunsthalle, Ein Geschmack wird untersuchl: Die G. C. Schwabe 
Stiftung (Hamburg, n.d.); Walter Armstrong, 'A pioneer collection of 
English pictures', Art Journal (1886), pp. 1-5.

38 Williams, Manchester Jewry, pp. 35, 93, 98; George Redford, Art sales, II 
(London, 1888), pp. 200-1; M.C.L., Manchester Press Cuttings 
(f. 942.7389 Ml 19), I, p. 144; The journal of Beatrix Potter, ed. Leslie 
Linder (London, 1966), p. 104; Christie's Sale, Manley Hall, 
Manchester and London, 15 Mar. to 24 Apr. 1875.
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Figure 2 Ary Scheffer, Saint John writing the Apocalypse, about 
1850, oil on canvas, reproduced from L. Vitet, Oeuvre de Ary 
Scheffer reproduit en photographie etc. (Paris, 1860), p. 43.
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By contrast A. G. Kurtz, who lived in Liverpool and owned one 
of the largest alkali works in St Helens, was very much more 
interested in painting and music than in the family business, which 
he only inherited with reluctance. 39 He was one of the most 
important patrons of Frederic Leigh ton and commissioned a piano 
quintet from Max Bruch for the chamber group in which he 
played. He was a dedicated amateur painter and his very extensive 
diaries and journals describe at great length his musical and artistic 
life. His father was born in Reutlingen in 1781 but moved to Paris, 
where he manufactured gunpowder; he came to London in 1816, 
moving to Manchester (where A. G. Kurtz was born) around 1820 
and then to Liverpool about ten years later; he died in 1846 and 
his son, then aged 21, was obliged to devote himself to the family 
business as well as to his cultural pursuits. He had spent some years 
in Paris as a young man from 1841 to 1842 and from 1850 to 1851 
and so naturally acquired paintings by the generation of French 
artists working during and just after that period, including 
Delaroche, Henriette Browne, Ferdinand Heilbuth and Hugues 
Merle. Charles Kurtz, another Liverpool picture collector, seems to 
have been only remotely related to A. G. Kurtz.40 His collection 
was much richer in contemporary foreign French and Belgian art 
with Gallait's Tasso in Prison and works by Frere, C. F. Jalabert, A. E. 
Plassan, Guillaume Koller and Petrus van Schendel. John Albert 
Bencke was born in Danzig in 1814, came to Liverpool in 1835 
and prospered as an importer of hemp. 41 His paintings and 
sculpture were mainly of Continental origin with five major works 
by Nicaise de Keyser, as well as Johann Georg Meyer von 
Bremen's masterpiece The Return qftlie Landwehrman.

Back in Manchester James Reiss collected very much more 
widely, covering Old Master paintings and early Italian and 
northern engravings as well as modern paintings.42 His Saint 
Cealia and the Angels by Delaroche (Fig. 3) was given to the Victoria

39 Edward Morris and Christopher Fifield, 'A. G. Kurtz: a patron of 
classical art and music in Victorian Liverpool', Journal of the History of 
Collections, VTI (1995), pp. 103-14; 'The private collections of England: 
Mr. Kurtz's, Wavertree, Liverpool', Athenaeum, 12 Sept. 1885, 
pp. 341-2; Christie's London Sale, 9-11 May 1891.

40 'Visits to private galleries: the collection of Charles Kurtz Esq., 
Springwell House, Orwell, Liverpool', Art Journal (1866), pp. 335-6.

41 B. G. Orchard, Liverpool's legion ofhonour (Birkenhead, 1893),pp. 170-1.
42 Gaskell, Letters, pp. 175-6, 684, 939; Frits Lugt, Les marques de collections, 

I (Paris, 1921), p. 278, Christie's London Sale, 12 May 1900.
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Figure 3 Paul Dclarochc, Saint Cecilia and the Angels, 1836, oil 
on canvas, 205.7 x 162.5 cms, V. & A. Picture Library, Board 
of Trustees of the Victoria & Albert Museum, London.
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and Albert Museum by his daughter. Like Sam Mendel he was a 
member of the general council of the 1857 Manchester Art 
Treasures Exhibition and like Salis Schwabe he was a friend of 
Mrs Gaskell and on the council of the Royal Manchester 
Institution. He was born in Frankfurt, came to Manchester in 
about 1830 and his company, Reiss Brothers, exported 
Manchester goods to the Far East on a considerable scale. He 
moved to London around 1865 and died in 1900.

By 1851 there were over 100 German export firms in 
Manchester and the German residents there had their own 
political Verein; a German newsroom, library and cultural 
centre, the Schiller Anstalt, opened in Cooper Street in I860;43 
Friedrich Engels was its president between 1864 and 1868; 
between 1851 and 1870 he worked for the cotton exporting 
firm of Ermen and Engels and the considerable profits of that 
company supported Karl Marx, then writing Das Kapital in 
London. 44 Engels did not collect contemporary foreign 
paintings; nor did Ludwig Mond, who arrived in Manchester 
from Germany in 1862 and immediately joined the Schiller 
Anstalt, but Engels prided himself on his culture by comparison 
with the Manchester 'Philistines' as he described them while 
Mond ultimately helped to form one of the largest chemical 
companies in the world, the forerunner of Imperial Chemical 
Industries, and put together one of the greatest collections of 
Old Master paintings ever assembled, now mainly in the 
National Gallery, London.45

The pioneer collectors of modern Continental paintings in 
south Lancashire were, however, not all of German origin. In 
1837-8 Salis Schwabe's sound advice saved Edmund Potter's 
competing calico printing company from collapse, and it soon 
became the largest such company in the world. Edmund 
Potter was on the council of the Manchester Art Treasures 
Exhibition;46 his son, Edmund Crompton Potter, was on the

43 Williams, Manchester Jewry, pp. 169, 260.
44 W. O. Henderson and W. H. Chaloner, 'Friedrich Engels in 

Manchester', Memoirs and Proceedings of the Manchester Literary and 
Philosophical Society, XCVIII (1956-7), pp. 'l 3-29.

45 J. M. Cohen, The life of Ludwig Mond (London, 1956), pp. 71-3.
46 J. G. Hurst, Edmund Potter and Dinting Vale (Manchester, 1948); Redford, 

Art sales, pp. 373-4; Christie's London Sale, 22 Mar. 1884.
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council of the Manchester School of Design. Father and son, 
like many of the Manchester merchants and manufacturers, 
were Unitarians, philanthropists and Liberals. The son was 
the collector, and alongside the usual range of British 
contemporary art, he also owned paintings by Gustave Dore, 
Frere, Gallait, Adolf Schreyer and Scheffer as well as other 
contemporary foreign artists. Sam Mendel's principal 
competitor on the Manchester Exchange in the middle years 
of the century was John Fender, who also made his fortune by 
exporting Manchester cotton to India. 47 Fender later moved 
to London and became more interested in submarine 
telegraphy, and his Manchester collection was sold in 1873; it 
included two major works by Troyon, one of which was 
painted for Fender as early as 1850. Over these years there 
were many other Manchester collectors who acquired some 
significant foreign paintings alongside their British works, 
notably John Heugh, who later moved to Tunbridge Wells, 48 
George Fox of Harefield, Wilmslow, 49 Samuel Ashton, a 
cotton manufacturer of Hyde, 50 and, lastly, Henry and T. H. 
McConnel of Cressbrook, Derbyshire, whose cotton spinning 
factories were carefully inspected by Alexis de Tocqueville in 
1835. 51 Perhaps the most interesting of these collectors was

47 Christie's Sale, Cottonwaste Dealers' Exchange, Market Place, 
Manchester, 27-31 January 1873; Art Journal (1873), p. 80; A. Silver, 
Manchester men and Indian cotton (Manchester, 1966), p. 141; D..N.B.; 
M.C.L., Manchester Press Cuttings, III, p. 181; IV, p. 29.

48 Christie's London Sales, 28 Apr. 1860; 24-5 Apr. 1874; 26-8 Feb. 
1879; Art Journal (1860), p. 181; Letters of Dante Gabriel Rossetti, ed. 
Oswald Doughty and John Robert Wahl, II (Oxford, 1965), pp. 512, 
517, 568, 570;J. Reilly, History of Manchester (Manchester, 1861), p. 450.

49 Christie's London Sale, 11 May 1877.
50 Thomas Middleton, Annals of Hyde and district (Manchester, 1899), pp. 

146 sqq.; Thomas Middleton, The history of Hyde and its neighbourhood 
(Manchester, 1932), pp. 446 sqq.; Gaskelf, Letters, p. 621; G. F. Waagen, 
Galleries and cabinets of art etc. (London, 1857), pp. 415-17.

51 C. H. Lee, A cotton enterprise (Manchester, 1972), p. 152; McConnel and 
Co., A century of fine cotton spinning (Manchester, 1906); David C. 
McConnel, Facts and traditions (Manchester, 1861); Redford, Art sales, 
pp. 427 8; Alexis de Tocqueville, Journeys to England and Ireland, ed. J. P. 
Mayer (London, 1958), p. 108; Christie's London Sales, 25 June 1864 
and 27 Mar. 1886; The life and letters of Frederic Shields, ed. Ernestine 
Mills (London, 1912), pp. 113, 126-7; Rossetti, Letters, II, pp. 640-1.
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Samuel Barlow, owner of a bleach works at Middleton, who 
was buying paintings by Camille Pissarro (Fig. 4) and Fantin- 
Latour as early as the 1870s well ahead of most other British 
collectors.52

C. J. Galloway, whose Manchester engineering company 
exported steam engines all over Europe, also owned a painting 
by Pissarro and a pastel by Degas, together with works by L. 
E. Boudin, J. C. Cazin, L. A. E'Hermitte, H. J. Harpignies, 
Corot, Daubigny, J. Lepine and Fantin-Latour. 53 His taste was 
clearly more modernist than most other Manchester collectors 
of the period and he also acquired paintings by those British 
artists influenced by more advanced French art notably 
Mark Fisher, George Clausen and E. J. Gregory, who was a 
close friend. Many of his purchases probably dated from the 
1880s, when French paintings of this type were widely popular 
in Britain, particularly in Scotland, but he certainly lent works 
by Troyon and Corot to the 1878 Exhibition of Art Treasures 
at the Royal Manchester Institution.

Eiverpool collectors interested in less advanced French art 
included, above all, the two brothers John and R. C. Naylor, 
both bankers and property developers, whose wealth enabled 
them to move out of Liverpool. 34 John Naylor was buying 
paintings by Scheffer (Fig. 5) and Delaroche directly from the 
artists in the early 1850s, and R. C. Naylor, although mainly a 
collector of sculpture, owned paintings by Frere, Jules Breton, 
Adolf Schreyer, Plassan and Rosa Bonheur. Liverpool 
merchants and shipowners buying French pictures in the later 
nineteenth century included George Holt, whose collection 
can still be seen at Sudley in south Liverpool. He acquired

52 Cecil Gould, 'An early buyer of French Impressionists in England', 
Burlington Magazine, CVIII (1966), pp. 141 -2.

53 C. J. Galloway, Catalogue of paintings and drawings at Thorneyholme, Cheshire 
(Manchester, 1892); Catalogue of the Exhibition of Art Treasures at the Royal 
Manchester Institution in aid oj the fund for erecting a School of Art (Manchester, 
1878); Elizabeth Conran, 'Art collections', in Art and architecture in 
Victorian Manchester, ed. Archer (Manchester, 1985).

54 Edward Morris, 'John Naylor and other collectors of modern paintings 
in nineteenth-century Britain', Annual Report and Bulletin of the Walker Art 
Gallery, Liverpool, V (1974 5), pp. 72 sqq.; Christie's Sale, Hooton Hall, 
Cheshire, 2 Aug. 1875.
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Figure 5 Ary Schefier, Temptation of Christ, about 1854-7, oil on 
canvas, 222.5 x 151.6 cms, Board of Trustees of the National 
Museums & Galleries on Merseyside (Walker Art Gallery).



Foreign Art in Liverpool and Manchester 109

most of his paintings by Auguste Bonheur (Fig. 6), Rosa 
Bonheur, Henriette Brovvne and SchefFer between 1868 and 
1880, but his La Vache a I'Abreuvoir by Camille Corot did not 
enter his collection until 1892.55 A more interesting Liverpool 
merchant but with a much less important collection was 
Peter Stuart, who, like Salis Schwabe, assisted the Continental 
political revolutionaries and refugees of 1848-51 and was also 
a personal friend of Mazzini, Orsini and Garibaldi, whom he 
helped with loans and provisions. 56 As well as a substantial 
British collection he owned works by Scheffer, Dore and 
Victor Chavet. Yet another Liverpool merchant interested in 
contemporary Continental art was Arnold Baruchson, 
chairman of the Liverpool Society of Fine Arts which 
attracted so many French, Belgian and German paintings to 
its exhibitions between 1858 and 1862. 57 In 1875 he sent to 
the organizers of the Liverpool Autumn Exhibitions a list of 
foreign artists who should, in his opinion, be invited to exhibit 
there hors concours. He lent many of his French pictures to the 
London International Exhibition of 1871, and his Belgian 
works with a few of French and German origin were sold 
in 1876. His most interesting paintings by Louis Daguerre, 
one of the inventors of photography (Fig. 7), and J. P. F 
Lamoriniere were given by him to the Walker Art Gallery, 
Liverpool. He seems to have specialized in the acquisition of 
foreign pictures and did not have the substantial British 
collection usual among south Lancashire collectors. Far more 
characteristic of Liverpool taste was the collection of Grant 
Morris, with the usual paintings by Frere, Gerome, Auguste 
Bonheur, Troyon, N. V. Diaz, Alfred Stevens and Jules 
Breton. 58

55 Sudley, the Emma Holt Bequest, Liverpool: illustrated catalogue and history of the 
house (Liverpool, 1971).

56 Mazzini Stuart and L. Finigan, The life of Peter Stuart (Liverpool, 1920); 
'The private collections of England: collections near Liverpool', 
Athenaeum, 3 Sept. 1887, p. 316.

57 Foster's London Sale, 24 May 1876, lots 112-45; Liverpool City 
Council, Minutes of the Arts and Exhibitions subcommittee, 20 July 
1875 (MSS. Walker Art Gallery, Liverpool).

58 'The private collections of England: Allerton Priory, Woolton, 
Liverpool', Athenaeum, 13 Sept. 1884, pp. 340-1.
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The dealers of Manchester and Liverpool who provided 
their local clients with their contemporary foreign paintings 
were probably following rather than leading in the 
establishment of a fashion for this type of art. Agnew's was a 
Manchester firm of art dealers; they did not have a London 
branch until 1860, and northern businessmen remained their 
principal customers for many years. By the early 1870s they 
were buying paintings by Troyon, Daubigny, Frere, Delaroche, 
Jules Dupre and J. J. Tissot in Paris and Amsterdam while 
they also worked closely with Ernest Gambart, who had been 
importing French and Belgian pictures into England at least 
since the 1840s. 59 Much less important as dealers were the 
Grundy brothers -John Clowes Grundy of Manchester and 
Robert Hindmarsh Grundy of Liverpool. The sale at the Free 
Trade Hall in Manchester of J. C. Grundy's stock at his death 
in 1867 consisted of many British paintings but there were 
also works by Scheffer, C. T Frere and W. A. Bouguereau. 60

These, then, were the men behind the exhibiting and 
teaching art institutions of Liverpool and Manchester. They 
were primarily not collectors but merchants and 
manufacturers, but all their interests were satisfied by the 
great exhibitions of art and industry of which the first and 
most famous was held in London in 1851. The succession of 
enormous international exhibitions which, from the Paris 
Exposition Universelle of 1855 onwards, all contained 
substantial art sections were the principal practical 
demonstrations of free trade in art. In them artists from all 
over the world could compete in theory at least on equal 
terms for the patronage of visitors who could thus choose the 
best paintings and sculptures with the least inconvenience or 
expense to themselves or to the artists. A global market-place 
for art would thus permit the most gifted and best trained 
artists to prosper at the expense of the ignorant and 
incompetent. Patrons in Manchester and Liverpool need no 
longer buy from Lancashire or even London artists; if a better 
product was emerging from the studios of Paris, Munich, 
Diisseldorf or Antwerp they could evaluate it in the ideal

59 Geoffrey Agnew, Agnew's 1817-1967 (London, 1967), pp. 11, 28.
60 Christie's Sale, Free Trade Hall, Manchester, 4-25 Nov. 1867.
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circumstances of a huge exhibition containing works by all the 
competing schools of art, and buy accordingly. The citizens of 
Manchester had been mercilessly condemned for an obsession 
with commerce and wealth at the expense of culture and 
intellect by a whole series of distinguished Continental 
visitors J. D. Passavant in 1831.61 Alexis de Tocqueville in 
1835, 62 Leon Faucher in 1844, 63 and Hippolyte Taine in 
1859, 1862 and 1871. 64 When, therefore, they began to turn 
away from trade and industry it was perhaps not surprising 
that it was in European markets that they sought their art. 
Taine was to argue that art did not depend on a professional 
expertise which could be sharpened and improved by 
international competition, emulation and specialization, but 
rather that it was deeply rooted in, and formed by, the 
customs, outlook, physiognomy and geography of each race, 
nation or community and that therefore cosmopolitan art 
was doomed. 65 Of this the Lancashire merchants, seeking 
overseas the most skilled painters to decorate their walls, and 
the British provincial artists, travelling to London, Paris or 
Munich in search of the best training or markets, knew 
nothing.

61 J. D. Passavant, Tour of a German artist in England, ed. C. J. Bailey7, II 
(Wakefield, 1978), p. 20.

62 Tocqueville, Journeys, pp. 104sqq.
63 Leon Faucher, Manchester in 1844 (London, 1844), p. 21.
64 H. Taine, Notes on England, ed. Edward Hyams (London, 1957), 

pp. 218^1.
65 H. Taine, Philosophic de /'art (Paris, 1865).


