Friends’ Magazine
and Newsletter
April 2018

1

A MESSAGE TO FRIENDS

staff, have been people helped by The Wallich, a charity
that provides support and accommodation to vulnerable
people throughout Wales. A prime aim of the exhibition
is to break down the barriers that make institutions, such
as galleries and museums, feel intimidating so as to widen
the range of people who feel comfortable visiting them.

The pendulum has swung to shorter pieces for this edition
with just two major articles this time. The first looks at
the life of John Dwnn and his role in commissioning
works of art. He became a powerful figure at the court of
Edward IV during the Wars of the Roses (ending up as Sir
John Donne) but his interest in renaissance culture saw
him commission one of the great paintings of the Northern European renaissance. I am grateful to National
Gallery, London for permission to reproduce it. Art is
central to the other major article which looks at the life and
work of Felicity Charlton. From the 1940s onwards she
developed a distinctive style and created meaning and
beauty in paintings focusing on the places where she lived,
first Llandaff in Cardiff and then Porthkerry near Barry.

Then there is an article about the jottings people make in
their books. In the case of the article these are not any old
jottings but those made by the 19th century book collector
Enoch Robert Gibbon Salisbury, who donated his comprehensive collection of books on Wales and by Welsh
writers to Cardiff University. The article explores what
those jottings can tells us about attitudes to literary matters
of Sainsbury and of the previous owners of the books.
Botanical prints are a fascinating and substantial part of the
collections in Amgueddfa Cymru. Such prints are rarely on
public display so the front and back covers celebrate just
two of a number that caught my eye in a book published
by the Museum. The article traces just some aspects of the
stories that lie behind these two pictures. I must thank
Sally Donovan in the Enterprises Department for her help
in tracking down digital images of the prints.

It is always good to be able to illustrate the work that goes
on at the various sites of Amgueddfa Cymru across the
length and breadth of Wales. Therefore, I am pleased to
include an article from the Curator at National Slate Museum about her work. Moreover, it is in Welsh, the first
language of the author, so it also gives me an opportunity
to reiterate that the policy of this Newsletter is to accept
articles in both Welsh and English, based solely on the
preference of the writer. For those whose Welsh is insufficient there is a summary in English.

Plus, as usual, there are the regular items which give news’
snippets about the Museum, BAfM and the Friends.
Finally, I must mention the Chairman’s article below which
reminds us all of how important our support is not just to
Amgueddfa Cymru but to museums and galleries up and
down the land.

There is a north Wales theme to other articles. The first
has its origins in the trip the Friends made to north Wales
in September (and which you can read about in the
Friends activities section). This brought back memories
for one participant of his experiences as a child evacuee
living in Llandudno and he writes about how the war
impinged on the town and the surrounding area. The
other is about a plate in the ceramics’ collection of Amgueddfa Cymru and the two women who inspired it. They
fled to Llangollen from Ireland to escape persecution from
their families because of their love for each other. By the
time of the manufacture of the plate they had become local
celebrities, being visited by the great and the good from
across Britain.

Diane Davies
ÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌ

FROM THE CHAIRMAN
Does the past have a future?

In this letter I would like to share with you as Friends and
supporters some of the issues and concerns currently
affecting all our museums throughout the country.

A major exhibition of contemporary art runs at National
Museum Cardiff until September and one of those involved in setting it up writes about the thinking behind the
exhibition. Curating the exhibition, alongside Museum

In October 2017, the British Association of Friends of
Museums (BAfM) had as its Annual Conference title the
question, ‘Does the past have a future? Engaging the next

Next Edition

Diane Davies
9 Cyncoed Rise, Cyncoed, Cardiff CF23 6SF
Tel: 02920 752464
Email: editor@friendsmuseumwales.org.uk
or/neu
golygydd@cyfeillionamgueddfacymru.org.uk

Contributions for inclusion in the October 2018
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Please send items, either electronically or by
post, to the Editor.
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generation’. A strange and somewhat unusual question
perhaps, but one which anybody who is concerned about
the future of museums needs to ask. The truth of the
matter is that most museums are currently facing a funding
crisis greater than any they have faced in our lifetime.

The two hundred and fifty seven museums run by local
authorities have been particularly hard hit, with all struggling to manage with dramatically reduced or, in some
cases, a total withdrawal of their funding. Many independent museums are struggling too. How does a museum cope
in such a situation?

In the range of activities planned by the Friends of National Museum Wales for its membership, we like to visit other
museums and last year these included the National Slate
Museum in Llanberis, and the Lloyd George Museum in
Llanystumwy near Criccieth on our North Wales trip. On
our day trips we visited the Birmingham Museum and Art
Gallery, the Ashmolean in Oxford and the V&A in London. Each of these museum and galleries face their own
particular challenges.

For many it has meant making really difficult choices.
Staff have faced redundancy or reduced working hours,
while the days and hours of opening have been dramatically reduced. Often the only option to sustain income is to
increase admission charges, which leads perhaps inevitably
to a decline rather than an increase in visitor numbers.
Some have or are currently even considering selling off
valuable items from their collections to simply cover running costs. Selling the family silver! It is a vicious circle I
am afraid. I fear that this trend is unlikely to be reversed
in the near future and the situation may become a lot
worse with some museums, both large and small, eventually being forced to close their doors.

When I began this letter, I discovered that across the
whole of Britain there are no fewer than sixteen-hundred
museums large and small covering a vast array of focus
areas and historical periods, each making its own important, and often unique contribution, to enriching the lives
of people and helping them to gain a deeper understanding
of history and heritage in so many ways.

So this letter is a plea to ask you to keep supporting our
own museum, Amgueddfa Cymru, and visit other museums when you are possibly can. The disappearance of
such museums would be a great loss to us all. It is worth
remembering that only when something has disappeared
do we appreciate fully what has been lost. Perhaps the title
of the BAfM conference is not entirely fanciful after all.

Of course, museums vary in size from the large ones like
our own Amgeuddfa Cymru, to those run partly or wholly
by local authorities, through to smaller independent museums run almost entirely by volunteer groups of committed
individuals. The sad fact is, however, that a significant
number of these museums across the UK are currently
facing an unprecedented fall in their incomes and funding.

Richard Carter
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JOHN DWNN: A RENAISSANCE
WELSHMAN

Maredudd Dwnn was a distinguished soldier who fought
in the Scottish campaigns of the English King. He was
called on by Lord Talbot, a powerful Marcher Lord, whenever experienced fighting men were needed.

Margaret Simons

In 1401 Owain Glyndŵr came into Carmarthenshire, to
attack Carmarthen, an important, well-to-do town under
English control. The men of Carmarthenshire rallied to
his flag, including the Dwnns of Motlyscwm, and their
relatives from the Towy Valley. Glyndŵr’s attack failed
and while he disappeared, his followers were punished and
the whole of Wales was placed under Interdict.

S

everal years ago I set off on what has been a fascinating voyage of discovery. Partly motivated by
curiosity, partly by chagrin at not having known
anything about the Dwnn family and of the rise to prominence of John Dwnn, in spite of having been born and
brought up on the coast of Carmarthenshire only a few
miles from the Dwnn Family residence, and having studied
Medieval History at A level. During my voyage I discovered he was a soldier in the Hundred Years War, a loyal
and devoted subject of King Edward IV, a diplomat for
the King at the Court of France, a broker for the marriage
of the King’s sister to the Duke of Burgundy, negotiator
with the Italian Bankers in Bruges raising money for the
King and, last but not least, patron of the arts.

In 1415 Maredudd Dwnn decided to leave his country
being well aware that Henry V was preparing to invade
France. Maredudd made his way with his wife, pregnant
with the future John Dwnn, and their young sons and
accompanied by others willing to join him, east to Tretower, a long-established mustering point for Welshmen on
the way to war, and the residence of the Vaughan family,
who were related to the Dwnns. No doubt Maredudd’s
wife was looked after as well as possible, but equally, no
doubt, it cannot have been comfortable, close to giving
birth, travelling across country with the prospect of a
journey across the Channel. The rumour that Maredudd
Dwnn was on the march would have brought more men
to the upland route to the east, men from the Swansea and
the Neath valleys, from Carreg Cennen, indeed from all
the valleys leading to this upland, men who foresaw and
understood the punishment Wales would endure after
Glyndŵr’s defeat.

The Dwnn name was well known in Carmarthenshire and
beyond. The family traced its pedigree back through many
generations to Cadwgan Fawr, who lived in the comote of
Kidwelly. His grandson, Griffith Gethin, the first to be
called Dwnn, (from dwn, meaning swarthy in Welsh) lived
at Croesallgwm in Llangyndeirne. He witnessed charters
in Kidwelly in the 14th century and made a gift of land to
endow the Priory of St.John in Carmarthen. Then, at the
beginning of the 15th century, John Dwnn’s father,
Maredudd, married the sister of Lord Hastings, an official
of the English Royal Court. Maredudd, with his wife and
their sons, lived near the Royal Castle of Kidwelly, in
Motlyscwm, their residence close to the mouth of the
Gwendraeth Fach which provided a useful harbour.

At Tretower, there was food and rest. Tretower was well
placed for the ongoing journey to Southampton where the
royal fleet was gathering. The journey involved following

Kidwelly Castle

Photo by Iphrit and courtesy of Wikipedia
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Image not displayed
because of copyright
restrictions

Hans Memlinc, The Virgin and Child with Saints and Donors (The Donne Triptych) (Centre panel, oil with egg tempera on
oak, 71cm x 70.5cm, c.1475)
© National Gallery, London

rounded by a moat and situated in a foul-smelling swamp.
The mighty and glorious army paid a high price in death by
disease, as well as in battle, before the long march to meet
the French at Agincourt. Maredudd Dwnn was one of the
men-at-arms who protected the King throughout the battle.

the River Usk to Newport, crossing the Bristol Channel at
its mouth, and then walking cross-country to Southampton. However, the Dwnn family intended, instead, to
cross the Severn upriver and to continue the journey
across the south of England to a channel port where they
could embark for Calais, an English possession.
Maredudd Dwnn’s connections, by marriage to the Hastings family, and his reputation as a skilled warrior in the
service of the Crown and as a man of honour, would have
stood him in good stead until they reached Calais where
John Dwnn was born. According to his will he was born,
“in the town of Calais, in the parts of Picardy in about 1416”.

The French defeat at Agincourt opened the way for the
Dwnn family to remain in France, at liberty to fight and
pillage. Maredudd Dwnn was well rewarded for his decision to leave Wales. He was appointed Lieutenant of
Cherbourg in 1424, Captain of Carentan in 1437. Gradually, the French regained some control over their country,
until the English presence in Normandy was ended in 1450
at Formigny, with only Calais remaining in English hands.

Maredudd Dwnn left his wife and children in Calais in the
safekeeping of her brother, Lord Hastings, who was the
Lieutenant of Calais, and joined the army assembling in
Southampton. The King had decided on an unusual attack
on France, sailing down channel to the west coast to
besiege the fortified town of Harfleur, which was sur-

And so, back to England, where the York versus Lancaster
contest for the succession to the throne intensified. The
Dwnn family continued to support the Yorkist cause, as
they had in France when the Duke of York and the Dwnns
5

combined forces. Maredudd Dwnn’s two older sons
joined forces with the Duke of York when he left
France for Ireland. Richard of York was proclaimed
heir apparent to Henry VI in November 1460 but at the
battle of Wakefield Richard of York was defeated and
his head displayed on the city gates of York. Despite a
further Lancastrian victory at St. Albans, the city of
London opened the gates to Edward of York and proclaimed him King in 1461.

Edward IV’s reign did not proceed smoothly. While his
court was magnificent, the King and Queen handsome and
stylish, with visitors from all over Europe and beyond, the
stresses and strains of the Wars of the Roses remained
unresolved.
Clearly, Sir John was valued by the King and was entrusted
by him with the business of negotiating the marriage of the
King’s sister, Margaret of York, to the Duke of Burgundy,
whose power base was Bruges. Accordingly, after Sir John
had negotiated details of the dowry, a great wedding procession set out from London for Bruges, with a hundred
knights in cloth of gold escorting the bride. Across the
water, the cavalcade continued on the road to Bruges,
pausing at the town of Damme where it was decided to
await the arrival of the bridegroom. The marriage was
celebrated in 1468 in the ancient church of Damme, no
doubt on the advice of Sir John so that Margaret of York
could enter Bruges as the Duchess of Burgundy. His
mission accomplished, Sir John was able to enjoy the
delights of Bruges, where representatives of the Italian
banks were busy, financing the Duke of Burgundy, having
their portraits painted by Memlinc and trading in the furs
brought from the Baltic. John Donne was able to negotiate loans on behalf of King Edward as well as buying
books in the new printed form.

The new King rewarded his supporters. Lord Hastings
was made Chamberlain of the Royal Household; John
Donne’s (he had by now adopted an English version of
his name) reward was more modest. He was made
Seneschal of Iscennen and Constable of Kidwelly. At
the same time, he was made Sarjeant of the Armoury in
the Tower of London, Sheriff of Carmarthen and Cardigan, and given two parcels of land in the Duchy of
Lancaster, confiscated from the defeated Lancastrians.
By 1469 he was also Constable of the Castle of Haverfordwest and Lord of Cilgerran. Meanwhile, in London,
at court, he was busy with embassies from France and
Burgundy. The King was in constant negotiations with
the two powerful neighbours, in matters of trade and of
politics.
By 1465 John Donne had married one of the Queen’s
ladies, a young sister of Hastings. He had established his
life and authority in Wales and at the Royal Court, in
spite of the dangers from competing rivals. During the
minority of William Herbert, who went on to marry the
Queen’s sister, Mary Woodville, John Donne was appointed trustee of the Herbert castles of Pembroke,
Haverford, Llanstephan and Cilgerran.

John Donne’s courtly life continued and the King continued to reward him. His greatest royal gift was on 3rd May
1471 when he was knighted on the field at the Battle of
Tewkesbury. The record of this ceremony reads, “made by
King Edward the Fourthe in the field of Grafton besides Tewkesbury, after the battle of Tewkesbury on the field of Battle - John
Done”. He also received many grants of manors and

Will of Sir John Donne
6

T. W. Newton Dunn, The Genealogies of the Dwnns of
South Wales (Salisbury Times Printing Works, 1953)

privileges in Buckinghamshire formerly held by Sir Thomas Tresham. This was the pattern of Sir John’s life; the
loyal servant of a king who rewarded him handsomely.

Dylan Rees (Editor) & J.Gwynfor Jones (Editor), Thomas
Matthews's Welsh Records in Paris (University of Wales
Press 2010)

In the 1470s he began to commission illuminated manuscripts and it is known that he owned at least four. In the
Louthe Book of Hours there is a portrait of him together
with his coat of arms. His most important and enduring
act of patronage, though, was to commission Hans Memlinc to paint the Donne Triptych. This is an altarpiece,
intended for home use, showing the Virgin Mary with the
infant Jesus in the central panel and John the Baptist and
John the Evangelist on the internal sides of the two outer
panels, in honour of his name saints. As the person who
commissioned the work, he is shown kneeling on the left
with his wife, Elizabeth, and their daughter on the right.
Both husband and wife wear chains decorated with the
Yorkist livery of Suns and Roses with a pendant which is
a Marcher Lion, another symbol of loyalty to the King who
was also the Marcher Earl. On the capital at the top of the
column just to the right of Sir John is his coat of arms,
comprising a blue shield with a silver leaping wolf (a wolf
salient argent). At the top of the column to the left of his
wife is her shield: this combines her husband’s on the left
hand side and her father’s on the right. Sir John’s coat of
arms can also be found in the stained glass behind John the
Evangelist in the right-hand panel.

Cora Louise Scofield, The Life and Reign of Edward IV (2
Volumes) (Longmans, Green & Co, 1923)
Jonathan Sumption, The Hundred Years War (4 Volumes)
(Faber & Faber, 1989-2016)
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CADI IOLEN: CURADUR, AMGUEDDFA
LLECHI CYMRU

Sir John died sometime around 1502. The wording of his
will was of great importance, proving that as an Englishman, his property could pass to his widow and children.
This was essential for the passing on of his wealth without
questions being raised about the Welsh origins of his
family in Carmarthenshire. Sir John had been granted
denizenship on 23rd March 1468 at Westminster, but,
clearly, he was taking no chances, so that when probate of
his will was granted on 13th February 1502, his status as a
non-Welshman was doubly confirmed, and his substantial
estates in Buckinghamshire could be inherited by his widow and their sons.
Sir John Donne wished above everything to be buried in
the Chapel in Windsor where King Edward IV is buried.
An extract from the Berkshire History dated 1537 says he
achieved his desire. From correspondence with the Archivist of the St Georges Chapel, Windsor I learnt that, in the
early 17th century, the Lancaster Herald, Nicholas Charles,
noted that there was a shield in the Chapel bearing “a wolf
salient argent”, which suggests the Donne family shield.
Both provide circumstantial evidence that he achieved his
wish.

Rwyf wedi bod yn gweithio fel rhan o dîm Amgueddfa
Lechi Cymru ers deunaw o flynyddoedd. Nid fel Curadur
y dechreuais fy ngyrfa yn yr Amgueddfa, ond fel un o staff
tymhorol Caffi’r Ffowntan. Roeddwn i a fy chwaer yn
gweithio yn y caffi yn ystod y tymor gwyliau ac yn ystod y
cyfnod yma cynyddodd fy niddordeb yn yr Amgueddfa a’i
gwaith. Wedi imi raddio o’r Brifysgol ym Mangor yn 2004
gwelais hysbyseb yn y papur am swydd Curadur yn yr
Amgueddfa ac yn ffodus iawn i mi fe gefais y swydd.

Margaret Simons is co-author (with John Hoole) of James
Dickson Innes 1887-1914 (Lund Humphries, 2013)

Pan dderbyniais y swydd rhaid cyfaddef nad oeddwn yn
hollol sicr beth oedd gwaith Curadur. Bellach, a minnau
wedi bod yn gwneud y swydd ers un deg tri o flynyddoedd,
buaswn yn disgrifio gwaith Curadur fel “gofalu am gasgliad
Amgueddfa Lechi Cymru”. Casgliad yw’r gair mae amgueddfeydd yn defnyddio i ddisgrifio’r gwrthrychau, neu’r
pethau, sydd yn yr amgueddfa.

Bibliography
Howell Thomas Evans, Wales and the Wars of the Roses,
(Cambridge University Press, 1915)
Margaret L. Kekewick et al (Editors), The Politics of 15th
Century England: John Vale’s Book (Paul Watkins Publishing, 1995)
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Fron Haul: Tai’r Chwarelwyr

© Amgueddfa Cymru/National Museum Wales

Ar yr olwg gyntaf, peiriannau mawr haearn yw casgliad yr
Amgueddfa Lechi. Ond, mae llawer mwy i’r casgliad na
hynny. Mae ychydig dros 8,000 o greiriau yn y casgliad, ac
mae’n bosibl eu rhannu’n dri chategori gwahanol:
·

·

rwydd y diwydiant drwy’r wlad, ac nid dim ond Llanberis a Chwarel Dinorwig. Mae’r gwrthrychau yma yn
amrywiol iawn, pethau megis ‘Una’ injan stem oedd
yn gweithio’n wreiddiol yn Chwarel Penyrorsedd,
Dyffryn Nantlle, neu beiriant cloddio ‘Smith Rodley’
o Chwarel Dwr Oer, Blaenau Ffestiniog.

Yn gyntaf, rhan greiddiol y casgliad yw’r gwrthrychau
a oedd ar y safle pan sefydlwyd yr Amgueddfa h.y.
‘fixtures and fittings’ gwreddiol y Gilfach Ddu,
pethau megis yr olwyn ddŵr a’r olwyn Pelton, a’r
peiriannau yn y gweithdai. Dyma’r gwrthrychau sydd
yn rhoi naws wreiddiol i’r Amgueddfa, ac a ysbrydolodd pobl fel Hugh Richard Jones nol yn 1969 i
sefydlu amgueddfa yn y Gilfach Ddu.

·

Yr ail gategori o wrthrychau sydd yn ffurfio casgliad
yr Amgueddfa ydi’r gwrthrychau sydd wedi eu casglu
dros y blynyddoedd gan staff yr Amgueddfa. Mae’r
gwrthrychau yma yn adeiladu ar y casgliad creiddiol
gan eu bod yn wrthrychau o wahanol ardaloedd o
Gymru. Gan mai ‘Amgueddfa Lechi Cymru’ ydym
mae gennym ddyletswydd i geisio adlewyrchu pwysig-

Y trydydd categori o wrthrychau sy’n ffurfio casgliad
yr Amgueddfa ydi’r gwrthrychau sydd yn dodrefnu
Fron Haul a Thŷ’r Peiriannydd. Mae’r gwrthrychau
yma yn amrywiol iawn gan fod y tai wedi eu dodrefnu
fel eu bod o gyfnodau a lleoliadau gwahanol: Rhif 3
Fron Haul (1861, oes aur y diwydiant llechi yn Nhanygrisiau), Rhif 2 Fron Haul (1901, Bethesda yng
nghanol Streic Fawr Chwarel Penrhyn), Rhif 1 Fron
Haul (1969, Llanberis pan gaewyd Chwarel Dinorwig), Tŷ’r Peiriannydd (1911, yn y Gilfach Ddu).

Y casgliad gwrthrychau ydi craidd unrhyw amgueddfa, heb
y casgliad tydi amgueddfa ddim gwahanol i unrhyw atyniad

Cadi Iolen describes her work as Curator at the National Slate Museum. The main job is to look after the
more than 8000 objects in the Museum and she regards herself as their custodian for future generations.
The objects themselves can be divided into three categories. The first represent the original fixtures and
fittings of the Gilfach Ddu workshop which the Museum took over in 1969, such as the waterwheel and the
machinery of the engineering shop and smithy. The second are objects collected by the Museum from other
slate quarries in order to show the importance of the industry throughout Wales. One example is Una, the
steam engine, which came from Dyffryn Nantlle and another is the Smith Rodley excavator from Blaenau
Ffestiniog. The third category are the objects that furnish the three houses of Fron Haul, and the Engineer’s
House. Each house represents a particular period in the history of slate quarrying in Wales, from the golden
age around 1861 to the Great Strike at Penrhyn Quarry up to 1969 with the closure of Dinorwg Quarry. She
has been Curator for thirteen years but every day is still different since it involves far more than just caring
for and cataloguing the collection. She gives talks to visiting groups and to outside organisations, she is part
of the team organising exhibitions and special events; and she leads walks. It is that variety that makes the
job special. Her surprising choice of a favourite object is a dress to be found in the bedroom of the 1969 Fron
Haul house as it reminds her of her grandmother.
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Ar y chwith, ‘Una’ injan stem, yn y canol, Y Mynedfa ac, ar y dde, Tŷ’r Prif Beirianydd
© Amgueddfa Cymru/National Museum Wales

ymwelwyr arall. Mae’r gwrthrychau yma’n symbolau hanesyddol sydd yn cynrychioli ein hanes i’r genhedlaeth sydd i
ddod. Mae amgueddfeydd yn llefydd byrlymus sydd yn
cynnig pob math o weithgareddau a phrofiadau i ymwelwyr e.e. ffilmiau, arddangosfeydd, sgyrsiau a theithiau, a
gweithgareddau crefft i blant. Ond craidd hyn i gyd ydi’r
casgliad gwrthrychau; heb y gwrthrychau ni fydda na
amgueddfa. Mae gwaith Curadur yn bwysig felly oherwydd y person yma sydd â gofal dros y casgliad.

adfer y locomotif batri; gweithgareddau adeiladau tîm
megis ein taith ar gwch gamlas, neu ein hanturiaethau ar y
cwrs rhaffau uchel! Roedd y gwaith a wnaethpwyd gennym fel tîm yn ôl yn 2009 i goffau deugain mlynedd ers cau
Chwarel Dinorwig yn arbennig iawn. Roedd cynhyrchu’r
arddangosfa, trefnu cyngerdd mawreddog, comisiynu a
llwyfannu drama, trefnu teithiau tywys, a chynnal diwrnod
casglu atgofion, yn dangos pa mor amrywiol yw gwaith
amgueddfa, ac yn bwysicach yn enghraifft o sut mae gweithio fel tîm yn sicrhau bod unrhyw beth yn bosibl!

Prif waith unrhyw Guradur ydi parhau i dderbyn gwrthrychau newydd i’r casgliad, a chwblhau gwaith dogfennu
angenrheidiol. Ond, mae gwaith Curadur yn yr Amgueddfa
Lechi yn golygu llawer mwy na dogfennu. Mae’r gwaith yn
amrywiol dros ben: byddaf yn ateb ymholiadau gan y
cyhoedd; gweithio fel rhan o dîm yn cynhyrchu arddangosfeydd dros dro; cynnal sgryrsiau am fy ngwaith gyda’r
cyhoedd a grwpiau ysgol; arwain teithiau tywys o amgylch
Chwarel Vivian; glanhau creiriau megis y casgliad patrymau
pren, a’r gwrthrychau yn y tai; cynorthwyo gyda digwyddiadau arbennig ar y safle; gofalu am Lyfrgell yr Amgueddfa;
mynd allan i gynnal sgyrsiau gyda grwpiau megis Merched
y Wawr. Mae’r rhestr yn ddi ben draw, a dweud y gwir dyna
beth sydd yn arbennig am weithio yn yr Amgueddfa, yr
amrywiaeth. Does dim un diwrnod yn debyg i’r un blaenorol, ac mae rhywbeth braf iawn am hynny!

Fel Curadur byddai rhywun yn disgwyl mai tasg eithaf syml
fyddai dewis hoff grair, ond tydi hynny ddim yn wir! Mae
gymaint o greiriau amrywiol yn yr Amgueddfa fel ei bod hi
bron yn amhosibl dewis ffefryn. Rwyf yn siŵr y byddai
llawer yn disgwyl imi ddewis yr olwyn ddŵr, tai Fron Haul,
neu’r casgliad patrymau pren. Ond un o fy hoff greiriau yw
ffrog yn ystafell wely tŷ 1969, a hynny oherwydd ei bod yn
fy atgoffa o fy nain. Yn fy marn i'r cyswllt personol gyda
chreiriau sydd yn bwysig, ac oherwydd hyn mae gan bob
crair arwyddocâd gwahanol i bob un ohonom ni.
Rydw i’n teimlo’n ffodus iawn fy mod yn gweithio yn yr
Amgueddfa Lechi. Rwyf yn trysori’r atgofion o weithio yn
y caffi, ac yna un deg tri mlynedd o ddatblygu fy ngyrfa, a
chael pob math o brofiadau difyr a heriol. Edrychaf
ymlaen at beth sydd gan y dyfodol i’w gynnig imi a’r
Amgueddfa.

Yn yr un deg tri mlynedd yr ydw’i wedi bod yn fy swydd
rwyf wedi bod yn rhan o bob math o brosiectau gwahanol.
Ymysg y pethau sydd yn sefyll allan yn fy nghof yw’r
gwaith o gasglu’r Rotary Converter o Chwarel Llechwedd;

Cadi Iolen
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FELICITY CHARLTON (1913-2009): A
PAINTER OF HIDDEN STORIES

kitchen table constantly drawing. As she grew up she was
encouraged to continue with art and so, at the age of
fourteen, she attended Bristol School of Art for one
afternoon a week to learn about watercolour painting.
Later she took the Board of Education Examinations in
Drawing and Painting and then from 1932 to 1937 she
studied painting and sculpture at West of England College
of Art in Bristol.

Diane Davies

L

ast summer one of the Friends coach trips was to
see, amongst other things, the new Glynn Vivian
Gallery. One of the most striking pictures on
display was by an artist I had not heard of, Felicity Charlton. The painting was Cineraria from 1964. It is a work
that shows the influence of surrealism with its echoes of
de Chirico’s empty streets. In the foreground is a still life
on a stone balustrade which comprises a toppled plant pot
containing the eponymous Cineraria (a plant that is native
to the Canary Islands and has large lush bright green leaves
and daisy-like vividly-coloured flowers) and a red and
black checked cloth on which rests a teapot with its lid
precariously perched on the edge of the balustrade. Behind this still life are buildings of a street that runs away to
the left and into the distance. The scene is empty of
people, as if they have disappeared suddenly for some
unknown reason, leaving only the overturned plant and the
opened teapot as evidence of their former presence.

It was whilst she was there that she met Evan Charlton, an
artist who, with his strongly surrealistic paintings, is probably better known than she is. He had arrived in 1935 to
teach painting. They married in 1936 and in 1938 they
moved to Wales when he became Head of Cardiff Art
School. They found rented accommodation in Llandaff
and they lived there until 1957.
Her early works were scenes of everyday life reflecting the
lives of people around her. Examples of those early works
can be seen in two oil paintings held by Newport Museum
and Art Gallery. They show people as geometric sculptured forms almost compressed into the space of the
canvas. The two paintings are painted mainly in muted
browns suggestive of wartime austerity.

Felicity Charlton was born in Clifton, Bristol in 1913 to
parents who were both strongly artistic. Her father was an
architect and her mother studied art in Brussels as a young
woman. Felicity Charlton was one of four siblings and
when they were young, they all could be found at the

Auction (oil on board, 41cm x 51cm, 1940) shows a large

crowd attending an outdoor auction somewhere on the
coast. In the foreground are two people who are interested in the contents of a box which could be artist’s materials. All are dressed in drab muted browns apart from the

Image not displayed
because of copyright
restrictions

Felicity Charlton, Cineraria (Oil on board, 1964)

© City & County of Swansea: Glynn Vivian Art Gallery Collection
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Image not displayed
because of copyright
restrictions

Garden & Greenhouse (Watercolour on paper, 56cm x 71cm, 1956)

woman on the left who wears a black fur-lined coat and hat
who looks reverently down at the box. The sombre
colours of the people are enlivened by some figures apparently wearing white smock-like garments (suggesting some
sort of agricultural auction) and by the glowing colours of
the sky.

© Newport Museum & Art Gallery

These early works she described as conventional but her
style changed after the war and she admitted she was
influenced by the surrealistic aspects of her husband’s
work. In addition, she found she had a lot more time to
paint as shortly after the war ended her husband had
become an HM Inspector of Art for Wales and later for
parts of England which obliged him to be away regularly.
She also began to exhibit regularly with the South Wales
Art Society and the Royal West of England Academy and,
in addition, she exhibited three times at the Royal National
Eisteddfod in 1950, 1955 and 1956.

Flag Day, Cardiff (oil on board, 51cm x 40.5cm, 1942)

depicts flag sellers outside the David Morgan Department
Store in The Hayes Cardiff surrounded by women shoppers. The figures are all women, again painted in blocks of
muted colour giving a sculptural feel to them. The only
male figures are the dummies dressed in men’s fashion in
the window display of David Morgan in the background.
The muted colours emphasise the blood-redness of the
paper flag that the flag sellers are selling.

A fascinating picture from the 1950s is another large
watercolour, Garden & Greenhouse, which is held by Newport Museum & Art Gallery. It shows an enclosed garden
in late autumn. The scene is divided into two parts with
the left-hand side showing the walled garden surrounded
by a red-brick wall with an open door at the far-end with a
vegetable patch and leafless fruit-tree. The right-hand side
shows one end of a greenhouse with pot plants and a
hanging basket so that there is a contrast by the winter
browns and coldness of the left and the warmth of the
flowers and greenery on the right. The picture is a bravura
handling of watercolour techniques with the trompe l’œil
effect of the handle of the garden fork or spade in the
centre foreground, the depiction of the wicker hanging
basket and the detailed painting of the leaves and flowers
of the greenhouse. The espaliers are marked with lines to

She was also painting in watercolour particularly scenes set
in garden and an example of this aspect of her work can be
seen in the Prints & Drawing Collection of Amgeuddfa
Cymru. The Garden, Llandaff is a large watercolour, which
shows an enclosed garden with fruit trees and daffodils
and garden seats along a path. The tree trunks and paths
are formed by washes of colour but the twigs and daffodils
are done in painterly brushstrokes with round flecks of
yellow to create the daffodil flowers. It may well be a
garden she was familiar with as she worked as a market
gardener in Llandaff as her contribution to the war effort.
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Summer Visitors (Oil on board, 54cm x 69cm, 1970s)

© Amgueddfa Cymru/National Museum Wales

give a sense of being caught by the light. In the centre are
two seated figures, a man in working clothes and boots and
a woman in a dress and court shoes. They are divided by
the white vertical frame of the greenhouses so that the
woman is behind glass and thus give the suggestion of a
social commentary on role expectations.

Arts Council and exhibited in 1969 in an exhibition of
paintings recording the diversity of Welsh Chapels
throughout Wales. It shows the front view of the chapel
which was built in 1859 in stone but with decorative
brickwork in various colours decorating the complex facade of the building and with a wheel window that dominated the façade of the building. She painted the chapel in
an almost photographic manner to show off of the imposing façade and the elaborate brickwork.

A big change came in 1957 when they able to purchase a
large semi-detached house in Porthkerry, near Barry where
she was to live for over fifty years. They converted the
largest room of the house into a studio with its windows
looking onto a terrace with views down to a woodland and
with a huge sweep of parkland, sea and sky as the land
drops down to Cold Knap.

However, by the 1970s she began to use the landscape as
the theatrical stage for works that pay homage to Watteau
with figures set among trees, on the terrace or in vistas of
her own and neighbouring gardens rearranged to suit her
own purpose. They have been described by Isabel Hitchman, who curated one of her exhibitions, as, “Fresh tranquil
images of convivial interiors and sunlit pastoral scenes.”

She shared the studio with Evan, each working at opposite
ends. In an interview in the Western Mail in 1981 she said
of the house, “directly I saw it I knew it was the only place I
wanted to live.” The move marked a change to painting
outdoors using the local landscape as a backdrop, especially when she was given permission to paint in the grounds
of Porthkerry House. The garden at Porthkerry and the
surrounding countryside became a huge influence on her
paintings. A fine example of how the garden at Porthkerry
inspired her is Porthkerry Bay and Roses 1966 which is
held by the National Library Wales. It combines a closeup of pink and red roses in her garden with the dramatic
view down to the Bristol Channel.

These pictures are a combination of the real and imagined.
The landscape itself provides a setting for an imagined
narrative. These elements of what she sees around her are
combined and adapted to create a mysterious whole: “I’ll
use actual things, scenes from the garden here and the figures will be
imaginary. I might use an arm, a head, from a magazine”. They
are an “imaginative parallel of the real world” (talking to Tony
Curtis). Her figures invite the viewer to fit them into a
story though they are never any clues despite teasing
narrative titles. She found it fascinating when people told
her what was happening in the paintings.

Another strikingly realistic portrayal from the 1960s is
Castleton Baptist Chapel (oil on board, 51cm x 41cm,
c1969) which was painted as a commission for the Welsh

The only example of an oil-painting held by Amgueddfa
Cymru is a fine example of this genre that she developed.
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In The Peninsula (oil on canvas, 51cm x 76cm,
1978) (Cardiff Council) she creates a more invented landscape, though the coast-line is still
reminiscent of the Glamorgan Heritage Coast
that she was familiar with. It shows a summer
picnic on a peninsula with an Italianate hill town
in the distance and an abandoned industrial or
mine working on the left. The peninsula is
painted mainly in pastel greens and browns and
is framed on three sides by the blue of the sea
and sky. Layers of paint flecks and blobs are
used to build up the structure of plants and rocks
with scratch marks to define outlines. It shows
another Watteauesque scene with people enigmatically posed. In the centre a woman points
to something on the left with three others looking at her rather than what she is indicating. All
Felicity Charlton in her studio in 1993
Photo: Bernard Mitchell
the others ignore and most are self-absorbed
except for a woman with her hand on the knee
of
a
man
who
is looking at someone who looks away to the
Summer Visitors is painted in mainly muted greens and
right.
browns with thickly applied flecks of colour to form the
leaves and the dappled shade created by the sunshine. In
the garden are five figures, three women and two men
encircling an island of shrubbery some standing and two
central women walking but each isolated and seemingly
unware of the others’ presence. As with a lithograph held
by Amgueddfa Cymru which shows a similar scene, the
humans have little interaction. The man’s jacket appears
to be at one with the leaves of the tree and the floral
dresses the women wear merge into the greenery of the
plants and shrubs. The figures appear to merge with or be
subsumed by the verdant nature they have encroached into
so that there is a feeling that they are becoming one with
the natural world. Their transience within the landscape is
emphasised by her choice of title.

In a catalogue for an exhibition in 1981 Felicity Charlton
tried to sum up her approach to painting,
“In my pictures I have always tried to express the interest I feel about
where I live. When I lived in Llandaff I studied the streets and small
gardens and I made drawings of flowers set against natural backgrounds. After I moved to Porthkerry I found the country with the
fine trees and the various plants and shrubs, seen in different lights
and seasons, a great help to my painting. … I try to compose the
figures to form interesting patterns without being too obvious what
they are about.”
Her best paintings have this sense of place and of ephemerality in which a moment in time is captured in a way that
makes the viewer come back, again and again, in the futile
hope of understanding just what is going on between those
pale insubstantial characters.

A similar picture is Searching for Treasure (oil on board,
61cm x 51cm, between 1970 & 1979) held by Newport
Museum & Art Gallery. It shows two women picking their
way through a thicket with one of them holding an open
box. Behind them are two further figures one of whom is
bending down and placing an object in a bucket, beyond
can be seen cliffs and blue sea and sky. The trees and
shrubbery are painted with flecks of green and brown with
apparent scoring of the paint to create highlights so as to
accentuate the light catching the branches. The figures are
thinly painted over the landscape accentuating the sense of
ephemerality.

Notes
Auction, Flag Day, Roses and Pothkerry Bay, Searching
for Treasure, Codrington Place and The Peninsula are all
available to view on the Art UK website (https://artuk.org/)
which gives access to all oil painting held by public bodies in
the UK.

Sources
Tony Curtis, Felicity Charlton in Welsh Painters Talking
(Seren, 1997) pages 43-56.
Isabel Hitchman & Lewis Allan, Evan & Felicity Charlton:
Peintiadau Diweddar/Recent Paintings (Welsh Arts Council,
1981).

Newport Museum & Art Gallery also holds an indoor
example of this genre that she developed. Staircase at
Codrington Place (oil on board, 40.5cm x 51cm, 1978)
shows a number of people at a social gathering who are
posed around a staircase of a large house which is based
on a memory of her parent’s house near Clifton in Bristol.
The painting is given a pastel feel by the muted colours and
an indistinct feel to their depiction. They are arranged
theatrically around the staircase and the hallway which
leads to it. They appear mainly to be couples but with
three solitary figures scattered among them.

Western Mail, Drawing on a Life that’s Full of Love (20th
Aug 1985).

Acknowledgements
I would like to thank Oliver Blackmore at Newport Art Gallery,
Carolyn Charles, Beth MacIntyre and Kristine Chapman from
Amguedfa Cymru and Geoff Cook from City Hall Cardiff for the
chance to view her works which are not on public display and
also for unearthing documentation about the works and the
exhibitions pf which they were a part.
13

A STORY ON A PLATE: THE LADIES
OF LLANGOLLEN

covers of many books. The picture Lynch produced was
of the two women standing outside dressed in riding habits
which both women were known to favour. And it appears
at the tail end of a period of public fascination with
Eleanor and Sarah’s lives. The story of the Ladies had
reached a wide audience by the late 18th century and
endured into the early 19th century and numerous accounts of their lives were being produced. Even William
Wordsworth wrote a poem in 1824 after visiting them.
Therefore, interest was high when the pottery designs
started appearing.

It is usually during Lesbian, Gay, Bisexual and Transgender (LGBT) History Month in February that people start
producing articles and events around sexual orientation
and gender identity heritage. But history should not be
restricted to just one month. Take for example a plate in
the collections of Amgueddfa Cymru, which features an
image of two women on horseback set within a landscape.
It is just one of thousands of blue and white transfer
printed wares so popular in the 19th century and beyond.
However, this picture is intriguing.

Glamorgan Pottery and the history of the 'Llangollen' plates

It is called Ladies of Llangollen inspired by the story of
two women, Lady Eleanor Butler and Miss Sarah Ponsonby. When Eleanor and Sarah developed a passion for each other in their native Ireland their
families, alarmed by this same-sex attraction,
tried to ban them from seeing each other.
However, determined to be together, they made
an escape in the dead of night but were quickly
captured. Persistently Eleanor and Sarah
fought for the right to be together until eventually they won and their families allowed them to
leave. They made their way to Wales and eventually set up home in a small cottage in Llangollen where they were to live together for over
fifty years.

The first design shows the women on horseback talking to
a man carrying a scythe over his shoulder with some cattle,

Growing Fame

Their fame quickly grew and were visited by
and corresponded with all manner of people
such as Shelley, Byron, Sir Walter Scott, the
Duke of Wellington, Josiah Wedgewood and
Caroline Lamb. Their deaths, in 1829 and 1831
respectively, did not end the fascination with
this couple and throughout the following centuries their fame has endured, making them probably the most famous lesbian couple in history.
During their lifetimes, the Ladies were adamant
they wanted no portraits done. However, when
Lady Parker visited in 1829 she got her mother
to distract Eleanor and Sarah whilst she made
quick sketches of their faces under the table.
Eleanor was now quite blind so Lady Parker
was able to sketch her full face whilst Sarah is in
profile. After the couple’s deaths she worked
the faces up into full body poses set within their
library and sold copies of the picture to raise
money for charity.
A Stolen Portrait

Around 1830 James Henry Lynch pirated the
picture and produced what was to become the
most enduring image of Eleanor and Sarah. It
was mass produced and featured on a large
range of tourist souvenirs, postcards and the

Portrait of Lady Eleanor Butler and Sarah Ponsonby, worked from a
clandestine sketch made at their Llangollen home
© Amgueddfa Cymru/National Museum Wales
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Ladies of Llangollen Plate,
Glamorgan Pottery, c. 18131839
© Amgueddfa Cymru/National
Museum Wales

the town of Llangollen, the River Dee and a highly-imaginative Castell Dinas Bran in the background. The earliest
date for the design is via a base stamp ‘BB&I’. This refers
to Baker, Bevin and Irwin of Glamorgan Pottery and was
used c. 1815-25. It went on to become one of Glamorgan
Pottery’s most famous pieces and means that the plate was
produced during the lifetime of both Eleanor and Sarah.
The two women, both avid diary keepers, made no comment so that we do not know if they knew of the plates or
if they approved of being fictionalised.

It is not clear whether it was the Glamorgan Pottery design
which was produced first or another by William Adams of
Stoke. This design, which was also called Ladies of
Llangollen, features the two women, again in riding habits,
standing looking down at a man who appears to be show-

Glamorgan Pottery was then taken over by Swansea businessman Lewis Llewelyn Dillwyn in 1838 and he continued
to produce the design using the Glamorgan, Swansea and
Cambrian stamps until around 1840. However, it is likely
that he was already using the same design at the Cambrian
Pottery from around 1825, as there was rivalry between the
two potteries and they did use some of the same designs.
The fascinating link here is that the most famous member
of Lewis’ family was Amy Dillwyn. Amy, a business
woman, ran her father’s spelter works after his death and
was also a well-known novelist. She, too, was in a same sex
relationship. It would be nice to have a flight of fancy and
think that Amy, having seen the Glamorgan plate, had
some influence in getting her father to produce it at the
Cambrian Pottery but there is no evidence of her involvement.
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Detail of the design by William Adams of Stoke showing Sarah
Ponsonby and Eleanor Butler dismounted and being presented
with a fish
© Norena Shopland

ing them a large fish. Behind them stand their horses
whilst in the distance there are two men in a boat, one
punting along, a bridge and on the bank a rustic cottage.
The mountain Cadair Berwyn is in the centre.

as he would have been a very young child at the time), in
his edition of Edward Lhuyd’s Lithophylacii Britannici
ichnographia, (Oxford, 1760) there is a note on the flyleaf
in Salisbury’s hand which reads: “this volume belonged to my
great great uncle R. G. Salisbury who gave it to my grandfather
David Salisbury, from him it passed to my father Joseph Salisbury
who gave it to me for my 21st birthday”. This brief, seemingly
bland quote is fairly explosive in terms of the information
it contains about Salisbury and his experiences with books.
Besides documenting part of his family tree, it suggests
that his relatives, too, were keen lovers of books, if not
collectors themselves. It also reveals a certain emotional
value placed on the book as an object belonging to the
family and one that binds them together.

Adams had produced a pottery series called Native in the
1820s and this design was part of that series. Not long
after, F. and R. Pratt of Fenton, Staffordshire acquired the
plates from Adams and reproduced the series between
1880 and 1920 renaming it Pratt’s Native Scenery. When
Cauldon took over Pratt’s in the 1920s they continued
using the design up to c1930s.
There continues to be enormous interest in Eleanor and
Sarah, particularly when discussing how we define lesbian
relationships from the past. However, despite the mass of
interest these fictionalised blue and white images are hardly
ever mentioned. But at least we know that Amgueddfa
Cymru have this piece in their collection.

Heidi Brayman Hackel demonstrates in her work, Reading
Material in Early Modern England, (Cambridge, 2005) how
such handwritten notes tend to fall into three categories,
each reflecting a certain approach to books and reading.
Functional inscriptions such as underlining, summaries,
query notes and manicules (a manicule is a symbol or
punctuation mark in the form of a hand with an extended
index finger, commonly used by Medieval and Renaissance
scholars to mark or find noteworthy passages in a text and
is from the Latin manicula meaning little hand) indicate an
interactive encounter with the book where its contents
were keenly read, absorbed, debated and re-read. Signatures, shelf-marks and ‘proprietary verses’ mark a book as
a physical object which is valued personally, or as part of a
collection to be catalogued and preserved, whilst ‘recording’ inscriptions like recipes, birth or marriage dates, or
sums or accounts fall somewhere in between, according to
Hackel, suggesting that the book had a physical value as
well as an informative one.

Norena Shopland
Editor’s Note
Norena Shopland is the author of Forbidden Lives: LGBT
stories from Wales (Seren Books, 2017)
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HISTORY IN THE MARGINS:
MARGINALIA IN THE SALISBURY
COLLECTION, CARDIFF UNIVERSITY
As a librarian and general book lover I dare not write on
any books that come into my possession, and yet in my
role as Assistant Librarian at Special Collections and Archives in Cardiff University I am increasingly grateful to
those who did.

We know that Salisbury was an avid collector for much of
his life, amassing a personal library that he hoped, on its
purchase by the University College in 1886, would form
the nucleus of a national library collection. Books from his
personal library are easily discerned by the unique ‘W’
(Wales/Welsh?) reference number noted in the top left

Take for example the namesake of our main and, at one
time, only library collection: Enoch Robert Gibbon Salisbury (1819-1890). This brief politician, businessman and
archetypal Victorian bibliophile amassed a huge personal
library of books in Welsh, on Wales and by Welshmen (and
women) as well as substantial collections on Cheshire,
Shropshire, Herefordshire and Monmouthshire which was
acquired by the University College of South Wales and
Monmouthshire (later Cardiff University) in 1886. Apparently inspired by the gift of a small 1824 Welsh edition of
Daniel Defoe’s Robinson Crusoe, Salisbury went on to
collect over 13,000 books in Welsh or related to Wales and
the Border Counties, which constituted the most supreme
collection of Welsh books at that time.
Many of these books contain tell-tale inscriptions or marginalia which offers a unique insight into the ‘book culture’
of this collection, as well as of the collector himself. For
example, although there is no such inscription in Salisbury’s copy of Robinson Crusoe (perhaps not surprisingly,

Salisbury inscription on the flyleaf of Edward Lhuyd, Lithophylacii Britannici ichnographia, (London, 1699)
© Special Collections and Archives, Cardiff University
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Iolo Morgannwg's marginalia in David Richard, Cywydd y Drindon, (Wrexham, 1793)
© Special Collections and Archives, Cardiff University

corner inside the front covers, suggesting that he devised
a system for cataloguing and organising his collection. It
also appears that he too had a collector’s eye for books that
contained marginalia, judging from the significant amount
of marginalia and author’s inscriptions and signatures
found within his collection.
One such example relates to the famous antiquarian and
poet Edward Williams (1747-1826), better known by his
bardic name Iolo Morganwg. There are many of his

personal books in the collection that Salisbury has marked
“copi Iolo Morganwg” but Iolo was also a noteworthy annotator as well. Iolo’s books often contain his ‘ownership’
signature (one written in Iolo’s runic system, the Coelbren
alphabet), however, more intriguing perhaps are his interactive marginalia. Iolo’s copy of Cywydd y Drindod (Trinity
Poem) by David Richards (Dafydd Ionawr), who was a
friend of his, contains numerous corrections, commentaries and observations in ink and pencil. For example, in his
preface Dafydd notes his astonishment that “since the revival

Author's marginalia in The Fair Cambrians, (London, 1790)

© Special Collections and Archives, Cardiff University
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LLANDUDNO REVISITED

of learning and the glorious Reformation, yet no Christian Heroic
Poem…has made its appearance”, to which Iolo has noted
“What Ignorance! What is Taso. Vida, Wesley, Blackmore, Cowley
and MILTON?” A few pages later, the Unitarian Iolo
reacts sharply to his friend’s view of the Trinity with a terse
“who told you so?”

“Will there still be news on the wireless when the war is over?” My
father replied that yes there would, which as a six year-old
I found a bit puzzling. But then, one’s dad knew everything so I let it rest.

Aside from Iolo’s religious position, his various corrections and choice expressions also reveal a distaste for
Dafydd’s use of language.
Words like “Barb”
(barbaraidd/barbaric), “twyll” (deceit/lie) and “ffolineb” (folly), are just some of the comments he makes throughout
Dafydd’s composition; a seemingly severe linguistic friendly-fire towards a contemporary of his whom he once
described as the “best poet in our country”. Do these jottings
in fact reveal Iolo’s true feelings towards Dafydd and his
skills as a poet, or do they reflect a sense of envy or
jealously over the publication of Dafydd’s work? It is
possible that they allude to both but what they also shed
light on is Iolo’s ideas about some of the main themes that
touched on his endeavours as a linguist and antiquarian,
namely language and literature. This is why an examination of marginalia can prove so fruitful to studies of
literacy and the history of reading and books. Not only can
they shed light on the thoughts and opinions of the writer
but they offer a means to better understand how readers
engaged with and responded to ideas. Marginalia can also
reveal attitudes to books as both philosophical and physical objects.

Llandudno had been our home since the early days of
World War II, the family having perforce left our newly
built semi in John Betjeman’s ‘Metroland’ for lodgings in
a terraced property in the Craig-y Don area of Llandudno.
My father’s office, the Departmental Claims Branch of the
Inland Revenue, nowadays based in Cardiff and long since
renamed Public Departments, had been dispersed from
central London and his workplace for the duration was to
be the requisitioned Hydro Hotel on the seafront.
The March 1942 birth of my brother Peter in the now
defunct Roxburgh Nursing Home is my earliest recollection of my life in Llandudno. Equally vivid, if less pleasant,
are my memories of the latter-day ‘dame school’ for about
a dozen infants to which I was sent, run by two ladies
called Miss Rogers and Miss Bruce in a house not far from
where we lived. Miss Rogers in particular was a forbidding
figure who introduced any new topic with a warning that
there would be a punishment for any unfortunate who
failed to get the message. Not only that but Miss Rogers
regaled her charges with gruesome tales of enemy atrocities, the fate of Guy Fawkes at the hands of his inquisitors,
and, surely an urban myth, the man who unwisely put his
head out of the train window near Conway with the result
that a headless body was discovered on arrival in Llandudno. If a child cried an eggcup for the tears was produced
and the rest of us encouraged to laugh at the unhappy mite.
My introduction to formal education could have hardly
been less propitious.

Marginalia are thus just one of the things that makes the
Salisbury collection so distinct. Let us just say that Iolo is
not the only annotatingly-frank reader or author in the
collection. In the novel The Fair Cambrians, (London,
1790) there is a manuscript note by the author admonishing the “ingenious publisher” for the “motto and the lines in
capitals” preceding each chapter. For these, and the “numerous faults in the printing”, the author (who remains
anonymous) states sarcastically that “she acknowledges herself
indebted to him’. Likewise, Peter Roberts’s book, The Cam-

On the face of it the war impinged little upon life in north
Wales in that we escaped Hitler’s blitz. Because Llandudno was on the Luftwaffe’s flight path to Liverpool Docks

brian popular antiquities: or, An account of some traditions,
customs, and superstitions, of Wales; with observations as to
their origin, &c. (London, 1815) has been duly inscribed by

Salisbury as the copy that “belonged to Mr. Roberts and his notes
and corrections are in it. EGS”. Indeed, there are extensive
annotations throughout including the two rear fly-leaves,
suggesting that the transition from manuscript into print
was not necessarily a smooth one, and that the margins
surrounding the printed text provided a space where authors could commit their concerns and frustrations about
the printing and publishing process in their own hand.
Thus ownership marks, hand-written annotations, corrections and other interactive markings often reveal important information about readers, authors and book-lovers
that cannot be gleaned from the printed text alone. As a
librarian (and book-lover) I have certainly come to appreciate that there is much more beyond the text, if you learn
to read between the margins.
Plaque at Morfa, Conwy marking the construction site of parts
of the Mulberry Harbour for the D-Day landings

Lisa Tallis
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Postcard from the 1940s of Llandudno

Photo: Times Past - North Wales Photo Archive

the odd stray bomb had however been dropped by returning planes in the early days of the war, one of which failed
to explode on the beach near the Hydro Hotel.

berry Harbours, later towed to the French coast to
facilitate the Normandy landings, had been constructed in
the utmost secrecy there. The initial development and
subsequent construction of the Mulberries is a little
known but highly significant Welsh contribution to the
war effort.

Two particular war recollections do however stand out in
my mind. On one occasion a succession of perhaps fifteen
Lancaster bombers appeared from the direction of the
Little Orme, flying in line-ahead over the bay so low that I
could see the crew in the aircraft. The noise from the
four-engine bombers was tremendous. It is known that
Lancaster training flights were common over north Wales
during the war years and the explanation for what I witnessed probably lies there. As an
aside, it has been suggested to me
that there might have be a connection with the ‘dambuster’
raids but as these took place as
early as May 1943 it seems unlikely, besides which it was the Nanty
y Gro dam in the Elan Valley
near Rhayader that was destroyed
in ‘bouncing bomb’ experiments
prior to the attack on the Ruhr
dams.
There was an intriguing, if less
exciting, occurrence as our bus
one day passed Conway’s Morfa
beach. I recollect seeing a large
concrete structure which nobody
seemed to be able to explain. It
eventually emerged that the pierheads and roadways for the Mul-

There were other, more commonplace, ways in which the
backdrop of conflict impinged upon one’s life. On one
occasion, in 1944, the air raid siren sounded to be followed later by the all clear. Afterwards there was talk of

Great Orme tram nearing the summit
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the alert having been triggered by a plane abandoned by its
crew approaching the coast. In times of war myths abound
but this was quite possibly the American aircraft that ran
out of fuel, eventually crashing near Penmaenmawr.

“Whose side is God on?” Not an easy question, which my
father parried by saying that He was on both sides. It was
another answer I found perplexing. But then, much of my
experience, while admittedly less traumatic than that of
many evacuated children, had aspects that were puzzling
to a child. My brief sojourn in Llandudno with the Friends
of the Museum last September led me to an understanding
of the extent to which my early life had been shaped, if not
overshadowed, by the backdrop of war. It was a realisation
brought into focus as never before.

At a domestic level, gas masks were something I saw,
without I suspect, fully understanding their purpose. A
larger version, which was provided for my baby brother,
was designed so that the child could be placed inside with
a perspex window to see out. The sight of my father in his
Home Guard uniform prompted my mild interest, if only
to ask him how many Germans he had shot while serving
in France in what at the time we called the last war.
Blackout curtains and ration books were an accepted part
of existence while the compulsory removal of our front
garden railings to source metal at minimum cost to the
government was a source of temporary excitement.

Roger Gagg
ÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌ

WHO DECIDES?: MAKING CONNECTIONS WITH CONTEMPORARY ART

Quite frequently, I rode my tricycle along the promenade
to meet my father coming out from his office in the Hydro
Hotel. Llandudno at that time seemed to be full of
American soldiers a group of whom I sometimes encountered idling away the time ahead of the D-Day landings
and dispensing chewing gum to youngsters such as myself.
I well remember chatting with some friendly GI’s telling
them that my father was forty-five and my mother twentytwo, the reason for their kindly mirth not being obvious to
me at the time. It is a reflection of the way in which times
have changed that I was allowed out on my own in this
way. Today’s parents would not so much as contemplate
the perceived risk.

Who Decides? is a contemporary art exhibition which has

been curated by service users from ‘The Wallich’, a charity
that supports homeless people in Wales.
Article 27 of the Universal Declaration of Human Rights
states that everyone has the right to participate in the
cultural life of the community and to enjoy the arts.
However, museums and galleries are often viewed as not
accessible to certain sections of society - notably young
people, Black, Asian and minority ethnic (BAME) people
and those living in areas of deprivation. As a result, more
progressive cultural organisations are increasingly looking
at participatory ways of working and using co-production
to enable them to be more visible and accessible to these
audiences. Gone are the passive, didactic experiences
where knowledge and access are bestowed upon grateful
visitors. Instead we strive to include and collaborate with
audiences.

Besides the Inland Revenue, the Variety Department of
the BBC took up residence in Llandudno, occupying and
broadcasting shows from the town’s now-defunct Grand
Theatre. On one occasion, the well-known entertainer
Derek Roy (host of the Variety Bandbox radio talent
show) was getting out of his silver sports car as we as a
family were passing when with a cheery greeting he handed
me a flower. Another entertainer was Jack Stanford, ‘The
King of Eccentric Dancers’, who stayed in the same lodgings as us, not that we ever had much contact though one
could on occasion hear him noisily rehearsing in his room.

Inspired by the participatory and political strategies of
socially-engaged artists, Amgueddfa Cymru has worked
with a group from The Wallich, a Welsh charity supporting
homeless adults, to curate an exhibition of recent acquisitions of contemporary art from the Museum’s collections.
The aim was to show that working in this way could
produce real benefits to the health and well-being of the
participants but could also present a challenge to the
internal and largely hidden decision-making processes of
the Museum.

Returning to Llandudno after more than half a century was
an evocative experience, prompting long-dormant memories. Gone were the trams that had trundled off into the
wilds en-route for Colwyn Bay. Reinstated, though, was
the Great Orme tram that had ceased operations during
the war. A further plus was that on re-acquaintance the
promenade and seafront seemed fresh and elegant, having
lost their somewhat drab wartime appearance. Venue
Cymru on the promenade was a considerable visual improvement over the long since demolished Arcadia Theatre which I had seen as a boy. I was reminded of names
such as Mostyn Street, Trinity Square, Happy Valley, and
Maesdu where I recalled being taken to the hospital as an
out-patient. I sought out the house in Victoria Street
where we as a family had lodged to find it exactly where I
had remembered, though now deprived of its ‘Linden Lea’
name.

Who Decides? has been informed by Amgueddfa Cymru’s

core strategic aim of increasing access to heritage and
culture in Wales by placing participatory ways of working
at the heart of our decision making. The exhibition has
been made possible by our continued commitment to
collecting contemporary art which, in the visual arts, is
greatly enhanced by our long-term partnerships with key
external funders including the Derek Williams Trust.
The art work in the exhibition has been selected from the
large collection of paintings, sculptures, films, prints and
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drawings that the Museum and
the Derek Williams Trust have
acquired over the last ten years.
Who Decides? celebrates the
twenty- five year partnership between Amgueddfa Cymru and
the Derek Williams Trust. Since
1992 The Trust has been central
to the development of one of
the UK’s outstanding collections
of modern and contemporary
art.
Featured contemporary artists
include Anthony Caro, Olga
Chernysheva, Richard Deacon,
Laura Ford, Richard Long, Paula
Rego, Clare Woods and Bedwyr
Williams. The exhibition also
features an installation of over
seventy ceramic works from the
private collection of the gallery
owner Anita Besson (1933 Process of selecting and rejecting works for the Who Decides? Exhibition
2015). This outstanding collec- © Amgueddfa Cymru/National Museum Wales
tion, bequeathed to the Derek
Williams Trust in 2016, features
interpretation. They have designed the gallery and joined
work by thirteen makers including Lucie Rie, Hans Coper,
the technicians in installing the works. They have painted
Ryoji Koie and Claudi Casanovas and will be displayed
walls and helped build plinths. They have written markettogether in the exhibition for the first time.
ing material and contributed to social media campaigns.
They have worked with staff to deliver family learning
It’s been a mammoth task with the nine volunteer curators
activities. In short, they have been involved in every part
taking part in every aspect of putting on the large-scale
of the exhibition design and delivery. All that you see
exhibition. They have selected the works and written the

Who Decides? exhibition in Gallery 22 of National Museum Cardiff
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The process transformed the participants’ attitude to art
and the Museum. Many of the group have felt excluded
from the arts their whole lives, for a myriad of reasons.
This project has immersed them into the museum and the
collections. The perceived barriers have been broken and
the Museum is now on their mind map as an inviting place,
a place of discovery. Many of the group have now become
part of the museums’ volunteering family and have been
involved in events and family learning programmes at
National Museum Cardiff and Saint Fagans ensuring legacy and progression.
This has not just been about Amgueddfa Cymru working
to support a group of individuals. The whole process has
challenged the internal decision-making processes of the
institution. This unique exhibition celebrates the Museum’s outstanding art collections but it does something
more. It also underlines the importance and value of
making cultural institutions accessible to all parts of the
community allowing them to inspire people and change
lives as part of the museum’s vision. It has helped us
expand the range of voices at the organisation. It has
brought in much needed expertise and helped us to be
more relevant and demonstrative to society.
One of the postcard responses to the Who Decides? Exhibition
© Amgueddfa Cymru/National Museum Wales

Grace Todd

around the exhibition is the result of over 1000 hours of
collaborative work. It shows their decisions and choices,
hence the title Who Decides?

Grace Todd is Senior Learning, Participation and Interpretation
Officer at Amgueddfa Cymru

At the start of the project most of the volunteer curators
had not visited the art galleries at National Museum
Cardiff. In our first workshop together we asked the
group to produce a mind map of their feelings towards art
galleries. Most of the words and phrases had negative
connotations with phrases like “boring and quiet” “highbrow”
“not for me” and “just for posh people”. Although it is hard to
hear such negative feedback, these frank and honest comments gave us the opportunity to work with the group to
develop an exhibition that broke down these barriers. We
worked with the group to develop a wish list of how their
ideal art gallery would look and feel.

The Who Decides? Exhibition is at National Museum Cardiff
until 2nd September 2018.

Editor’s Note

ÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌÌ

COVER STORIES
This edition’s cover celebrates the wide-ranging collection
of botanical prints held by Amgueddfa Cymru. Examples
from the collection are not often on public display but a
flavour of the range of prints in the collection can be seen
in a book, The Paradise Garden by Maureen Lazurus,
Heather Pardoe and Deborah Spillards published by the
Museum (and available for £7.99 from the Museum Shop).

This became our checklist for the exhibition design. How
could we make it a place where people felt like they had
permission to talk? The group created conversation cards
for visitors to pick up and use as prompts to talk about the
ways they connected with the art.

Goethe expressed his admiration for the work of Ferdinand Bauer, the artist behind the front cover, by stating
that “nature is revealed, art concealed” and this praise could also
be extended to the work of the unknown artist behind the
back cover. The choice of the two plates is due to the
fascinating stories lie behind both pictures: one focusses
on the people involved and the other on the strange nature
of the plant itself.

How could we let visitors feel like they were part of the
process and that their opinions were valued? The idea that
everyone’s opinion matters is integral to the exhibition.
The volunteer curators wanted to give visitors a chance to
help develop the exhibition. They created a store of work
within the gallery where visitors could vote for their favourite works to be ‘released’ and put on display. They
also created postcards with different questions for visitors
to answer. The response has been overwhelming with
thousands of comments being left in the first few weeks of
opening.

Ferdinand Lucas Bauer (1760-1826), the artist of the front
cover plate, was born in Feldsberg. When his father died
just one year later he was he was placed in the custody of
Norbert Boccius (1729–1806), a physician and botanist
who was Prior of the monastery at Feldsberg. By the age
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was led by a Captain Vancouver of the British Navy and
which lasted from 1791 to 1795 visiting much of the
Pacific and the west coast of the Americas.
In 1795, when the ships of the expedition visited Valparaiso, the company dined with the Viceroy of Chile. They
were served a dessert which contained the seeds of the
Chile Pine, Araucaria araucana. Menzies recognised that the
seeds came from a tree unknown to him and so he surreptitiously popped some seeds into his pocket and grew them
on board ship. He managed to return to England with five
healthy plants which were the first seen in Britain. The
tree became a favourite in most formal gardens of the
nineteenth century under the name, Monkey Puzzle Tree.
This was one of the few plants to be successfully brought
back as relations with Captain Vancouver became strained
towards the end of the voyage when the person tending
the plants for Menzies was ordered to serve as a sailor.
When Menzies complained that he was thereby losing
some of his best specimens, Vancouver place him under
arrest for “insolence and contempt”.
So what is the story behind the back cover? The artist is
unknown but it was an illustration for Flora Londinensis
published by William Curtis (1746-99). This was an ambitious attempt to chronicle all the flowers growing within a
ten-mile radius of London. A mighty task given that in
those days much would have been fields, woods and
marshland providing a huge range of flora to catalogue.
Indeed, the project ran to six volumes published between
1777 and 1787 with each plate being delicately hand-coloured. Unfortunately, the work failed to attract sufficient
subscribers and, in the end, he had to abandon the project
and instead turned his attention to producing a botanical
magazine. This was much more successful and indeed is
still published today by the Royal Botanic Gardens at Kew
as Curtis’s Botanical Magazine, making it the longest-running botanical publication in the world.

of fifteen he began to contribute miniature drawings to
Boccius's collection.
In 1786 he accompanied John Sibthorp, an Oxford professor, as an artist on a field trip to Greece and Asia Minor
and the illustrations in the resulting book Flora Graeca
made his name. The success of this work meant that he
was one of six artists appointed on an expedition to
circumnavigate Australasia which set out in 1801. He
spent four years exploring the continent and surrounding
islands only returning to England in 1805. He began
publishing the fruits of his travels in 1813 as a book,
Ilustrationes Florae Novae Hollandiae. He did all the
work, from engraving the plates for printing to hand-colouring the illustrations. Unfortunately, after just three
issues it was clear that the venture was a financial failure.
So he returned to Hietzing, a suburb of Vienna near
Schönbrunn Botanical Garden, but he continued to create
botanical illustrations for English publications which leads
to the next character in the tale.

The plate from Flora Londinensis that I have chosen
shows Arum maculatum, in all its beautiful and complex
detail. It is commonly known to us under a wide variety
of names such as Lords and Ladies, Cuckoo Pint or Jack
in the Pulpit. Its leaves appear in early spring in gardens
and woodlands and then around April or May the flowers
appear. They are borne on a poker-shaped purple spadix,
which is partially enclosed in a pale green leaf-like hood
called a spathe. The flowers are actually hidden from sight
as a ring at the base of the spadix with the female flowers
at the bottom and the male flowers above them. Many of
the common names given to the plant are gender-related
and derive from the visual sexual symbolism of the spathe
and spadix.

This is Aylmer Bourke Lambert (b. 1761) who was a writer
of botanical books one of which was A Description of
the Genus Pinus.
This book was a sumptuously
illustrated folio volume, which was issued in several parts
from 1803–1824 and in which were detailed all
the conifers then known. Bauer was one among a number
of botanical artists who provided illustrations for the book,
one of which was the Virginian Pine.

On the spadix is a ring of hairs just above the male flowers
which form an insect trap. Insects, particularly midges, are
attracted to the spadix by its faecal odour and by the fact
that its temperature can be as much as 15°C warmer than
the ambient temperature. The insects are trapped beneath
the ring of hairs and are dusted with pollen by the male
flowers before escaping and carrying the pollen to the

The third character in the tale is the person responsible for
collecting and describing the Virginian Pine. This was
Archibald Menzies (1754-1842) who was a
Scottish surgeon, botanist and naturalist. He was the
botanist on a voyage of exploration and discovery which
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spadices of other plants, where they pollinate the female
flowers.

believed to be the first of its kind in a public museum in
Wales.

In the autumn, the fertilised female flowers form a cluster
of bright red berries which are extremely poisonous.
These berries contain saponins which can cause burning
pain together with a swelling of the throat and difficulty in
breathing. Fortunately, their acrid taste, coupled with the
almost immediate tingling sensation in the mouth when
consumed, means that large amounts are rarely taken and
serious harm is unusual.

The room was suggested by gallery assistant Suzanne
Benney, who had completed an autism champion training
day, and herself has a son with autism. Her own experiences, and a fact-finding visit to a facility at Ysgol Pen-yBryn special school in Swansea, saw her produce a “shopping list” of items for the room, such as visually stimulating bubble lamps and toys with different textures. “Having
a room where people can go and take time out is really important, and
can make the difference to a visit somewhere,” said Suzanne. “The
Chill Out room significantly extends the range of services we are able
to provide for our visitors,” said visitor services manager Leighton Sault-Jones.

The root-tuber may be very big and is used to store starch.
In mature specimens, the tuber may be as much as 40cm
below ground level making it difficult to dig out and so
ensuring that the any plant in your garden stands a very
good chance reappearing year after year.

Since the room has been opened it has been nominated in
the "Health and Well-being" category in the Third Sector
awards, which are run by the Wales Council for Voluntary
Action.

Diane Davies
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Following on from the need to provide quiet spaces, the
Museum has also designed a symbol for use on its maps to
help visitors identify especially noisy areas. The symbol
will appear for the first time in the National Wool Museum, which has some very noisy machines. It is planned to
roll-out the symbol across all seven sites.

MUSEUM NEWS
New Sensory Room at National Waterfront Museum

Jenny Walford
Jenny Walford is Communications Officer at National Maritime
Museum

Morgie the Morganucodon

A new arrival is to be found in the Insight Gallery at
National Museum Cardiff. This is a model of a small
mammal from the Jurassic period. This early mammal has
been named Morganucodon which means "Glamorgan
tooth” and it was made by palaeoartist Bob Nicholls. It
looks unbelievably lifelike and answers to the name Morgie!
Rhys Thomas with Wynne Evans at the opening of the Chill
Out room
© Amgueddfa Cymru/National Museum Wales

The Jurassic period, 200 million years ago, is much more
famous for dinosaurs, such as the recently unearthed,
Welsh dinosaur Dracoraptor. However, if you were able to
go back to that time, you would also have seen little
shrew-like mammals hiding in the undergrowth. These
were the very earliest mammals. The bones and teeth of
these tiny, furry creatures are preserved in caves and
fissures in rocks, where perhaps they were sheltering, or
even hibernating during cold winters. Fossils of these
minute mammals were first found in a quarry in south
Wales seventy years ago and palaeontologists have now
pieced together the fragile bones to reconstruct what the
animals would have looked like.

The National Waterfront Museum has introduced a new
sensory room to offer visitors with conditions such as
autism and learning disabilities a place to relax and take a
break away from the noise and bustle of its galleries. BBC
Radio Wales and ‘Go Compare’ advert star Wynne Evans
officially opened the room on Friday 20th October, after
hearing about it from teenage Museum volunteer, Rhys
Thomas, to whom he talked on his morning radio show
during National Volunteers Week earlier in the year. Rhys,
who has autism, explained he was acting as a consultant
for the project, as he himself sometimes needed somewhere to take time out.

New research undertaken at Bristol University and funded
by the Natural Environmental Research Council, used
powerful X-rays to scan these tiny bones making it possible to piece together the fragments digitally. Then, using
modern mammals as a guide, palaeontologists digitally
recreated muscles on scanned images of the skeleton.

The Chill Out room includes highly-coloured soft flooring, beanbags to relax on, a colour-changing effect on the
ceiling, natural sounds like birdsong and lapping waves,
and a selection of different-textured toys to handle. The
room, which was converted from a first aid room, is
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Morgie the Morganucodon
© Amgueddfa Cymru
/National Museum Wales

Bristol scientists then used computer simulations to work
out how a skeleton worked. By looking at their teeth they
could tell that some early mammals were able to crunch
insects with hard wing cases, while others could only bite
softer ones. The display of Morgie in the Insight Gallery
also highlights this research.

future at the Museum. He is presently working on a
memorial to commemorate the First Word War which will
be erected at the National Slate Museum later this year.
The appointment of a Blacksmith on site will breathe life
into the original workshops which are found on the west
side of the museum. Having a blacksmith on site also
reflects the excellent crafts skills that were available on the
site originally. The workshops were the heart of Dinorwig
quarry, and the presence of a blacksmith was essential for
the work of the quarrymen as he produced the steel tools
that enabled them to extract slates from the rock. A good
blacksmith was able to understand the various needs of
different quarrymen, and would create custom-made items
for the job at hand. At one time, twelve fires burned in the
Museum’s forge, with a team of workers striking and
forging metal pieces into equipment of all kinds. The heat
and the noise must have been tremendous.

New Blacksmith for National Slate Museum

The Forge at National Slate Museum in Llanberis is once
again in operation after a new blacksmith, Liam Evans of
Waunfawr was appointed. Liam spoke of his excitement
on starting his new job, “I couldn’t believe my luck when this
opportunity came up to work as a blacksmith in such an iconic place
and so close to home.”
He joined the Museum in October and has already made
his mark by holding demonstrations of the blacksmith’s
craft in the Forge and is now beginning to produce work
which can be sold in the Museum shop: for St Dwynwen’s
Day he produced unique hand-made iron hearts.

Record Visitor Numbers

Visiting the various museum sites of Amgueddfa Cymru is
proving even more popular than it was a year ago. Num-

He is a graduate of the National School of Blacksmithing
at the Hereford School of Technology and the hearts are
just one of many new projects he hopes to establish in

Staff at Big Pit discover a dinosaur claw on their site - part of
the prize-winning publicity for Dinosaur Babies
Left & above: © Amgueddfa Cymru/National Museum Wales
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bers overall are a record 18% up on last
year’s figures with Big Pit: National Coal
Museum showing the biggest increase with
a whopping 60% and the National Wool
Museum and the National Slate Museum
both recording increases of over 30%. In
total nearly 1.4 million people visited at least
one of the sites during the period from April
to November. The increase in numbers has
also been reflected in an increase in the
amounts visitors donate.
In National Museum Cardiff, the second
exhibition with an entrance fee, Dinosaur
Babies, proved extremely popular. By the
end of August, the exhibition has attracted
35,945 admissions, exceeding the target to
date. In addition, National Museum Cardiff
enjoyed record figures in July and August
with 134,813 visitors.
You may have seen the publicity campaign The Man Engine on its tour of Cornwall in 2016
for the exhibition which saw giant dinosaur Photo: Courtesy of min-eng.blogspot.com
claws appearing on top of National Museum
The team behind the Man Engine, Golden Tree ProducCardiff. A dinosaur tail, footprints and eye were also to be
tions, is already creating a bespoke visual and aural experifound at St Fagans, Big Pit and the National Slate Museum
ence for the Welsh expedition: set to include theatrical
in Llanberis as the dinosaur roamed around Wales over the
shows, live music and storytelling to highlight the rich
summer months. This ‘Dinosaurs on the Loose’ campaign
industrial heritage of south Wales. The Welsh tour is a
was created in-house and designed to be a part of the
collaboration among various cultural and heritage organitourist initiative, Visit Wales 2017 Year of Legends .
sations in Wales and five local authorities with the aim of
prompting further nationwide dialogue around the legacy
The National Museum Wales group had its best ever
of Wales’s historic mining communities.
August visitor figure of 297,792 visitors, above target by
19.8%. All four museums involved in the campaign exThe 2018 tour announcement comes after the Man
ceeded their August targets.
Engine was named the nation’s favourite arts project at
This impressive campaign went on to win Silver Medal at
the 2017 National Lottery Awards; an honour bestowed
the prestigious International Design and Communications
upon the giant miner following his iconic journey across
Awards which was held in Los Angeles in November. In
the Cornish Mining World Heritage Site in the summer of
addition it also won a Gold Award for Best Use of Social
2016.
Media at the Chartered Institute of Public Relations Cymru
Wales’ PRide Awards in November.
St Fagans: Llys Llewelyn nearing completion
Work to secure completion of Llys Llewelyn at St Fagans
by the Autumn continues. Focus has now turned to the
wall hangings that will decorate key areas of the building.
These are being done by members of the North Wales
Embroiderers’ Guild. One key item is Llewelyn’s banner
that will hang behind the throne. Another is a wall-hanging that depicts the story of Branwen from the Second
Book of the Mabinogi. This has been designed by primary
school children from Anglesey.

Man Engine visits South Wales

The largest mechanical puppet ever constructed in Britain,
the moving, steaming, mechanical Man Engine, which
resembles a giant miner, will begin a grand tour of Wales
entitled: “Man Engine Cymru: forging a nation”. It will begin
its tour on 8th April 2018 with an opening ceremony at Big
Pit National Coal Museum and a parade down
to Blaenavon Ironworks, with choirs, brass bands and
theatrics to bring the experience to life.

Llys Llewelyn is a re-creation of one of the Royal Courts
of the Princes of Gwynedd as it was used during the 13th
century. It is based on the surviving remains of Llys
Rhosyr, near Newborough in the south-west of Anglesey,
which was one of the royal courts of Llewelyn Fawr
(Llewelyn the Great) (1172-1240) - who was prince of
Gwynedd in the 13th Century and who was succeeded by
his son Dafydd ap Llewelyn.

It will visit eight of south Wales’s most important industrial heritage locations for a week of celebrations from the
8th to the 12th April. These include Ebbw Vale Steelworks, Cyfarthfa Park and Castle, Ynysangharad War Memorial Park in Pontypridd, before ending its journey in
Swansea with visits to the National Waterfront Museum
and the Hafod Morfa Copperworks.
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conference was the relationship between a museum and its
Friends’ organisation.
What emerged from the conference was that this relationship is changing for many Friends’ groups. In today’s
financial climate many museums are faced with the need to
secure an income that is independent of any grants they
receive and to facilitate this they need to develop a closer
understanding of the people who visit the museum. One
solution has been to introduce membership schemes
which allow museums to collect data about visitors who
enter their doors.
The conference heard of a number of ways that these
membership schemes can impact on Friends’ organisations. In a worst-case scenario, The Friends of Horniman
Museum reported on how they had disbanded in the face
of the Horniman Museum setting up its own membership
scheme. However, a more positive outcome was outlined
by the Friends of the London Transport Museum, who
were hosting the conference. As a body they exist alongside both membership and patron schemes which have
been set up by the Museum but they emphasise that they
continue to have a good relationship with the Museum
which values their existence.
Members of North Wales Embroiderers’ Guild meeting in
Penygroes in November to work on the wall hangings for Llys
Llewelyn
© Amgueddfa Cymru/National Museum Wales

This question has recently become of importance for us,
as Friends, because of the report by Dr Simon Thurley into
the Museum, which was set up by the Welsh Government
in September 2017 and looked into the finances and operations of Amgueddfa Cymru. He published his report,
including seventeen recommendations, at the beginning of
January. The report was accepted by the Welsh Government after a debate in the Senedd at the end of that month.

Llys Rhosyr was excavated by the Gwynedd Archaeological Trust in the 1990s. with its overall plan being revealed
by a geophysical survey. Detailed discussions have been
held with experts in Welsh history, architecture and literature, as well as research into surviving castles and religious
sites of comparable age in Gwynedd in order to make Llys
Llewelyn the most accurate rendering of a Welsh Royal
Llys to date.

The recommendation that has the most impact on us, as a
Friends organisation, is No 12 which, amongst other suggestions, recommends that the Museum sets up a membership scheme. The Thurley Report sees membership
schemes as an “opportunity to establish a proper Customer
Relationship Management (CRM) system. This is the basis of most
commercially successful businesses today. A CRM system would be
used to manage and analyse all the interactions that visitors have with
the Museum which could include ticket sales, shop transactions, the
website, telephone, direct mail, marketing materials and social media.
The system would help the Museum develop commercial relationships
with visitors as well as understanding their preferences better. To run
a CRM system it is necessary to have a transactional relationship
with visitors.” In a museum with free entrance, a membership scheme offers the best way for a museum to have the
sort of transactional relationship with its visitors, which
will allow it to collect data.

Two of the most thoroughly excavated buildings, a hall
and adjacent chamber, have been created at St Fagans in
order for visitors to understand life in medieval Wales. In
addition, the finished buildings will be used as a venue for
sleep-overs, allowing school children from across Wales to
immerse themselves in an experience of 13th century life.
This means that, though the building will recreate the 13th
century world of Llewelyn the Great, it will need to comply
with 21st century Building and Health and Safety regulations and so will be the first Welsh medieval hall with
underfloor heating and an emergency lighting system.
Diane Davies
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The Museum is looking to bring forward a membership
scheme as soon as possible. Clearly this is going to have
implications for the Friends as an organisation and we
have already started discussions over what all this might
mean.

BAfM NEWS
As Richard mentioned in his Chairman’s piece, last year’s
BAfM conference was held at the London Transport
Museum at the end of September. The theme of the

Diane Davies
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FRIENDS NEWS

FRIENDS ACTIVITIES

Retirement of Ann Saer and Val Courage

North Wales Trip: September 2017
From the Georgian neoclassical grandeur of Plas Newydd
on Anglesey to the glowing cooking range of a slate-worker’s cottage in Dinorwig Llanberis, from Robert Clive's
rich pickings of India at Powys Castle to the modest grave
at Criccieth of the Welsh social reformer and Prime Minister who led Britain to victory in WWI: all this and more
was offered to a sell-out Friends tour of North Wales in
early September.
The great “Gog” tour began on an extremely wet Tuesday
morning when forty-nine adventurers assembled on the
steps of the Museum in Cardiff. At once we knew we were
in the safe hands of our knowledgeable organiser Gwen
Williams and her kind interlocutor and husband Meurig.
Also essential to the tour was Paul, our driver, who was to
negotiate several perilously narrow entrances to country
houses perfectly over the ensuing days, not to mention the
mountain passes.
Our first stop was at the Caer Beris Manor Hotel, Builth
Wells for coffee and delicious home-baked biscuits. The
history of the black and white timbered house began as
early as 406 AD but the present structure was remodelled
by Major Gam Harcourt Wood, late of the 15th Hussars.
It was constructed from adze-cut elm around 1896. Of
interest architecturally are the rooms built over a steep
bank supported by massive elm stilts, together with the
reclaimed gardens and orchard where hundreds of new
trees were planted.

The AGM of the Friends in November saw the retirement
of Ann Saer and Val Courage from the Board of Trustees
of the Friends (as we must now learn to call the Friends’
committee). Both have made huge contributions to the
success of the Friends. Many of you will have been on one
or more the trips abroad that Val has been organising for
over twenty years. These trips have given a lot of pleasure
to many, many people. You can read about the final trip
she organised, to Rome in November, on page 30. Ann
served for a number of years as Honorary Secretary as well
as organising countless talks and many of the coach day
trips. She will continue though to act as a volunteer guide
for the Art Tours at National Museum Cardiff.

On then to Gregynog in Powys, another black and white
timbered house, to pay homage to the philanthropic Davies family. Behind its dramatic facade lie 800 years of
Welsh history. We learnt a great deal of the house and its
inhabitants from the Librarian, Mary Oldham, but for the
Friends the most important inhabitants were the art collectors and philanthropic daughters of the owner of Barry
Docks who made his fortune when the export of “black

Diane Davies
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Gregynog House and formal
gardens
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fine printing. We saw works by
several Impressionists but perhaps
the most arresting one on display
was that of the head of Victor
Hugo by Rodin. The Davies sisters were seminal contributors to
the art collection of the National
Museum. Then it was on to Llandudno’s sweeping seafront and a
wine reception and dinner at the
refurbished St George's Hotel.
On Day Two, we were off to Sir
Fôn and Plas Newydd. On entering the gardens observant Friends
spotted a red squirrel, our native
species now confined to Ynys
Môn. Majestic avenues of sequoia
trees complemented the grey stone
of the imposing house set above
the Menai Straits. Plas Newydd
has evolved over several centuries
and through several families to
A Red Squirrel posing for the camera on a feeding station in the grounds of Plas Newydd
become the seat of the Marquesses
of Anglesey. There have been
eight
marquesses
to
date.
Unique features of the house
gold” from the coal mines of Wales was at its peak. David
included
the
late
seventh
Marquess’
study carefully preDavies’ daughters, Gwendoline and Margaret, repaid sociserved
by
the
National
Trust
just
as
he
had left it with a
ety for their privileged life by becoming art collectors and
myriad of desks, one for each subject he pursued. Outopening their home to men and women of music, art and

Grave of David Lloyd George at Llanystumdwy, near Criccieth. The englyn by his nephew translates as:
The rough stone, and his stone crown, is a grave / Of a man who was a hero to his people; / A beautiful watercolour is the lovely
Dwyfor, / Caressing for ever the grave.
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standing too was the largest canvas painting in the UK by Rex
Whistler depicting a fantasy of
Welsh mountains, castles and Italianate churches and his trademark
‘trompe l’œils. Notable amongst
these was a half-smoked cigarette
painted after Whistler volunteered as a WWII officer. He had
hoped to finish “smoking” it later
on but sadly was to die heroically
in Normandy in 1944.
By 2:30pm we were at the home
and museum dedicated to David
Lloyd George at Llanystumdwy
near Criccieth. The cottage where
Lloyd George was brought up has
been lovingly restored and demonstrates his modest background. Powys Castle and Gardens
He and his brother were brought
up by their uncle, a shoemaker, whose ultimate goal was
The weather improved on our final day when we returned
that these two boys should be God-fearing, Liberal and
south through the glorious countryside of the Welsh and
well-educated. The only two original pieces of furniture
English borders. We toured Powys Castle and its exquisite
were two similar desks in the living room where the boys
gardens which included a lake and a very protective peaworked and kept their books.
cock mother and chicks. Unusually the castle was built by
a Welsh prince who sided with the invading Edward I,
Another highlight was Lloyd George's chosen place of
named Gruffydd ap Gwenwynwyn, later Baron Welshburial; not Westminster Abbey but an enclosed glade. The
pool. However it's most famous association is with Clive
simple memorial stone was a boulder taken from the river
of India, who never actually lived there. Much of his
nearby from which the two young brothers used to jump
accrued (or plundered) wealth from the subcontinent is
while playing in the water. Finally we toured the museum
displayed at Powys Castle where it was assembled by his
established by his second wife and long-time love, Frances,
son who married into the Herbert family in 1784 after
which contained artefacts commemorating his life, includClive’s death and later became Earl of Powys.
ing his radical origins as an outspoken opponent of British
Imperialism.
Our last stop near Brecon was Llangoed Hall for a lavish
afternoon tea. The house is said to be the site of the first
On the third day we rose early and traversed the Llanberis
Welsh Parliament according to the architect, the late Sir
Pass to Llanberis. Lunch was at the former Dinorwig slate
Clough Williams-Ellis, who tried to retain the majestic
quarry workshops, now the home of the National Slate
chimneyed Jacobean house he was adapting to the interior
Museum. A sixth generation slate worker cut slates to
designs of the great country house style. By the 1970s the
perfection from the rock and explained the grim realities
hall was in danger of demolition and in 1987 it was bought
suffered by his forebears in the quarry at the hands of the
by Sir Bernard Ashley in memory of his wife Laura Ashley.
English aristocrats who “stole a mountain”. Conditions,
Today it is owned privately and run as a luxury hotel
including universal piece work, became so bad that the
retaining the Ashley ambience. As a final treat we roamed
slate workers at Penrhyn Quarry went on strike for three
the grounds, trod the sumptuous carpets and viewed the
years in a brave but doomed attempt to win Union recoggallery with works by Whistler and Augustus John.
nition. In one of the restored slate workers cottages we
saw the sign “Nid oes Bradwr yn y ty hwn” (No traitor in this
Helen and Rob Hepworth
house) which was displayed in the window during the
strike to distinguish the occupants from those who, ineviThe Art, Antiquities and Culture of Ancient
tably, were forced to return to work. There was also a
remarkable display of industrial archaeology in the MuseRome
um including a giant water wheel.
A visit to the great city of Rome is always an enticing
prospect and the Friends’ tour in November 2017 did not
The planned afternoon conquest of Snowdon summit via
disappoint. With a comfortable hotel on the right bank of
the Victorian rack and pinion railway ended early due to
the Tiber within walking distance of Vatican City and an
descending mist and high winds, forcing the entire group
excellent and knowledgeable local guide to lead us through
to return from halfway up the mountain. We then prothe daily programme, we had an enlightening and enjoyagressed in the safe hands of our coach driver to our hotel
ble experience.
in Llandudno.
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As the title suggests the programme was designed to illustrate the history and art of the city,
but it also allowed time to see some of the more
famous landmarks: the Trevi Fountain, the
Spanish steps and the Victor Emmanuel Monument.
There were many outstanding locations included in the itinerary and while it is difficult to
mention all of them they must include the basilica of S Clemente, a remarkable church on three
levels. An elegant expanse of gold and mosaic
was built above an earlier church with intriguing
frescoes and with yet another temple beneath
which contained an altar to the god Mithras. In
other churches we were privileged to see some
of the dramatic and powerful paintings by Caravaggio, while in the great Pantheon the skill of
Roman architecture was evident in the huge
dome.
Exhibited in the National Etruscan Museum. Were a very
fine collection of artefacts relating to all aspects of the
history and the lives of the Etruscan people. The most
famous single item here was the terracotta statue, Bride
and Groom, almost life size figures reclining on a couch.
Their enigmatic expressions, tender gestures and exquisite
detail made for a memorable and appealing treasure.
There were also opportunities to enjoy many fine artworks
in galleries housed in splendid Palazzi such as the Colonna
and the Doria Pamphilij, both of which are ancestral
homes of noble Roman families. As a change of scene
from the busy city we went out of Rome to Castel Gandolfo, the Summer residence of Popes where, in peaceful
surroundings, we admired the elegant formal gardens.
As ever on the Friends’ holidays we appreciated the chance
to catch up with old friends and make some new ones.
However we were all aware that this would be the last time
we would take part in a Museum tour led by Valerie
Courage. Val has arranged and led tours for many years
and those of us who are familiar with these
special opportunities for relaxation and education, appreciate the hard work and enthusiasm
that has made each of them so different and
unforgettable. So, once again Val, our sincere
thanks and good wishes to you and to Alistair
for all you have done – we will miss you.
Diana Wilson
Top: Ponte Sant’Angelo over the River Tiber with St
Peter’s Basilica in the background
Middle: Gian Lorenzo Bernini, Elephant and
Obelisk (c.1667) in the Piazza della Minerva,
Rome
Left: Interior of San Luigi dei Francesi, a 16th Century church in the Piazza Navona, which is the
national church of France in Rome
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