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A MESSAGE TO FRIENDS
The cover images for this edition comprise illustrations
from two of the main articles.  The back cover shows a
tulip vase designed by William Burges, the designer of
Cardiff Castle and Castell Coch.  It is a recent acquisition
by the Museum and is one of four that form part of the
elaborate decoration for the Summer Room in Cardiff
Castle.  The four were then scattered to the four winds but
all are now back in public collections and this one has made
it safely home to Cardiff.  The article explains both its
significance as part of the decoration of the room and the
importance of its acquisition.

The front cover appropriately features a print from another
front cover.  It is from a book by the German artist and
naturalist, Maria Sibylla Merian.  The Library of National
Museum Cardiff holds three volumes of a ground-breaking
study of butterflies and moths by her.  The article explains
the significance of these works as well as showing three
more of the one hundred prints that the Library also holds.
Next year marks the 300th anniversary of her death and it
is to be hoped that the Museum will mark the occasion by
giving visitors a chance to see more of these prints that
combine science with artistic beauty.

A third article explores further treasures held by the Library.
These are the special bindings made at Gregynog for books
published by the Gregynog Press.  The article sets out the
history of the press and the people involved in producing
the bindings.

Did you know that Hillary Clinton, now in the middle of
the campaign to become the first female President of the
USA, had a Welsh background?  Well, I for one did not.
So it is very timely that our final main article explores her
Welsh connections.  They exist on both her father’s and
mother's side and can be traced back to immigrants from
Wales in the early nineteenth century.

Turning to the shorter articles, there are two that feature
watercolours by Thomas Henry Thomas as their subject.
As well as being a founder of Amgueddfa Cymru, he was
also a keen artist (amongst a host of other pursuits).  The
Museum recently acquired a watercolour by Thomas of the
Grand Canyon in Yellowstone National Park.  It was in a

sorry condition when bought and the article traces the
conservation required to allow the watercolour to the
displayed in all its true glory.  You may remember seeing
it for yourselves in an exhibition in National Museum
Cardiff held last year.

The other watercolour is one of a series of twelve that
Thomas painted detailing the stages involved in tin-plating
at the Treforest Tin-plating Works.  The article looks at
the painting from a medical and industrial viewpoint.  It
first appeared in the Journal of Occupational Medicine and
was spotted by a Friend who thought it deserved a wider
audience.  I need, therefore, to thank David Williams for
his work in bringing it before you.  Additional thanks go
to Kay Kays for providing the image.

Those of you who have visited St Teilo's Church at St
Fagans will be aware of the many images that adorn the
interior.  One of these featured in an article in March 2015
edition but I am pleased that the author has provided
another on a painting of St Margaret killing a dragon.  The
article sorts out the whys and wherefores of showing such
a deed in Wales.

The final article looks at the work of Maurice Marinot, a
French 20th century artist, who started as a painter but
became enthused by the artistic possibilities of glass.  The
Museum holds a significant number of his works covering
paintings and drawings as well as works in glass.  Thanks
need to go to Rhodri Viney for sourcing the article and
obtaining permission to use it.

As usual there is a Museum News section giving snippets
of what has been happening at the Museum's various sites.
The Friends News section is devoted this time to reports
of two of the visits organised by members of the Friends
committee which are supported and enjoyed by you.

I will finish by giving a plug for both the Prints and
Drawings Study Room and the Library.  As you will see
from articles in this edition they house treasures that are
well worth seeing.  If you know what you would like to
look at, all you need to do is to book an appointment and
the staff will be more than willing to welcome you.

Diane Davies
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FROM THE CHAIRMAN

On February 4th this year, on a rather cold and wet
morning, I was invited, together with a number of other
people including the then Welsh Government Deputy
Minister for Culture, Sport and Tourism Ken Skates, to a
very special event at St Fagans National History Museum.

The event was the ‘topping out’ ceremony for the new
main building.  I must admit that before attending, I had
never heard of such a ceremony, and certainly had no idea
of what to expect.  However, everything soon became
clear as it was explained to me that the practice of ‘topping
out’, a ceremony which has its origins way back in the
Viking period, occurs once a building has reached its
highest point, and involves placing a branch of a tree
symbolically on the top of the building in celebration.

During the visit, to what can best be described as a build-
ing site, we were were asked to imagine, with the help of
artist drawings, what the buildings might look like once
they are finished and furnished.  Exciting times indeed for
the National History Museum as it continues further to
help interpret to visitors from across the world the diverse
experiences of Wales and its people throughout the ages.

After the visit, as I drove back home, I reflected on how
the museum at St Fagans had grown over the years from
its small beginnings in the late 1940s to what it is today.  In
particular, I thought about the vision of the people who
strove to make it one of the finest and most highly regard-

ed museums of  ‘folk’ and social life in Europe, if not the
world.

Fifty years ago, when I had just finished at university and
was waiting to start my first teaching post as a history
teacher, I spent a happy summer vacation working as a
‘gofalwyr’ (keeper) in St Fagans.  The summer of 1966 was
special in more ways than one and I particularly remember
one Saturday afternoon in July when there were hardly any
visitors to the Museum.  Yes, it was the afternoon of the
World Cup Final between England and Germany!

My experience of working in St Fagans, looking much
more closely than ever before at the buildings and the
items on display, helped me to appreciate even more fully
the richness and variety of what the National History
Museum has to offer.

As Marcus Garvey, the Jamaican civil rights leader Marcus
Garvey famously said: “A people without knowledge of the their
past history, origin and culture is like a tree without roots”.

National Museum Wales, across all its sites, continues to
strive to give people of all ages and backgrounds this map
of the past, thereby helping to ensure that people who visit
develop firmer roots and greater historical understanding.

In our small way, as Friends, through our active interest
and support, we are also helping National Museum Wales
achieve these objectives.

Richard Carter
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A TULIP VASE DESIGNED BY WILLIAM
BURGES FOR CARDIFF CASTLE, 1874

Andrew Renton

A mgueddfa Cymru is delighted with its recent ac-
quisition of a remarkable pottery vase designed by
William Burges (1827-1881) for the Summer

Smoking Room at Cardiff Castle, the pseudo-mediaeval
extravaganza he created for John Patrick Crichton-Stuart,
3rd Marquess of Bute (1847-1900).  This vase (shown on
the back cover) is among the most important examples of
Victorian design with a Welsh connection.  It was created
as part of one of the pre-eminent architectural and decora-
tive commissions of the nineteenth century, and certainly
the most significant in Wales.

Burges was, perhaps, the most original and exuberant
architect-designer of the 19th century, widely regarded at
the time of his early death as the most brilliant of his
generation.  Burges considered A. W. N. Pugin, famous for
the ornamentation of the Palace of Westminster, to be his
great hero.  However, his strongest early influence was the
doctrine of 'progressive eclecticism' of his patron A. J. B.
Beresford Hope, who hoped, that by drawing on a wide

range of historical styles, architects would create a new
style worthy of the Victorian age.  Burges inherited signif-
icant wealth, enabling him as a young architect to travel
widely in Europe and as far as Turkey, while also studying
the arts of Japan, India, Scandinavia and North Africa.  As
a result, his work is distinguished by its imaginative but
informed use of multifarious sources, most obviously the
architecture and design of mediaeval Europe but including
those of the Islamic world and East Asia, Pompeii and
Assyria.

At Cardiff Castle, given free rein by the hugely wealthy
Marquess of Bute, Burges’s imagination created one of the
great masterpieces of Victorian architecture.  The exteriors
of this uninhibited architectural fantasy were inspired by
French mediaeval castles, while the interiors are alive with
coloured carvings, panelled walls and painted ceilings.  The
Summer Smoking Room at the top of the Clock Tower
was the pièce de résistance, where a set of four tulip vases
designed by Burges was integral to the room’s amazingly
theatrical effect.

Late in his life Burges came to believe that the future of
architecture lay in a renaissance of the 'minor arts'.  Conse-
quently, his designs for furniture, metalwork, jewellery,

Axel Haig, Design for the Summer Smoking Room at Cardiff Castle (Watercolour, c1870)
© Amgueddfa Cymru / National Museum Wales
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stained glass and ceramics were just as inventive, scholarly
and elaborate as those for buildings, and were conceived
as integral to the architectural schemes he devised.  This
made him a key influence on the Arts and Crafts movement.

The vases themselves are made of a white porcelain-like
stoneware, hand-painted and gilded.  They have a globular
body and four smaller necks round the central one.  They
are painted in the glaze with parakeets sitting in blue
scrolling foliage, while around the belly are four oval
armorial bearings associated with the Bute family.  Inscrip-
tions round the neck (ANNO : DOMINI : 1874) and lower
belly (IOHN^S PATC^S MARCQ DE BUTE) identify the
patron and date.

Unfortunately there is no record of who made or decorat-
ed the vases.  While it is usually proposed that they were
made in Staffordshire, they may in fact have been made by
George Maw of Broseley, Shropshire.  Best known for
their tiles, Maw & Co manufactured Burges’s own tile
designs, including those for Cardiff Castle's Summer
Smoking Room.  They also produced moulded architectur-
al ceramics and were quite capable of making unusual
vessel forms, such as the well-known vase in the form of a
swan designed by Walter Crane in 1889.  They were
certainly manufacturing ambitious pottery vessels as early
as 1874, as described in The Art Journal that year by a
Professor Archer in terms that could apply to the Burges
vases: “Some of the designs, as in that of a jardinière in Louis
Quatorze style and in a number of vases formed after Indian,
Moorish and classic models, are works which would do credit to the
oldest-established potteries, whilst some of the colour-effects displayed
upon them have a richness that has never been surpassed.  For these
articles a white clay is used, and they may be classed as semiporcelain
with a very firm, hard texture.”

The decoration of the vases may be the work of W B
Simpson of 456 West Strand, Maw’s agent in London.

Maw sent the “majolica tiles for architectural purposes”
which he had developed to Simpson for them to
be painted by hand and fired.  As the tiles at
Cardiff Castle show, these were of outstanding
quality, and the Summer Smoking Room vases are
very much their equal.

The commission to rebuild Cardiff Castle provid-
ed Burges with an unprecedented opportunity to
realise his ideas on a grand scale.  Bute’s unparal-
leled wealth, his love of travel and his romantic
passion for the Middle Ages made him the ideal
patron for Burges.  As leading Burges expert J.
Mordaunt Crook has written, “Cardiff was the com-
mission of a lifetime: the chance of creating a dream castle
for Maecenas himself.”  The Clock Tower is the most
prominent element of Burges's Cardiff Castle and
created a sensation when the architect revealed his
design at the Royal Academy in 1870.  Each
apartment was richer than the one below and it
culminated in the galleried Summer Smoking
Room, probably the finest example of Burges’s
fantasy architecture.  It was (also in Mordaunt

Crook’s words) “a veritable skyscraper among palaces. A sky-
scraper, moreover, clad in the garments of progressive eclecticism.”

The guiding iconographic theme of the Clock Tower is
time.  The Summer Smoking Room's decorative scheme is
inspired by astronomy, illustrating the divisions of Time
and the organisation of the Cosmos.  Its tiled floor, mod-
elled on tiles before the high altar in Westminster Abbey,
depicts the five continents, the Holy City, and the life cycle
of the birds and beasts of the earth.  The chimneypiece is
carved with the amusements of summer, love in particular.
A frieze of painted tiles illustrates the legends of the
zodiac, with subjects such as Apollo and Cupid, Castor
and Pollux, and Europa and the Bull.  Paintings around
the walls by Frederick Weekes represent seventeen differ-
ent types of metal and in the spandrels astronomers of the
past.  In the centre hangs a sun-burst chandelier in the
form of Apollo.  Between the ribs of the dome are figures
of the four elements – earth, fire, air, water – while in the
four corners are giant carved anthropomorphic corbels
depicting the eight winds of Greek mythology, such as
Africus, Auster and Zephyrus.  Also designed by Burges,
the furniture included luxurious ottomans and inlaid chairs
of Jacobean shape and Romanesque decoration.  This all
typifies Burges’s richly eclectic and allusive approach.

Designed to sit as bright highlights in each corner of the
room on the carved stone corbels depicting the winds, the
set of four tulip vases was an integral part of this amazingly
theatrical whole. Axel Haig’s watercolour of about 1870
illustrating Burges’s original vision for the Summer Smok-
ing Room (in Amgueddfa Cymru’s collection) depicts
vases in the corners different to the form eventually pro-
duced and more generic in character.  Comparison with
the completed vases shows that Burges subsequently ex-
pended special care and imagination on their design to
make them play an active role in his concept for the room.
Their decorative details contributed to the room’s themes

Detail from the watercolour showing a vase on a corner stand
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and helped to animate the space. The colours – blue,
green, gold and ochre – reflect those elsewhere in the
room, such as the orange and blue of the upholstery of the
ottomans, while the armorials echo those around the base
of the gallery. More particularly, the parakeets – love-birds
and an especially favourite motif of Burges – develop the
theme of love, echoing the parakeets carved and painted in
the hands of the sculpted figure of Amor perched on the
chimney hood as well as on the hood itself and painted in
roundels on the underside of the room’s gallery.

The design and decoration of the vases are an imaginative
admixture of sources as varied as mediaeval architecture
and illuminated manuscripts, Italian Renaissance maiolica,
Dutch Delft pottery and Chinese porcelain.  This wide

Detail from an 1876 photograph of Burges’s Chambers, 15 Buckingham Street,
London which shows two rare multi-necked Chinese vases on the mantelpiece
of his office                                                         ©Victoria and Albert Museum

range of allusions was all part of the intellec-
tual games Burges enjoyed playing with the
Marquess of Bute.

Drawings of vases of similar form appear in
Burges’s Vellum Sketchbook (Royal Institute
of British Architects collection), one in par-
ticular annotated “this is a pot of glass / in
which you put flowers” and probably based on
a glass water-sprinkler typical of Catalonia
in about 1550-1650.  Another source of
inspiration for the form was the multi
spouted ceramic flower vases made in Iran
both in the 12th century and in the Savafid
period (1500-1722).  Closest of all are multi-
necked Chinese porcelain vases of the late
18th and 19th centuries, a rare form of

which two examples can be seen in photographs of Burg-
es's chambers at 15 Buckingham Street, London, in the
1870s.

The form is also an architectural one in miniature, strongly
influenced by one of Burges’s favourite mediaeval build-
ings, the multi-chimneyed kitchen of the Benedictine ab-
bey at Marmoutier near Tours in France.  This had been
illustrated by the hugely influential French Gothic Revival
architect Eugène Viollet-le-Duc in his Dictionnaire Rai-
sonné de l’Architecture Française du XIe au XVIe Siècle of
1856.  It also reworks one of Burges’s own earlier architec-
tural concepts, his unrealised design for the Bombay
School of Art of 1866 the circular smithy of which owed
its silhouette to the Marmoutier kitchen.  According to
critics, the Bombay design “caused a major stir in the architec-
tural profession” and was “perhaps the most marvellous design that
he ever made”.

The set of four vases was removed from Cardiff Castle by
August 1948, after the Castle had been presented to the
City of Cardiff in 1947.  Two were acquired by poet John
Betjeman, who in 1965 gave them to Charles Handley-
Read, whose thank-you note read “I am near to bursting with
gratitude and delight.”  One of these is now at the Victoria
and Albert Museum, the other at The Higgins, Bedford.
The other two were acquired by the Newport dealer, John
Kyrle Fletcher, who sold them to a private collector.
While one of these has now returned to Cardiff, at the
time of writing the fourth vase has had its export licence
deferred to give public bodies the opportunity to raise the
funding required to keep it in the UK.  It is strongly to be
hoped that a British institution will be able to raise the
funds to acquire it, so that the whole of this important
group can be preserved in public ownership in this coun-
try in perpetuity, with the chance of exhibiting all four
vases together at some point.

This acquisition was made possible by the generous sup-
port of the National Heritage Memorial Fund, the Art
Fund and the Headley Trust.  Their grants enabled the
Museum to buy the vase, after it too had had its export
licence deferred.

The kitchen at Marmoutier Abbey, from Eugène Viollet-le-Duc,
Dictionnaire raisonné de l’architecture française du XIe au
XVIe siècle (1856)
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THE GREGYNOG PRESS COLLECTION
OF SPECIAL BINDINGS

Jennifer Evans

T he Library of Amgueddfa Cymru has been the
welcome recipient of several generous loans and
donations including a collection of special bind-

ings produced by the Gregynog Press.

The Davies Sisters [Gwendoline and Margaret] were great
benefactors to the Museum by donating their extensive
collection of French Impressionist Art.  However, they
also established and ran their own private printing press:
the Gregynog Press operated for eighteen years and closed
in 1940.  It produced forty-two titles, with a further three
issued for private circulation, along with a large amount of
ephemera such as book prospectuses, music festival pro-
grammes, orders of service and Christmas cards.  Gwen-
doline Davies’s personal copies of all special bindings
produced by the Press, along with a collection of ephem-
era, is currently on long term loan to the Museum from the
Davies Trust and is housed in the Library.

The Press was set up at Gregynog Hall, just outside New-
town (Powys) and emerged from a scheme that the sisters
were working towards: setting up a cultural centre to
embrace arts, crafts and music.  This need to use their

Gwendoline Davies
© Amgueddfa Cymru / National Museum Wales

wealth for the education and wellbeing of the community
stemmed, in part, from their grandfather, David Davies
(1818-90).  He was a wealthy philanthropist and industrial-
ist who had been the owner of the Ocean Coal Company
Ltd and had built the docks at Barry.  He was also a Liberal
Member of Parliament, and one of the first governors of
the University College, Aberystwyth.  They would also
have been influenced by their brother, David, a Liberal
Member of Parliament, Parliamentary Secretary to Lloyd
George in 1916-17 and founder, in 1914, of the Welsh
Outlook, a monthly magazine which described itself as a
“journal of national social progress”.  The sisters began by
sponsoring various social and public causes, convalescent
homes and a trust fund for improved Welsh housing.

In 1921, Robert Ashwin Maynard, a young scenic artist
who had studied under Walter Sickert, was appointed as
Controller [manager] at Gregynog to develop the arts and
crafts centre and it was out of his interest in printing that
the Gregynog Press emerged.  At the sisters’ expense he
remained in London for eighteen months to gain the
expertise required in the crafts he was expected to teach.
The link with the world of private presses was to come
from J. H. Mason, whose printing and book production
classes Maynard attended.  It soon became apparent to
both himself and his employers that printing was where his
real interest lay.  The original concept of a cultural centre
was therein replaced by that of a private press.  Maynard's
first task was to design a Christmas card for 1922 and print
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120 copies on a hand press. Illustrated cards, festival
programmes, orders of service and other ephemera were
to become a staple of the Press's output.

During that same year, the sisters made an unsuccessful
attempt to purchase the Shakespeare Head Press. An
intermediary in the negotiations was Thomas Jones, Dep-
uty-Secretary to the Cabinet of Lloyd George and an
associate of their brother.  Jones was to become a close
friend and adviser, and a key figure in the development of
the Press.  He said of the Press, “it was an untidy, emotional,

Llyfr y Pregeth-wr (The Book of Ecclesiastes), special binding shown in slip-case (1927)
© Amgueddfa Cymru / National Museum Wales

The Life of Saint David (1927) wood engravings by Robert Ashwin Maynard and Horace Bray
© Amgueddfa Cymru / National Museum Wales

family and friendly affair which only slowly learnt business habits and
when it had learnt them it closed down”. (1)

In keeping with the usual private press ethos, profit mak-
ing was not a primary concern, although it was hoped that
it might eventually break even.  The main, but not exclu-
sive, criteria for the selection and production of books
were to be literary merit and excellence in craftsmanship.
One of the main features distinguishing Gregynog from
other private presses of the day was its in-house bindery.
Bindings were a central feature and one of its main innova-
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tions was the decision to issue, as part of its regular produc-
tion, special bindings of between fifteen to thirty copies of
each of its editions.  The earliest of these bindings were in
full leather and a fairly plain design; later bindings were
more ambitious and proved to be one of the Press’s finest
assets.  The first resident binder at Gregynog was John
Mason, who resigned in 1925 and was replaced temporarily
by Sidney Cockerell, who then recommended the perma-
nent appointment of George Fisher, his former pupil, and
Fisher ended up staying for twenty years.

Of the two sisters, it was Gwendoline who took a more
active interest in the Press.  She defined its major objective
as being, “to unlock the treasure house of Welsh literature, romance
and legend, and make it accessible to the English speaking public.”(2)

Some of these works were to be published in the original
Welsh but the idea was also to produce the best English
translations of Welsh works.  However, books without
Welsh connections were also felt to be a vital part of
Gregynog’s output to appeal to a wider audience.  The
Gregynog Board, responsible for choosing the books for
publication, was originally composed of the sisters and
Thomas Jones, although advice from friends and acquaint-
ances was often sought.  Literary merit was the chief
criterion for selection of texts but there was no consistent
editorial policy and titles were often chosen quite haphaz-
ardly.

Books emerged in limited editions of a hundred to five
hundred copies.  In 1924, Maynard's friend, Horace Bray,
a stage designer, joined him as resident artist and between
them they designed and illustrated eighteen books.  High-

 Fables of Esope, special binding shown in slip-case (1932) © Amgueddfa Cymru / National Museum Wales

lights from Maynard and Bray’s output include The Life of
St David (1927) and Llyfr y Pregethwr: the book of Ecclesi-
astes (1927).

Maynard’s early time with the Press was one of content-
ment, but this was to sour after only a few years, when he
began to feel physically isolated deep in the Welsh country-
side.  It was not easy to get out and about as there was only
one bus per week that ran into Newtown and Maynard is
rumoured to have clashed with the estate manager Thomas
Hughes over the use of the Gregynog cars.

Maynard eventually resigned, completing his last book in
December 1928.  This was the Rubaiyat of Omar Khayyam,
eleventh-century Persian quatrains, rendered into Welsh
by the Anglesey poet Sir John Morris-Jones, a scholar with
ironclad views on printing, illustration and typography.  He
and Maynard never met but wrestled via a long corre-
spondence as Morris-Jones appeared to find fault with
everything from Omar's beard, making him look too
youthful and non-Persian, to the quality of the ink.

Maynard and Bray left the Press in 1930 and were replaced
by the Scottish painter and art critic, William McCance as
Controller and Blair Hughes-Stanton as resident artist.
They were accompanied to Gregynog by their wives,
Agnes Miller Parker, herself a wood engraver of repute,
and Gertrude Hermes, a sculptor and wood engraver: both
women were paid a retainer by the Press.  Highlights from
this period include Comus (1931) and The Fables of Esope
(1932).
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Hughes-Stanton’s illustrations were undoubtedly responsi-
ble for some of the Press’s most exquisite works during
these years.  However his sensual, at times erotic, style did
not sit well with the sisters. The Revelation of Saint John
the Divine (1933), even though widely regarded as his
typographical masterpiece, especially tested the patience of
the Gregynog Board and a meeting was called to decide
whether to go ahead with his illustrations of male nudes.
Indeed, before taking Hughes-Stanton on, Gwendoline,
seeing some of his illustrations for the story, Susannah and
the Elders, had commented: “Oh dear!  Do you think we can
ever woo him from these delectable ladies?  They will never do for
Gregynog!  That will have to be made perfectly clear.  I am just boiling
with internal rage.”(3)

The openly bohemian lifestyle of both couples, did not sit
comfortably with the sisters and Gertrude Hermes failed
to have any of her work published in a Gregynog book.
Despite these doubts, the most successful year for Mc-
Cance and Hughes-Stanton was undoubtedly 1933, even
though it was to be their last year at the Press.  Among the
works issued were the highly praised Erewhon by Samuel
Butler, and The Lamentations of Jeremiah published in
1934.  The production qualities of these books, the beauti-
ful typography, Herbert Hodgson's printing and George
Fisher's binding, place them amongst the best of Gregy-
nog's work.

However, the Board had to reject a set of Hughes-Stan-
ton’s engravings for a forthcoming book, because they
were far too erotic and so, after three brilliantly creative
years, and to the relief of the Board, Hughes-Stanton,
McCance and their wives left the Press.

Loyd Haberly was the first of the Controllers not to be
resident at Gregynog.  A young American Rhodes Scholar,
he had been running his own private press, The Seven
Acres Press, in Buckinghamshire when he took up his
appointment at Gregynog in 1934.  Six books were issued
under his direction.  If these were not regarded as being
the most successful of the Gregynog publications, Haberly
was, at least, responsible for having a typeface cut especial-
ly for the Press, known as Gwendoline or Foligno.  How-
ever, the type was used for only one book, Eros & Psyche
(1935).  “I wouldn't have missed Gregynog”, Haberly said nearly
forty years later, remembering Gregynog's staff as, “a whole
crew of delightful mountain girls and boys.”(4)

James Wardrop, the fourth and final Controller of the
Press, assumed control on a part-time basis in 1936, after
the departure of Haberly.  He divided his time between the
Press and his work at the National Art Library at the
Victoria & Albert Museum.  Five books were produced
under Wardrop’s Controllership, and of these Joinvilles’s
History of St Louis (1937) is generally acclaimed to be one
of the great typographical achievements for a private press.
The book was Wardrop’s masterpiece, he even designed
the special binding himself.  However, he was called up to
the Ministry of Supply after the outbreak of war in 1939
and shortly afterwards he became ill.  These factors, com-

bined with a souring of relations between him and the
Press Board eventually compelled him to resign.

The Press closed in 1940 and if it did not quite fulfil
Gwendoline’s hope that it would support itself financially,
it undoubtedly did succeed in producing some of the most
finely crafted books of its day.  It was revived in 1974 by
the University of Wales, under the imprint Gwasg Gregy-
nog and a new generation of craftsmen are once again
continuing this tradition of fine book production.  The
Library holds a number of Gwasg Gregynog titles, in
addition to publications by other private presses.

Jennifer Evans is Assistant Librarian at Amgueddfa Cymru
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HEAT, SMOKE AND TEARS - THE
WORK OF MAURICE MARINOT

ÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌ

Bottle and stopper (Acid-etched, crackled and cased glass,
1929)                                                                  © Dr P. Merat
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“I have never seen anything so beautiful, so
precious and at the same time so simple.” (An-
dré Derain).

Maurice Marinot (1882-1960) is one of
the most important glassmakers of the
twentieth century.  He was a pioneer in
the development of glass as an art form.
In 1944, a munitions truck exploded out-
side his studio, destroying a lifetime of
work and making his glass very rare.

Marinot was born in Troyes, south-east
of Paris and began his career as a painter.
He enrolled at a prestigious Paris art
school, but was expelled for being a “dan-
gerous non-conformist.”  At the 1905 Salon
d’automne in Paris, his paintings were
shown alongside those by artists such as
Matisse and Derain.  Critics attacked the
exhibition for its riot of colour, coining
the term ‘fauves’ (‘wild beasts’) to de-
scribe the artists (see below).

In 1911 Marinot visited the glassworks of his old school
friends, Gabriel and Eugène Viard, at Bar-sur-Seine.  He
was immediately captivated.  Desperate to learn the se-
crets of glassmaking, Marinot persuaded the Viards to
give him a work space and tools.  He initially drew on his
experience as a painter, decorating pieces made by others
with vibrant enamels.  By the early 1920s, he was suffi-
ciently skilled to begin creating and exhibiting his own
glass.

“To be a glassman is to blow the transparent stuff close to the blinding
furnace…to work in the roasting heat and the smoke, your eyes full
of tears, your hands dirtied with coal-dust and scorched.” (Maurice
Marinot, 1920).
Marinot made unique works, entirely by hand, that he
considered as creative and meaningful as painting or
sculpture.  His glass is dense, bold and highly experimental,
with an emphasis on form and a constant interest in the
effects of light.  Working in glass provided Marinot with
the opportunity to extend his exploration of colour – from
delicate, opaque pinks and rich purples, to lucid greens and
shimmering metallic.  Taking inspiration from nature, his
objects can seem as if they are cut from a block of melting
ice, carved from granite or filled with murky pond water
(see above).

Marinot’s career in glass was intense and very successful,
yet relatively brief.  In 1937 failing health and a catastroph-
ic fire at the glassworks meant he stopped making after
twenty-six years of experimentation. His extraordinary
achievements continue to influence glass artists today.

In 1973 Florence Marinot, the artist’s daughter, gifted
works to Amgueddfa Cymru.  Florence chose to donate
them to this Museum due to the strength of its collection
of modern French paintings.  Only three other collections
in the UK and Ireland hold work by the artist: the Victoria
and Albert Museum, New Walk Museum in Leicester and
the National Gallery of Ireland.

Rachel Conroy

Acknowledgement
With thanks to Dr P. Merat for permission to reproduce images
of work.Maurice Marinot, In a Garden (Oil on canvas, 44cm x 36cm,

1908)                                                             © Dr P. Merat

Detail of a bottle (Bubbled and acid-etched glass,1929)                © Dr P. Merat
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MARIA SIBYLLA MERIAN (1647-1717):
ARTIST AND NATURALIST

Diane Davies

N ext year sees the 300th anniversary of the death
of a remarkable woman.  She was a multi-tasking
woman par excellence: naturalist, artist, engraver,

teacher, merchant dealing in paints and preserved speci-
mens, publisher, housewife and mother.

She is Maria Sibylla Merian and she was at the forefront of
late seventeenth century research into the life-cycles of
insects, particularly moths and butterflies.  Her watercol-
ours and prints of these insects and the plants on which
they live and feed were so full of artistic creativity that they
became collectors’ items even in her lifetime.  Kim Todd,
in her recent biography, sums up why she is important
today: “Her focus on direct observation, fieldwork, the entire life
cycle and the inter-relationship between plants and animals helped lay
the ground-work for modern-day biological sciences, particularly
ecology.”

In this article I am focussing on works held by Amgueddfa
Cymru and only briefly touching on her life, although her
life-story is fascinating in its own right.  The Library of
National Museum Cardiff holds three volumes and 100
prints of her watercolours.  They form part of the
Willoughby Gardner collection, which readers may re-
member formed the subject of an article in the last News-
letter.  Two of the books are the first two of three volumes
of what is now known as the Raupenbuch (Book of Caterpil-
lars).  They were written and published by her in 1679 and
1683 using her husband’s publishing house.  Each book
consisted of text linked to a set of fifty copper line-engrav-
ings.  The third volume appeared after her death.  The
volumes broke new ground for a scientific text by being
published in German rather than scholarly Latin.

The other volume held by the Library was also published
after her death in 1717 and is a reworking of the three
volumes into a single book written by her in Latin (which,
in itself, is remarkable given that, as a woman, she would
have had no access to the academic training open to a man
with her interests).  Willoughby Gardner was not one for
providing details about his purchases, so there is no infor-
mation about how and why these important acquisitions
came into his library, we can only be thankful they did.

Merian was born in Frankfurt-am-Main.  She was part of
an extended family of painters, printers and publishers and
so she grew up in an environment where women had
traditionally been involved in the business of publishing,
painting and engraving since the fifteenth century.  Her
father was the Swiss engraver and publisher, Matthäus the
Elder.  He was a widower who married her mother, Johan-
na Sybilla Heyne, in 1646 but he died when she was just
three.  A year later, in 1651, her mother remarried the
still-life  painter  Jacob Marrel.  So it was through her
step-father that she learnt to paint and draw.

Merian gives an insight into her childhood in the foreword
to her most famous work, Metamorphosis Insectorum
Surinamensium which details the natural history of the
Dutch colony of Surinam (yet another fascinating story
that I must leave readers to pursue).  She writes about how
she spent her time investigating insects, beginning with
silkworms in her home town of Frankfurt-am-Main.  She
realized that other caterpillars produced beautiful butter-
flies or moths and this led her to collect all the caterpillars
she could find to see how they changed.

Why did she become so interested?  The silkworm was
important in the economic prosperity of Frankfurt being
linked to the success silk-weaving businesses of Flemish
immigrants.  Then again the Pietist convictions of her
family could be expressed through the family business
whereby images of the beauty of even the smallest of
God’s creatures could be distributed and the magnificence
of God’s creative powers celebrated.

In May 1665, at the age of eighteen she married her
step-father’s apprentice, Johann Andreas Graff who came
from Nuremburg.  In January 1668 she had her first
child, Johanna and two years later the family moved to
Nuremburg.  In 1678, she gave birth to her second
daughter Dorothea Maria.  Her marriage was an unhappy
one and after her stepfather died in 1681 she moved in
with her mother.  In 1685 she separated from her husband
and moved to Wiewward to join the Labadist community
in Waltha Castle which had been given to the Labadists by
Cornelis van Sommelsdijk, Governor of Surinam.   How-
ever, in 1691 she left the community and moved to Am-
sterdam (perhaps sensing that the community was coming
to an end as it closed in 1692).

The books are the fruits of Merian’s investigation of the
life cycles of butterflies and moths in her garden and the
surrounding countryside in Frankfurt-am-Main, Nurum-
berg and the Netherlands.  She describes the plants they
feed on, the eggs they lay, the caterpillars that hatch and
the cycles of pupation they go through and the final imago
(the moth or butterfly that emerges).  In addition she
investigates the parasites that prey on the eggs and larvae
so that so that what emerges, instead of an imago, is a
maggot of a parasitic fly or wasp, whose life cycle she then
also follows.  All this is captured in the single artistic print
and detailed in the corresponding text that accompanies
each image.

The title on the cover of the book is Der Raupen wunder-
bare Verwandelung und sonderbare Blumennahrung which
can be translated as, “The caterpillars marvellous transformation
and special plant-food”.  Around the title is a wreath of
mulberry leaves showing the various stages of the silk-
worms’ metamorphosis on the mulberry’s leaves and
branches (see front cover).

Perhaps before discussing the plates in more detail, a word
about the stages moths and butterflies go through and the
terms used might be helpful.  The final state of a moth or
butterfly is known as an imago, it is the reproductive stage
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and the female lays eggs.  The next stage is a larval stage:
the eggs hatch into caterpillars which are basically feeding
machines, shedding their skins as they get bigger until they
are big enough to pupate.  The pupa or chrysalis is a
non-feeding stage where the insect creates a hard shell in
which its metamorphosis to an imago takes place.  Some
species will spin a cocoon of silk before pupating.  These
terms were, to a certain extent, employed in Merian’s time
as they are derived from Latin.  Merian, though, was
writing in German and employed more descriptive terms:
for instance, she referred to the pupa as a Dattelkern
(date-stone) and butterflies as Sommervogeln (summer-birds).

It had been known for centuries that caterpillars metamor-
phose into butterflies and moths.  Over five thousand
years ago, the Chinese had recognised the metamorphosis
of the silkworm larva and had begun breeding the moth
for its silk.  However, in Europe, in the middle of the 16th
century, many still thought that insects reproduced by
spontaneous generation in which decaying matter was
transformed into living animals.  There was a growing
understanding in scientific circles of the process of meta-
morphosis in the insect world, but what was very puzzling
to Western naturalists at that time was the apparent meta-
morphosis of moth or butterfly larva into a completely
different insect.

Plate 17 from Volume I shows the various stages of a
Lappet (Gastropacha quercifolia) with two caterpillars plus
cocoon and pupa.  She reports that the moth lays white
eggs decorated with round, sea-green markings and that
both caterpillars gave rise to the same moth.  She modestly
adds that she leaves it to experts as to why two such
different caterpillars could lead to the same sort of moth.

Plate 2 from Volume II (on page 14) shows a pear-tree
branch, and illustrates the complex mini-world that exists
on the branch and leaves.  She reports that the caterpillar
of the Large Tortoiseshell is found throughout May in
pear, apple and cherry trees and their presence can be very
damaging to the leaves which are their food source.  She
describes how they pupate at the end of May: they shed
their old skin and spin a a silk-like thread from their mouth
around their body to form a cocoon which hangs from a
branch or wall until the imago emerges after fourteen days.
She goes on to note that it flies throughout the summer
until the summer heat dies down.

However, she also reports that many small white maggots
grow in some cocoons before emerging to feed and shows
three on the lowest leaf.  After twelve days small green
flies with a golden sheen emerge as shown at the bottom
of the image.

Plate 17 from Volume I of Raupenbuch
showing various stages of the Lappet moth
(Gastropacha quercifolia) (Hand-coloured
engraving, 210cm x 170cm, n.d.)

© Amgueddfa Cymru / National Museum
Wales
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The other inhabitant of this mini-world that Merian dis-
plays is an ermine micro-moth (Yponmeuta sp) which she
reports as a pest on fruit trees.  She describes how the
caterpillars form a web that is a communal home with
rooms and holes to enter and exit.  Here they reside during
the heat of the day, emerging at cooler times to eat vora-
ciously until the end of May.  Then each individual spins a
cocoon and from some emerge the fully formed imago
and she shows two of them.  Above them is a thread-like
worm coiled about itself which, she reports, live inside and
feed on some of the caterpillars and the subsequent imago
before emerging from the host.

Plate 43 from Volume II (on page 15) tells another com-
plex story that baffled contemporaries and allowed the
idea of spontaneous generation to remain a possibility in
certain circumstances, for seemingly three different sorts
of insects could emerge from the same caterpillar.

On the right on the bottom is portrayed a caterpillar that
transforms into a pupa shown above it.  From this emerg-
es a grey moth with black stripes in the middle of August,
which flies by night.  Then on the top blooms of the plant
stands a caterpillar which she reports receiving in June.
She goes on to describe its way of moving: it had no feet
in the middle of its body so instead it used  small claws at

the head end to grip and two members at the other end to
bring its body forward creating an arch.    Its food source
is Knotgrass.  At the end of July it became a brown pupa
shown below the caterpillar on a curved stem.  In Septem-
ber a white moth with red and brown stripes emerged and
is shown sitting on the top of the plant.

The other side of the print portrays a much more baffling
and disturbing story.  At the bottom is a caterpillar and she
reports that on the 14th July thirty-four small maggots
emerged.  They quickly metamorphosed into small white
pupae which can be seen directly above the caterpillar
before becoming hard and dry.  From these emerged small
black flies on the 31st July.  From another caterpillar
(drawn above) emerged a single maggot of the same
colour and size.  It too withered and became a brown
pupa as shown on the small leaves of the plant.  On 31st
July emerged a large fly, brown with black stripes.

Merian’s great contribution in her Raupenbuch series was
to provide images that are aesthetically pleasing and, at the
same time, help the reader to identify insects in nature
through the detailed portrayal of each stage.  The text then
offers practical advice as to when and where to find any
particular species as well as detailing the various metamor-

Plate 2 from Volume II of Raupenbuch
showing a Pear branch (Hand-coloured
engraving, 210cm x 170cm, n.d.)

© Amgueddfa Cymru / National Museum
Wales
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phoses they undergo.  All in a language lay-people could
understand.  This was new in scientific literature of the
period.

Recent biographers have seen her life-story as a series of
transformations using the metaphor of metamorphosis to
characterise them.  So you will not be surprised to learn
that after ten years in Amsterdam she sold everything to
finance a two-year trip to the Dutch slave-colony of Suri-
nam in South America.

The watercolours and book she produced as a result made
her even more famous.  However, in scientific terms they
were more controversial.  The rigorous approach she had
adopted at home was not possible in Surinam.  The prob-
lem was tracking the life cycles of the insects she saw or
was given.  The other stages of the striking imagos or
caterpillars were lived in the inaccessible jungle or high up
in the canopy.  Assumptions had to be made in creating the
dramatic illustrations that made Metamorphosis Insecto-
rum Surinamensium such a success.  Moreover her book
reported on the remedies that the indigenous population
used the plants for and made telling criticisms of slavery
which were not normal subjects for a scientific treatise.

By the nineteenth century such ways of dealing with the
natural world were no longer acceptable.  Rather a strict
adherence to taxonomic classification was seen as the only
way of understanding the natural world.  Also some
assumptions in her book on Surinam were judged to be
plainly wrong (although a proportion have been proved to
be correct).  It led to her dismissal as an important scientist
and a down-grading of the significance of her watercolours
and prints, despite their artistic merit.  Only in the late
twentieth-century has the importance of a close under-
standing of the inter-relationship of plants and insect
species again come to the forefront and her importance as
an artist and naturalist again recognised.
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(Hand-coloured engraving, 210cm
x 170cm, n.d.)
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THE CONSERVATION OF THOMAS
HENRY THOMAS, THE GREAT CAN-
YON OF THE YELLOWSTONE FROM

THE LOWER FALL

This large and impressive watercolour by Thomas Henry
Thomas (1839–1915), one of the founding fathers of
Amgueddfa Cymru, came up for sale at a local auction
house in 2012.  Thomas visited Yellowstone in 1884 whilst
on a trip with the British Association.  In 1888 he pub-
lished two special supplements in The Graphic, illustrated
with engravings of drawings and watercolours painted
from this trip, including this watercolour.

Although the Museum already had an extensive collection
of works by T. H. Thomas, this appeared to be an impor-
tant exhibited work and therefore Beth McIntyre, Prints
and Drawings curator, was very interested in it and keen to
view.  On viewing the picture, it became apparent that the
work was in a very poor condition.  The glass was missing
from the frame, whilst the frame itself was missing much
of the ornament and had apparently been sprayed with
gold car spray paint.  The watercolour was scratched across
the whole surface, most likely caused either by shattered
glass or the fact that it had no glass to protect the surface.
In the sky there was obvious retouching which was very

yellow and disfiguring.  The white pigment had also caused
discolouration of the paper.  Despite this, we felt that the
work was important enough to pursue at auction in order
to acquire it for the National collection: the damage was
serious but I felt that the picture was not beyond rescue.
Fortunately the Museum was successful in acquiring the
work.

The true extent of the damage became evident when the
picture was delivered to the paper conservation studio at
Cathays Park and unframed.  Typical of large scale exhibi-
tion watercolours, the watercolour had been attached to a
wooden strainer.  This is done to minimise movement of
the paper and to keep it as flat as possible, similar to the
stretching out of paper carried out prior to starting a
watercolour.  It had been carried out by wrapping the
paper (primary support) around a wooden frame and
gluing (adhering) it to the wood, just around the very
edges.  The re-touching in the sky had been carried out by
using oil paints and covered poor repairs to tears in the
paper.

I decided to remove the watercolour from its strainer; not
a job I would do unless I had good reason to.  But on
balance, this was the only way to properly treat the water-
colour.  After removing it from the strainer it then became

Thomas Henry Thomas, The Great Canyon of the Yellowstone from the Lower Fall (Watercolour, 70cm x 95cm, 1886) after
restoration © Amgueddfa Cymru / National Museum Wales
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Watercolour before restoration: detail of top left-hand corner
showing staining and discoloration
© Amgueddfa Cymru / National Museum Wales

Frame before restoration: detail showing the damage and
modern gold paint
© Amgueddfa Cymru / National Museum Wales

Watercolour before restoration: detail of central section
showing scratches
© Amgueddfa Cymru / National Museum Wales

apparent that the repairs had been carried out using a
Polyfilla-type substance - not something to be recom-
mended!

So then began the slow process of conserving the frame
and the watercolour.  The frame was sent to a private
frame conservator in Brecon.  After some preliminary
treatment in-house, the specialist frame conservator
moulded and replaced the most obvious missing areas,
stripped back the modern gold paint and re-gilded the
frame.

Meanwhile I was treating the watercolour.  I decided to
remove the oil paint re-touching and the Polyfilla repairs,
to enable me to properly repair the paper and get the
watercolour lying flat.  This is the moment every conserva-
tor dreads, as the watercolour suddenly looked worse than
it did when it first arrived! Having done this I decided to
reduce the discolouration in the sky and the staining
around the white pigment by washing these areas on the
vacuum table.  This was carried out over the course of a
day and, although the discoloration and staining were not

Label on backboard of the frame
© Amgueddfa Cymru / National Museum Wales

totally removed, the results were a definite improvement.
The paper could then be repaired using Japanese tissue and
wheat starch paste and pressed for a number of weeks.

There was then a decision to be made about whether to
re-adhere the watercolour back onto the original strainer
or replace it with something new.  Due to the condition of
the strainer, which was warped and split, I decided that
after all the work done so far it would be safer and more
prudent to use something new. Because of its size and its
history, it is always preferable to follow technically what
has been done before and so I chose to stretch (attach) the
watercolour onto a double layer of Museum-quality mount
board, cut to exactly the same size as the original strainer.
The watercolour was not stuck down to the board but false
margins were made from thick Japanese tissue and adhered
to the edges of the watercolour on the back.  These strips
were then wrapped around the new board and adhered
along the edges on the back.  Labels on the back of the
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THE LETTER IN THE LAMP

During the early part of this year Big Pit received the
donation of a flame safety lamp and a letter dated 1928.

The Letter

The letter, which was found tucked into the bonnet of the
lamp by the donor, is dated 10th January 1928 and was
addressed to a Mr J. Hawes (a relative of the donor) and
signed by D. Lloyd Davies of Maerdy, Rhondda.   In the
letter, Mr Lloyd Davies apologises for the delay in sending
a miner’s lamp to Mr Hawes because he was looking for
one “of equal historical distinction for our friend the coroner”. The
letter describes the lamp, which was ready to be sent to Mr
Hawes, as “one of the few that was recovered from the terrible
Cilfynydd Explosion (June 1894)”. The letter goes on to say
that, “things continue very black in this Rhondda area and will
confess that the last was the blackest Christmas I’ve ever spent.”
The donor explained that her relative, James Hawes, had
funeral businesses in at least four locations in London.  I
knew that a David (‘Dai’) Lloyd Davies was an official of
the Maerdy Colliery Lodge of the South Wales Miners’
Federation around this time.  Although it is not mentioned
in the letter, the connection between the two gentlemen
appears to be the 1927 Welsh Hunger March when 270
unemployed south Wales miners marched to London.
David (‘Dai’) Lloyd Davies had taken a leading part in that
march.

The 1927 Hunger March

Among the aims of the 1927 Hunger March from south
Wales was the wish to draw attention to the plight of the

unemployed in the coalfield and to the continuous closing
of mines which was adding further to unemployment and
poverty.  Many unemployed miners volunteered to march
but the men actually recruited were drawn from those
who had been denied Labour Exchange benefit and Poor
Law relief.  In order to give each man sufficient clothing
and stout boots, the collection of money and clothes was
organised in the mining villages.  Every marcher was to
carry a lit miner’s lamp. The march began from Maerdy at
the top of Rhondda Fach on 8th March 1927 and reached
London by the 20th.  They had marched through many
towns and villages including Bristol, Bath and Swindon
where they were greeted by crowds of sympathisers. At
the end of the march a huge demonstration was held in
Trafalgar Square where thousands gathered in pouring
rain to express solidarity with the unemployed miners.

Unfortunately two of the miners died during the march.
Mr Arthur Howe of Trealaw died in a traffic accident and
Mr John Supple of Tonyrefail died of pneumonia which
he contracted during the rain soaked rally in Trafalgar
Square.  As Mr Hawes was an undertaker and a coroner is
also mentioned in the letter, it appears that they must have
assisted the marchers when dealing with their deceased
colleagues.

Miners’ safety lamp from Albion Colliery, Cilfynydd
© Amgueddfa Cymru / National Museum Wales
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original strainer were removed, washed, lined and put in
the watercolour’s file.

Once the watercolour was re-attached I could then get on
with the time-consuming process of re-touching the miss-
ing areas.  Using Windsor & Newton watercolours I care-
fully filled in the missing areas along all the scratches and
in the sky area.  I did a little and often over the course of
two weeks, so that I did not get over-tired or rush through
it.  The areas in the sky were the hardest and it was
impossible to achieve invisibility; a target not helped by
needing to get transparent colours to cover already discol-
oured paper.  New, low-reflective glass was cut and the
watercolour re-fitted in its frame.  Overall I am pleased
with the results and the conserved watercolour, re-framed
in its restored frame looks very handsome indeed.  It was
the central work in the Gallery 5 display in 2015 that
celebrated the life and work of T. H. Thomas and marked
a century since his death.

Emily O’Reilly

Emily O’Reilly is Principal Conservator Paper at Amgueddfa
Cymru
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Wal Hannington, a leader in the National Unemployed
Workers Movement at the time, described the bodies
being sent back to south Wales in his memoirs Unem-
ployed Struggles, 1919-1936, (EP Publishing, 1973): “In the
funeral procession which marched through London the coffins were
covered with the red flag of the workers and on each stood an unlighted
miner’s lamp.   The silent march to Paddington Station was most
impressive; thousands on that great station stood hushed in silence as
the marchers bore the bodies of their dead comrades to the van of the
train.” Mr Hawes did eventually receive his lamp and the
donor remembers him treasuring it all his life.

The Lamp

The explosion at Albion Colliery, Cilfynydd, occurred on
23rd June 1894.  It was estimated that over 290 men and
boys died (no record of who was working underground
was being kept at that time).  Very few escaped and, of
those that did, most died of their injuries.  A large number
of the killed were from north and west Wales and were
lodging in the village while working to raise enough money
to bring their families to Cilfynydd.  Another large section
of the workforce had come there from Mountain Ash and
had followed the manager of Albion, Mr Philip Jones, who
was from that area.  Albion was the second biggest mining
disaster in Wales after the explosion at Universal Colliery,
Senghenydd, which killed 439 men and boys.  For a fuller
account of the disaster please see One Saturday Afternoon
by R. Meurig Evans, a former education officer in the
National Museum, (National Museum of Wales 1984).

The lamp itself is a Bonneted Clanny flame safety lamp of
the type used in Albion Colliery, Cilfynydd at the time of
the disaster.  It appears that the Albion miners purchased
their own lamps at that time, rather than their being
supplied by the company and, in spite of the rule that the
men were not to take their lamps home, many seem to
have ignored that order.  The only markings on the lamp
are ‘A 10C3’ stamped at the top of the oil vessel and the
same on an attached plate to the right of the lead plug lock.
There is no maker’s name plate on the bonnet and no
indication that there has ever been one.  It seems unlikely
that we will ever know who actually owned this lamp.  The
lamp has damage to the top of the bonnet, which has
surface rust, and a large crack down the glass. It cannot be
determined whether these were caused during the disaster
or later.  Apart from this damage, the lamp is complete and
in good condition.

The mystery here is where Mr Lloyd Davies obtained the
lamp.  It is probable that the lamps of those killed were
salvaged from the workings and brought up to the surface
after the disaster.  However, because these lamps were
owned by the miners the lamp may have been returned to
the family.  However, where this particular one was kept
between 1894 and 1928 and how Mr Lloyd Davies ob-
tained it for Mr Hawes, is a mystery.

Ceri Thompson

Ceri Thompson is Curator at Big Pit: National Coal Museum

1927 Welsh Hunger March with Wal Hannington second from left at the head of the march
© Amgueddfa Cymru / National Museum Wales
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FROM WALES TO WHITE HOUSE?
AN EXPLORATION OF HILLARY
CLINTON’S WELSH ANCESTRY

Rosemary Davies

H illary Clinton has been in the news a lot lately as
she strives to become President of the United
States of America and indeed the first woman

President.  Back in 1999 when she was contemplating
running for the senate seat in New York and was living in
the White House because her husband Bill Clinton was
himself President, the story broke in a London newspaper
(the Sunday Times) that her mother Dorothy Rodham
(neé Howell) was intensely proud of her Welsh ancestry.
I was working as an archivist at the West Glamorgan
Archives in Swansea at the time and I was contacted as the
writer of the local newspaper’s weekly column on all things
genealogical.  Was there any truth in the story that Hillary’s
great grandfather had been born in Swansea?

One thing led to another and I ended up sending the
results of that piece of research - more of which later - to
Hillary’s mother Dorothy Rodham, more out of courtesy
than anything.  Imagine my surprise to receive the reply
dated 23rd February 2000, (shown on page 21), especially
as it revealed that Hillary apparently had Welsh roots on
her father’s side too.

So what of the ‘Welshness’ of the Rodham/Jones side that
Hillary’s mother Dorothy was also so proud of?  Time to

investigate again now that I was retired and had more
time.

Hillary’s father, Hugh Ellsworth Rodham (born on 2 April
1911), was born in the US as were his siblings William S.
and Russell D. but what about his father and mother?
They were, as shown on the 1920 US Federal Census,
Hugh S. (Simpson) Rodham, born in England, and his
wife Hannah (neé Jones) born in Pennsylvania but with a
father and mother both born in Wales.  Tantalisingly it
does not give us their names, say where in Wales they were
born or, indeed, any more about them in this particular
document (their extract from which is shown below).

Hannah Jones’ death certificate, however, tells us a lot
more about her and her parents which it names as William
Jones and his wife Mary (neé Griffiths).  Hannah died on
the 28th October 1952 at 1042 Diamond Avenue, Scran-
ton, Lackawanna County, Pennsylvania, having lived all
her life in Scranton.  About the only thing she did ‘out of
the area’ was get married but more of that later.  The same
document tells us that she was buried on 31st October
1952 at Washburn Cemetery in Scranton, aged 70 years.

Washburn Street Cemetery, otherwise known as Hyde
Park Cemetery, contains the remains of many nationalities
but it is predominantly a Welsh burial ground for the
many Welsh immigrant workers in the coal and steel
trades who made Scranton their home in the 19th century.
Since the 19th century Scranton had been an industrial city
and the influence of the high percentage of Welsh immi-
grant workers can be seen from the death certificate.  Not

Hillary Clinton accepting the Democratic Party’s nomination for President at the Convention in Denver on 28th July
Photo: Ali Shaker
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only were the funeral directors called Jones but Hannah’s
doctor was a Morgan and her death registrar a Williams, all
well-known Welsh surnames.

Research suggests that the Rodham/Jones marriage was
not approved of by the Rodham family due to the fact that
the young couple appear to have eloped to
effect it.  This is corroborated by a marriage
notice which appeared in the Scranton Tribune
Times of August 1902 which states that the
marriage took place in Binghamton, a district of
New York, known for its irregular marriages
and akin to our own Gretna Green on the
Scottish border.  It also confirms that the mar-
riage had taken place on Memorial Day a few
months earlier.  It further suggested that the
couple would make their home with the bride’s
parents on Brick Avenue, obviously a ‘come
down’ from the groom’s address of Park Place.

So, who were Hannah’s parents?  As mentioned
above, her death certificate tells us that they
were William Jones and Mary Jones (neé Grif-
fiths).  Names like Jones and Griffiths are diffi-
cult for the genealogist to work with as they
occur so frequently and it is easy to make mis-
takes and incorrect connections.  Hannah was
born after the Jones family settled in the US and
researchers in the past have apparently linked
her with the wrong Jones family simply because
of the surname (and not taking into account that

her father, as the death certificate shows, was called Wil-
liam).  The Jones’s were coalminers from the Merthyr
Tydfil area of South Wales and living in rented accommo-
dation in the US whilst the Rodhams from England man-
aged to better themselves in the professions and owned
their own home in Scranton by the time of the 1900
census.

But enough of the paternal side, what of the maternal?
What of the original research that started all of this off?
What of Hillary’s great-grandfather, surnamed Howell,
who was supposed to have been born in Swansea?

I managed to establish that this was not Hillary’s great
grandfather, Edwin John Howell (born in Bristol in 1866),
but one of his brothers, Benjamin Alfred Howell, who was
born in the Maesydd area of Landore Swansea, on 27th
February 1872.  From various census returns we find that
that they also were part of a large family: ten children born
to Edwin Howell and his wife Jane (neé Babb) of whom
eight were still alive by the time of the 1911 census (the
first census to record the number of children born to a
marriage and how many were still living).  Interestingly
Swansea was not their only home this side of the Severn.
I was to uncover a story that took the family from ship
building in Bristol to a life, for a ten-year period, in the
steelworks of south Wales and back to Bristol again.

Details from census returns, and the birth certificates of
other siblings, show that the family lived in the Maesydd
area of Landore in Swansea between 1871 and late 1875.
Apart from Edwin and Jane, the household comprised
sons Edwin John (born 1866) and Benjamin Alfred (born
1872) and daughters Emily Harriet (born 1868) and Matil-
da Jane (born 1870).  We do not know exactly where the
family lived because documents of the time simply give

Death certificate of Hillary Clinton’s paternal grandmother showing the
Welsh background of her parents’ names

Letter from Dorothy Rhodham, Hilllary Clinton’s mother, refer-
ring to her Welsh heritage
Letter, courtesy of West Glamorgan Archive Service
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Maesydd, as opposed to a precise address, and the present
day Maesydd Road is certainly too short to accommodate
the 100 plus households recorded by the census enumera-
tor in 1871.

Maesydd was part of the lower Swansea Valley renowned
for its industry, much of it established in the eighteenth
and early nineteenth centuries by Bristol merchants and
businessmen.  The Swansea Valley works, among them
White Rock, Llangyfelach (Landore) and Middle bank,
were producing both ferrous (iron, steel and tin) and
non-ferrous (copper, lead, zinc and brass) metals in the
1870s and would have required a large amount of manual
labour.  We do not know what brought Edwin Howell and
his family to Swansea but perhaps because he was unable
to find employment in his own trade of ship’s carpenter in
his native city of Bristol he decided to try alternative
employment with some of his fellow countrymen from
across the ‘river’.

After five years in Swansea, the family moved to Sebas-
topol near Pontypool where Edwin was described as a
“Seamer in Steel Works” on the birth certificate of his son
Joseph in December 1875.  The Pontypool area (where
Sebastopol is located) had been a major centre for metal-
working for centuries and, as the time Edwin moved there
coincided with the opening of the Panteg steel works at
Sebastopol in 1873, he may well have taken advantage of
the massive demand for manual labour which this would
have demanded.  We cannot say for certain that it was the
Panteg works that employed Edwin as no such records
survive but, with his occupation and home location, it is
the logical assumption.  Sadly for employment in the area,
the works closed in 2004 and has now been demolished
giving way to housing.  I lived right opposite the works, in
Railway Terrace, in the late 1970s/early 1980s and neigh-
bours often spoke of the showers of acid which came over
from the works killing all the plants in the garden and
pock-marking the glass in the back windows!

Research so far shows that Bristol was the family’s home
during the nineteenth century aside from this ten-year

Letter from Dorothy Rhodham thanking the author for her
research
Letter, courtesy of the West Glamorgan Archive Service

period in south Wales.  Edwin himself was born in King
Street, Bedminster on 9 December 1844 the eighth child
of Benjamin Howell a Bristol shipwright.  He married Jane
Sophia Babb at Bristol Register Office on 12 June 1864.
However, his father Benjamin was Welsh: the 1851 census
records that he was born in Pembroke in 1802.  He
married Harriet Jones of Backwell, Somerset on 28 June
1824 at the church of St. Mary Redcliffe, Bristol and
together they produced eight children: Benjamin baptised
at St. Mary Redcliffe on 15 January 1826, Amelia born
about 1830 (her age showing as either 10 or 11 years in
1841), Joseph also born about 1830, John born about
1832, Alfred born about 1836, Emily Sophia born 1838/9,
Julia Ann born 1842 and Edwin himself born on 9 De-
cember 1844.

Benjamin Howell, the census consistently tells us, was a
shipwright but when and why he came to Bristol we will
never know.  Perhaps he followed another member of his
family who had made a successful move there.  One thing
is certain, the surname Howell was not uncommon in
Bristol in the early nineteenth century and, of course,
Bristol was the centre of shipbuilding for many centuries.
Benjamin and his youngest son Edwin made their contri-
bution to the trade for over sixty years.  One can but
imagine how Edwin coped with the change from ship’s
carpenter, a trade associated with the sea and fresh air, to
a working-life indoors and the stifling heat faced by
furnace men in the lower Swansea Valley.  Fortunately, he
lived to tell the tale and to return to his old trade in Bristol.

Dorothy Rodham, with whom all of this started, sadly died
in 2011 but she clearly had her Welsh background in her
thoughts, as she once again thanked me for my research in
a letter dated 15th June 2000.  In it she recalls a recent
“grand and friendly evening” spent over dinner in the
White House with Anthony Hopkins and his mother
talking of their “mutual interest in Wales” and reiterates
that she will pass on my findings to her daughter.  Hillary,
it would seem, has inherited Welsh genes from both sides
but will that native Welsh tenacity help in the final push to
becoming the first woman President of the United States
- only time will tell!

ART AND OCCUPATION: THOMAS HENRY
THOMAS, NO. 10. WASHING AND TINNING,
TREFFOREST TIN-PLATE WORKS (1874)

Three young men stand in line before a row of tanks in the
bay of a large brick-arched chimney, fitted with wooden
planks to control the airflow, which extracts process
fumes.  The men wear collarless shirts and rolled-up
sleeves, rough leather aprons over tightly fitting trousers
and boots.  The two ‘flankers’ don simple caps.  Their
work-station or stow consists of a series of cast iron pots,
set into brick and heated from below by coal fires.  Process
materials spill over the sides.  The workflow moves from
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right to left.  At the first station the tinman takes a 20" ×
14" wrought iron sheet (previously rolled, pickled and
annealed) and dips it into a pot of molten grease to remove
moisture.  Using tongs he transfers the sheet to a pot of
molten tin for an initial coating after which the washman on
his left plunges the sheet into a second pot of molten tin
to complete the alloying process.  He then withdraws the
sheet, wipes both sides with a hemp brush and dips the
sheet into a smaller pot of pure tin to erase brush marks.
Finally, the third man or riser feeds the sheet through
rollers immersed in heated grease to capture any excess tin
and places the sheet in the rack on his left to cool.  The riser
looks knowingly at a bonneted young woman (branner) in a
plain pale, collarless dress as she moves the sheets one at a
time from the rack to the bran tub behind her, while the

smiling washman engages in friendly banter.  Elsewhere,
teams of women use bran to remove residual grease and to
polish the sheets by hand.  In the foreground a thoroughly
domesticated cat looks contentedly out of the picture.  On
the side of the bran tub is the artist’s
monogram THT.

Thomas Henry Thomas, a fierce cham-
pion of Welsh cultural heritage, has
captured the Trefforest workers’ col-
lective spirit, dedication and dignity(1)

in this fine pen and ink watercolour
drawing (15cm x  15cm), one of
twelve he created for a set of tiles,
later manufactured under his super-

Thomas Henry Thomas, Washing and Tinning, Trefforest Tin-plate Works (Pen and watercolour, 15cm x 15cm, 1874)

Detail showing the
Artist’s monogram
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vision.   They were exhibited at the Cardiff Fine Arts and
Industries Exhibition (1881) to raise funds for Cardiff
Library, which they were destined to adorn(2).

Thomas was born in Pontypool (1839) and grew up at
nearby Penygarn, where his father was President of the local
Baptist College(3).  He studied at the Royal Academy, Lon-
don, and specialized in portraiture, design and book illustra-
tions.  He worked in London as an artist for The Graphic, a
weekly illustrated newspaper but eventually settled in Car-
diff, where he stayed for the rest of his life(4).  His wide-
spread interests included art, music, poetry, natural history
and geology - a dinosaur footprint fossil he discovered bears
his name: Brontozoum Thomasii.  He was a noted supporter
and preserver of Welsh art and his collection of antiquities
and folk memorabilia became a key element of St. Fagans
National History Museum.  He also bequeathed over 1000
prints, drawings and water-colours to National Museum
Wales, where he was a Governor and one of its founding
fathers4. Major John Hanbury is credited with introducing
‘modern’ tinplating to Wales (Pontypool) c.1704(5).  By
1890 there were some 25000 people working in 110 facil-
ities creating a virtual world monopoly and a continuing
source of employment and community focus for families
in the region.  However, during the first half of the 20th
century US industrial expansion and the development of
electrolytic plating saw Welsh supremacy gradually
eroded6,7).  Opened in 1794, and once the biggest plant in
Britain, Trefforest Tinworks continued in production till
World War II.  Now Tata’s Trostre factory near Llanelli is
the only industrial scale tinplate facility in Wales, employ-
ing around 700 workers(8).   Worldwide tin consumption
reached a peak of 370000 tonnes (2007) - 17% as tinplate
metal packaging for the food and drinks, aerosol and paint
industries(9).  Thomas died in his sleep from a heart attack
twelve  years before the National Museum officially
opened (1927) but he would have been immensely proud
to see the pair of dragons adorning Cardiff ’s prestigious
neo-classical building and Y Ddraig Goch(10) flag flying high
above it.  Meanwhile, his beautiful watercolours with their
documentary realism remain the only visual record of 19th
century Welsh tin-plating, prior to the sweeping changes
that transformed and ultimately decimated this iconic in-
dustry.

Mike McKiernan
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SAINTS IN THE WINDOWS: ST MARGARET
AND THE DRAGON

This is the second of a series of articles on the wall
paintings in the church of St Teilo now at St Fagans
National History Museum.

In an earlier article in this Newsletter (in March 2015), I
looked at the wall painting of St Roch, which was painted
in the eastern window of the south aisle of St Teilo’s
Church.  We thought at first that this one was St James, but
we were wrong.  We hoped we could be more confident
about the one in the central window of the south aisle: a
female figure with flowing hair and a long staff held
diagonally across her body.  This we thought was probably
St Margaret, stabbing a dragon with her cross.  St Margaret
of Antioch was one of the most popular saints in medieval
Europe.  She often appeared as part of a ‘pair’ with St
Catherine, in stained glass, wall paintings and on tomb
carvings.

The legend of St Margaret is typical of the stories of the
early virgin martyrs.  She was the daughter of Theodosius,
pagan patriarch of Antioch.  Converted to Christianity by
her nurse, she was forced to leave home and become a
shepherd.  Smitten by her beauty, the local ruler, Olybius,
wanted to marry her but she refused to give up her faith.
So he had her tortured, flayed, burned and boiled (not a
very successful seduction strategy, you might think) and
thrown into prison.  There the devil appeared to her in the
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form of a dragon and swallowed her, but she
burst out of his belly by making the sign of the
cross, threw him to the ground and trampled
on him.  Eventually Olybius had her beheaded.
In spite of her heroic defence of her own
virginity she was regarded as the patron saint of
women in childbirth, her escape from the drag-
on’s belly paralleling the child’s escape from the
mother’s womb.  According to later versions of
the legend, as she died, she prayed that women
who called on her in childbirth would be safe
and a dove came down from heaven to declare
that her request had been granted.  Intriguingly,
at the end of the Welsh version of her story,
she promises certain salvation to those who
copy, read or look at the text of her Life, so even
the illiterate were expected to use and derive
benefit from the written word.

As elsewhere in Europe, Margaret was one of
the most popular saints in medieval Wales.  Her
Life had been translated into Welsh by the
middle of the fourteenth century and the poet
Thomas Derllysg (fl. 1460-90) even claimed she
had been buried in Wales, at Llanfaches near
Caerwent.  She was depicted on the tombs of
William and Elen Bulkeley in Beaumaris and
William ap Thomas and Gwladus Ddu in Aber-
gavenny.  She is present with a group of other
female virgin martyrs in stained glass at Gres-
ford.

But why was this dragon-slaying saint so popu-
lar in Wales, whose national emblem is the
dragon? This is almost as puzzling as the pop-
ularity of St George, who appears in wall paint-
ings at Llancarfan, Llanmaes and Llangattock
Lingoed and in stained glass at Gresford and
Llangystennin.  Then there was St Armel, a
Welsh saint who settled in Brittany, who was
most famous for taming a dragon and casting
it into the river Sèche.

There are of course dragons and dragons.  The story of
Lludd and Llefelys in the Mabinogion has a red dragon
(Wales) and a white dragon (England) fighting, and the red
dragon will eventually win. Then there are green dragons
and black dragons (always bad).  Dragons can even change
their nature. Some versions of the story of St Martha (the
one who was ‘cumbered about much serving’ trying to
make supper for Jesus and his friends) describe her making
her way to the south of France.  At Tarascon she subdued
a dragon that was threatening the townspeople. The drag-
on became peaceful and submissive but the townspeople
were still afraid and killed it, then regretted what they had
done.

The story of St Armel is even more interesting.  Henry VII
came across the saint while he was in Brittany and credited
Armel with saving him from shipwreck on his first abor-

tive attempt to invade England.  He reintroduced the saint
to Britain and Armel became something of a badge of
loyalty to the Tudor dynasty.  But an interesting thing
happens to the dragons in later depictions of St Armel.
They become smaller and more submissive, almost like pet
dogs.  Was Henry playing political games here, trying to
reassure the English that he could control the dangerous
Welsh, while reassuring the Welsh that he knew we were
his loyal followers?

All this is a long way from our little wall painting of St
Margaret.  What it does suggest, though, is that there was
a lot of quite complex thinking behind these paintings.
They may have been books for the illiterate but the people
who commissioned them and used them in their devotions
were far from ignorant.

Madeleine Grey

St Margaret and the Dragon after restoration at St Teilo’s Church in St
Fagans National History Museum
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MUSEUM NEWS

Completing the Bodelwyddan centrepiece

For the last six years, the Williams Silver Centrepiece,
better known as the Bodelwyddan Centrepiece, has been
on display at Bodelwyddan Castle.  Although a popular
treasure at the north-east Wales based museum and historic
house, Britain’s earliest surviving silver table centrepiece
was missing two silver casters.  They have now been
rediscovered and acquired by Amgueddfa Cymru with the
support of The Goldsmiths Company Charity.  This has
enabled them to be re-united with the centrepiece made in
1730 by Edward Feline for the Williams family of Bodelw-
yddan.

The Bodelwyddan centrepiece is probably the single most
important piece of silver in Wales’ national art collection.
It is the oldest surviving British example of an early 18th
century silver centrepiece or surtout de table, which was an
entirely new type of luxury object evolved in France at the
court of Louis XIV, around 1680, and which played a key
role in the formal dining culture of Baroque Europe.  As
such it is central to the history of manners and of food in
the early 18th century, as well as being important to the
history of design and ornament in silver.

The centrepiece was acquired by Amgueddfa Cymru in
1995 but without its six silver casters. The four smaller
casters, for pepper and dry mustard, had been lost since
1961 but re-emerged in 2012 and were bought by the
Museum with the support of the Art Fund.  The now
complete centrepiece will remain on display at Bodelwyd-
dan Castle for the foreseeable future.

 Kevin Mason, Director of Bodelwyddan Castle Trust said:
“The Trust’s role is to ensure that local people have access to some of

our important national treasures. These casters additionally are of
particular significance to the history of Bodelwyddan.  Tracked down
through a determined effort by Amgueddfa Cymru staff, their acqui-
sition and display represents all that is good about our long-standing
partnership with Amgueddfa Cymru.”

National Roman Legion Museum bags a share of the
carrier bag charge fund

National Roman Legion Museum has been granted
£10,000 from the Tesco “Bags of Help” initiative.  The
money will be used to clear a disused part of the roman
garden which will then be planted with flowers and shrubs
similar to those the Romans grew in Britain.  New Roman
style picnic areas will be provided for visitors including the
20,000 school children who visit the Museum each year.

The supermarket teamed up with Groundwork to launch
its “Bags of Help” initiative, which saw grants of £12,000,
£10,000 and £8,000, all raised from the 5p bag levy, being
awarded to environmental and greenspace projects.  Eight
million shoppers voted in stores up and down the country
on which projects should be supported.

Important ceramics collection acquired

An important collection of 20th  century ceramics is on
long-term loan from the Derek Williams Trust.  The
collection belonged to Anita Besson, who was a London
gallery-owner.  She died in 2015, and bequeathed her
collection to the Derek Williams Trust. From May a
selection of highlights from the collection went on display
at National Museum Cardiff with plans for the full collec-
tion of nearly eighty works to be exhibited at the museum
in late 2017.

Anita Besson was a champion of contemporary ceramics
and built her reputation by only exhibiting work that she

loved, rather than work she felt she ought to
show. She opened Galerie Besson in London in
1988 and was the first Bond Street gallery to show
ceramics as fine art.  The gallery quickly became
an international point of reference for the greatest
ceramic artists.  Between 1988 and the gallery’s
closure in 2011, Anita Besson showed more than
150 different artists in nearly 250 exhibitions, with
many of the potters whose work she showed
becoming close personal friends. Most of the
works in her personal collection were made by
these friends.

The bequest comprises forty pieces by the signif-
icant studio ceramicist Lucie Rie who was created
Dame of the British Empire in 1990.  Galerie
Besson’s first exhibition in April 1988 was a solo
show of Lucie Rie’s work and her work has
continued to be the feature of many more prestig-
ious exhibitions.

Andrew Renton, Keeper of Art, Amgueddfa
Cymru - National Museum Wales, said, “We are
delighted to be displaying this significant collection here in

Detail of the Bodelwyddan centrepiece showing one of the casters
© Kevin Mason
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the museum and very grateful to the Derek Williams Trust for
loaning this bequest to Amgueddfa Cymru.  This collection further
enhances the work that is being done to promote contemporary ceramic
practice in Wales.”

The Welsh dinosaur comes back to life

You may remember an article in last year’s October edition
about the discovery of an almost complete skeleton of a
dinosaur at Lavernock beach near Penarth by two amateur
palaeontologists. Well, you can now see a life-size recon-
struction of the Welsh dinosaur perched on a rock along-
side the museum’s other dinosaurs in the Evolution of
Wales gallery at National Museum Cardiff.

This dinosaur, Dracoraptor hangani, was a small meat eating
animal the size of a large dog and a distant cousin
of Tyrannosaurus rex and the skeleton is also currently on
display  in the National Museum Cardiff in the main hall.
Bob Nicholls a Bristol-based palaeo-artist was commis-
sioned to make the life-sized model which took months of
painstaking work to ensure it was accurate.  Scientists
believe the body might have been covered in a feathery
down, and possibly with quills along its back and this was
carefully applied to the surface of the model by Bob.

Dr Caroline Buttler, Head of Palaeontology, Amgueddfa
Cymru said, “It is amazing to see the dinosaur brought to life and
this is one of the most realistic models I have ever seen. Visitors of all
ages, children and adults alike are going to love it.”

Rembrandt masterpiece at National Museum Cardiff

From the beginning of April visitors to National Museum
Cardiff have once again been able to see one of Rem-
brandts masterpieces.  His Portrait of Catrina Hooghsaet
(1607-1685) is on long-term loan and will be on display for
the next three years.  It has been bought by a private
collector who has lent it to Amgueddfa Cymru.

The work is a portrait of the wealthy, independent, fifty
year-old woman from Amsterdam, Catrina Hooghsaet.
She was part of the Mennonite religious community in
Amsterdam, but her parrot, which is portrayed in the
work, and fine clothing reveal unconventional attitudes.

She was unusual for her time in the fact that although she
was married to a Mennonite preacher, they lived separate-
ly. Therefore, she must have been strongly independent, to
sustain such an unconventional living arrangement, both
in character and financially.  It is one of Rembrandt’s best
portraits, and indeed one of the finest examples of his
work in Britain.

David Anderson, Director General, Amgueddfa Cymru
said: “This is a very special work of art, which has great meaning
and importance for Wales’ heritage. The painting came to Wales in
the 1860s and is an example, not only of money, but of the cultural
wealth generated by the great industrial age in Wales. I am delighted
it will be made publicly accessible, and deservedly so, so that it can
contribute to our understanding of our past and be enjoyed by today’s
visitors.”

The Wonderful World of Worms

Visitors to National Museum Cardiff had the chance this
summer to explore the wonderful world of worms.  The
exhibition invited visitors to walk inside the amazing
‘Wriggloo’ and see life from a worm’s point of view as well
as providing the opportunity to see an earthworm’s habitat
and what animals live alongside them.

The exhibition was launched at National Museum Cardiff
in June with over one hundred guests invited to enjoy a
worm-themed breakfast (Garden smoothies, Caterpillar
skewers and compost Granola) with the very first viewing
of the gallery.  Amongst the invitees, was St Monica’s CIW
Primary School who helped develop ideas and designs for
the gallery with Kids in Museums during a “take-over”
week in November of last year.

Exhibits included some weird and wonderful worms, such
as the bone-eating snot flower which lives on whale car-
casses at the bottom of the sea and the Bobbit Worm, a
worm which is able to grow up to 3.4m and which is able
to slice a fish in half!

To coincide with the exhibition, scientists at National
Museum Cardiff also coordinated and hosted the 12th
International Polychaete Conference in Cardiff.  In August
2016, around 200 researchers, practitioners, environmental

The new Welsh dinosaur on its perch
in the Evolution of Wales Gallery in
National Museum Cardiff
© Amgueddfa Cymru / National
Museum Wales
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THE FRIENDS SPRING VISIT

On the morning of May 17th we set out on our visit to an
area around Buckingham. The visit had been organised
with great care and imagination by Gwen Williams with
Meurig’s invaluable help, and the mood on the bus was
one of happy anticipation.

Ascott, the country home of the Rothschild family, was
our first port of call.  The family emerged from the Frank-

Sundial composed of clipped yew and box in the gardens of Ascott

furt Ghetto in the late eighteenth century and within 50
years had established themselves as one of the leading
banking dynasties of Europe. The house itself dates back
to 1606, but there is little to be seen of the original building
for it was completely redesigned and rebuilt by the family,
first as a hunting lodge and later by successive generations
as a country retreat.  It was given by the family to the
National Trust in 1949 but it is still used by them as a
country home.

The house itself is a delight with a superb collection of
mostly eighteenth century paintings, beautiful furniture
and one of the finest collections of Chinese ceramics in
existence.  For me the most memorable item in Ascott
House was the famous blue-glazed storage jar of the Tang
dynasty (618-907 AD). The cobalt pigment of the glaze
was precious in its day and is still extraordinary in its
vibrancy.  The simplicity of its design is ageless.  Ascott
House is beautiful, and, remarkably, not at all intimidating
with even some amusing jokes built into the fabric of the
library.

The gardens of Ascott are exceptional and extend to thirty
acres.  It was such a pleasure to wander around, but for me
the highlight was the topiary.  Its most extraordinary
feature is the giant evergreen sundial composed of clipped
yew and box in large Roman numerals with a feature  in
the centre  resembling an egg in an egg cup, but very
impressive! Its tour de force is the encircling motto in
Golden Yew with a heart at both ends: “Light and shade by
turn, but love always”.

Our first visit the following day was to Woburn Abbey,
which was originally built in 1145 as a Cistercian monas-
tery and given by Henry VIII in 1547 to the Russell family
who have been at the centre of social and political life for
centuries.  They have weathered many storms and intrigues
but almost five hundred years later they are still there, and
today the 15th Duke and Duchess of Bedford are making
their own contribution to the family legacy.

consultants, and students from all over the world dis-
cussed a range of topics associated with this important but
overlooked group of invertebrates.

Cardiff Professor appointed as National Museum’s
Head of Research

Professor Bella Dicks, who is Professor of Sociology in the
School of Social Sciences, has been appointed as Head of
Research for Amgueddfa Cymru.  She joined the Museum
in May for a three year secondment. She will use her
research knowledge and experience to help Amgueddfa
Cymru realise its goal of becoming a research-led institu-
tion.

Her research interests include heritage, museums, commu-
nity development, social disadvantage, urban studies and
qualitative methodology.  Her book Heritage, Place and
Community, (University of Wales Press, 2000) is a study of
the heritage industry in Wales through tracing the creation
of the  Rhondda Heritage Park, in which the Lewis Merth-
yr Colliery was transformed into a 'living history' museum.

Diane Davies

FRIENDS NEWS AND ACTIVITIES
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Hall and Lounge of 78 Derngate, Birmingham designed by Charles Rennie Mackintosh
Photo: Courtesy of The Charles Rennie Mackintosh House: 78 Derngate

Woburn Abbey is on a truly magnificent scale.  We drove
through a vast parkland passed herds of deer: the native
Red and Fallow Deer and seven other species of deer from
Asia, many of which are rare.  One particular breed from
China was saved from extinction by the 11th Duke when
he brought some to Woburn to conserve.  Later the 14th
Duke reintroduced them to China where they now flour-
ish.  Apart from the parkland, there are twenty-eight acres
of award winning, historic gardens at Woburn to see and
enjoy.  The Abbey itself is vast and imposing, well worth a
visit, and, as you would expect, full of wonderful treasures,
works of art, fine furniture, with many different exhibi-
tions to view.

Our group had all looked forward keenly to our visit to
Bletchley Park.  We knew that the Government Code and
Cipher School  had been established there to study and
devise ways which would  enable the Allied forces to
decipher the military codes and ciphers that the Germans,
Japanese and their allies used to make their communica-
tions secure.  World War II was shortened by two years as
a result of their work.

The site of Bletchley Park is vast and seeks to recreate the
feeling of the past.  In the Code Breaking Huts the Enigma
messages sent by the German Army and Air Force were
decrypted, translated and analysed for vital intelligence.
An official gave a talk to explain the process and to tell us
how the first computer was made.  It was very complex,
but at one point he said something which resonated with
everyone. The key to cracking the Enigma Code was the
realisation that its vulnerability lay in our human nature.
We are creatures of habit and the women sending out the
coded messages on behalf of the Nazis always signed off
each time with their own words, using the same expres-
sions.  It was that human frailty which provided the key to
begin deciphering the Enigma code.

There were exhibitions and areas on the site furnished as
they were in the 1940s with even wartime garages and
WWII vehicles.  Over the years many films have been
made in Bletchley Park, the most recent being The Imitation
Game with Benedict Cumberbatch and Keira Knightley.
We saw the room where it was filmed, and in a nearby area
learnt more about the two geniuses, Alan Turing and
Gordon Welchman.   We realised how great a debt we all
owe them and the thousands of others who worked in
Bletchley Park.

 The following day we travelled on to Northampton to
visit 78 Derngate.  This is the only house in England

Bletchley Park: A Talk about the Enigma Machine
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VISIT TO MADRID, SEGOVIA & TOLEDO,
NOVEMBER 2015

The group set off from a gloomy and wet Cardiff to arrive
in the sunny Spanish capital of Madrid.  November in the
city was like a Spring day in Cardiff and offered opportu-
nities of sitting outside cafes for food, drink and stimulat-
ing conversation.

Our stay for the five nights of the excursion was at the
comfortable Agumar Hotel and the first full day in the city
commenced with a morning coach orientation tour. The
tour included a brief stop outside the bullring of the Plaza
Monumental de las Ventas, said to be the largest bullring
in Spain.  We took the opportunity to walk around the
square and admire the various statues erected to celebrate
this controversial activity. Of particular interest was the
monument to the memory of Sir Alexander Fleming.  The

bronze bust of Fleming stands on a marble pedestal and
before it is a full-length bronze statue of a matador saluting
Sir Alexander with his montera (the hat worn in the arena).
An inscription reads, “To Dr Fleming with the gratitude of
bullfighters.” They acknowledged that lives were in less
danger because of his discovery of penicillin. The monu-
ment is the work of the Spanish sculptor Emilio Laiz
Campos.

In the afternoon we visited the Museo del Prado, which
boasts world famous galleries of outstanding collections of
Spanish and European paintings.  Especially memorable
was Tintoretto’s The Washing of the Feet (1547).  Moving
to the left of the painting you gained an unforgettable
awareness of the artist’s brilliant handling of perspective.
Another virtuoso exercise in perspective is Velásquez’s
Las Meninas (The Maids of Honour)  (1656).  In the centre
is the daughter of King Philip IV, the Infanta Margarita,
looking out towards us surrounded by her retinue of
maids-in-waiting and court dwarfs.

On the following day we travelled to Toledo, known as the
City of the Three Cultures, because Christians, Arabs and
Jews lived together here for centuries.  The fascinating
guided tour introduced us to Charles V’s fortified Alcázar
de Toledo and the magnificent 13th century Cathedral, one
of the largest cathedrals in modern Christianity and ranked
among the greatest Gothic structures in Europe.

We returned to Madrid for the afternoon and visited the
Museo Sorolla, a museum devoted to the Valencian artist
Joaquin Sorolla y Bastida (1863-1923) where he spent the
last thirteen years of his life.  He built the house in 1910
and surrounded it with an Andulasian style garden, which
provides an impressive peaceful retreat.  Some of the
rooms have been left as they were in his lifetime, while
others are used to hang his work.  Dubbed The Spanish

designed by the world famous Charles Rennie Mackintosh,
who is usually associated with Glasgow, of course.  The
house was built from 1916-17 in his iconic, modernist style
and was his last major commission.  It is extraordinarily
modern, striking in every respect and considered to be of
international importance.

After a fascinating tour of 78, Derngate we drove on to
Moreton-in-Marsh and Manor House Hotel where we had
an excellent lunch before we set off for Cardiff.  Our visit
had been a resounding success with so much variety and
such interest.  We are all greatly indebted to Gwen and
Meurig for the programme they arranged and for taking
such great care of us all.

Rhiannon Gregory

The Roman Aquaduct in
Segovia
Photo: Emrys Jones
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On the final day a visit to the Museo Reina Sofia was
arranged and here we viewed Madrid’s premier collection
of contemporary art including the works of Picasso, Salva-
dor Dali and Joan Miro.  Pride of place is afforded Picas-
so’s Guernica.  Commissioned as propaganda, the work
instantly transcended its original purpose.  In April 1937,
at the height of the Civil War, German bombers devastat-
ed the Basque town of Guernica in support of General
Franco’s Nationalist forces.  The attack, almost unprece-
dented, on a defenceless civilian population caused inter-
national outrage.  Picasso completed the huge canvas in
just two months and it was first exhibited at the Paris
World Fair.  He chose not to depict the bombardment,
there are no aeroplanes for example, but to indict war with
all its senselessness and barbarity, conceived in terms of his
highly individual language of symbols.  Near the master-
piece was the screening of newsreel of the aftereffects of
the bombing, highlighting the injured and the bodies of
those killed, including many young children.  As we view
current television film of the devastation in Iraq and Syria
maybe little has changed.

Before departing for home the party managed to visit the
Puerta de Atocha Railway Station, located on the site of
one of the old city gates of Madrid and inaugurated in
1851.  It was the first railway station in the city, recon-
structed in 1892 and in 1992 it was refurbished to allow it
to host the high-speed line (AVE).  Also opened in 1992
was the magnificent, lush and exuberant tropical garden
that now occupies much of the station hall.  Beside the
station stands the monument commemorating the 191
victims of the terrorist attacks perpetrated at this station
and those of Santa Eugenia and El Pozo on 11 March 2004.
We returned to Cardiff mindful of all we had experienced
and extremely grateful to the professionalism of our guides
and the excellent preparation and organizational work of
the indefatigable Val Courage, well supported by Alistair.

John Wilkins

Puerta de Atocha Railway Station, Madrid                      Photo: Emrys Jones

Impressionist, his subject matter ranges
from Spanish folk types to landscapes,
but he is regarded at his most appealing
when evoking the sea as seen in The
Horse’s Bath and Strolling along the
Shore.

On the Wednesday morning we travelled
northwest of Madrid to the beautiful
medieval city of Avila, the capital of the
Spanish province of the same name.  The
city is surrounded by the finest preserved
medieval walls in Europe, with their
crenellated, semi-circular towers and nine
protective gateways.  It is sometimes
called the Town of Stones and Saints and
is thought to be a place celebrating the
highest number of Romanesque and
Gothic churches (as well as bars and
restaurants) per capita in Spain.  The
writer José Martínez Ruiz described it as
“perhaps the most 16th century town in Spain”.
In 1985 Avila was declared a UNESCO World Heritage
Site.

In the afternoon we travelled to the city of Segovia, best
known for its Roman churches, aqueduct, cathedral and
plaza.  The aqueduct is the defining historical feature of the
city, dating from the late first century or early second
century and regarded as the most important Roman civil
engineering work in Spain.  It consists of 25,000 granite
blocks, held together without any mortar and spans 813
meters with more than 160 arches.  Standing in the Plaza
Azoguejo, below this masterpiece of engineering, we gazed
in astonishment and admiration at such a wonderful
achievement (see image on page 30).  It is little wonder that
the old city and its aqueduct were declared World Heritage
Sites by UNESCO in 1985.

On the Thursday morning we visited the Museo Thyssen-
Bornemisza, which hosts almost a thousand paintings,
including masterpieces by Titian, Goya, Van Gogh and
Picasso.  The collection has an overview of art from the
thirteenth century to the late twentieth century as our
guides informed us and is regarded as the most important
privately assembled art collection in the world.  It was
fascinating to view the portrait of Henry VIII (1537) by
Hans Holbein the Younger as well as the Swaying Dancer
(1877-79) by Edgar Degas.

In the afternoon some members of the group took the
opportunity to visit another famous Madrid landmark –
Estadio Santiago Bernabéu, the home of the renowned
Real Madrid football club and of course, Cardiff’s (and
Wales’s) own Gareth Bale.  Unfortunately, the star was not
available to meet the group but the visit to the club’s
museum impressed us as did sitting in the stadium and
admiring its facilities.  Little wonder that in 1998 FIFA,
football’s world governing body, voted Real Madrid the
best club in the history of football.
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