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Antiquarian Topographical Prints & Drawings 1550-1850
(as they relate to castles)
Part One: Introduction - 1550-1790
‘Bringing Truth to Light’

Samuel Hieronymous Grimm, c. 1784. ‘The Entrance to the Prison Chamber at Lincoln, under the NW tower of the cathedral’. One
man is shown holding the ladder while others, adventurous antiquaries, cautiously climb up and in through the narrow entrance
to explore the chamber. © The British Library Board. Shelfmark: Additional MS 15541 Item number: f.79
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Antiquarian Topographical Prints & Drawings 1550-1850 (as they relate to castles)
Part One

Frontispiece: Dover (the north barbican), ‘The History of Dover Castle’, by the Revd: Wm. Darell Chaplain to Queen
Elizabeth. Illustrated with 10 Views, and a Plan of the Castle. William Darell. Hooper and Wigstead, London 1797.
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The Art of Topography

still able to innovate but was limited if he or she was
employed in a formal capacity and their record was
destined to reach a wider audience in the form of a print.

Topography can be defined as the practice of describing
in detail a particular building, place, city or town, or the
features of a locality. The topographical ‘View’ or
‘Prospect’, as it was often called, had a fairly continuous
development in Britain in the seventeenth and early
eighteenth centuries, initially influenced to a great extent
by the work of foreign (mainly Dutch, Flemish and
Bohemian) artists working in Britain from the 1630s.

Second, the potential of the watercolour medium for the
depiction of light and atmosphere became increasingly
evident. The vagaries of the weather were more closely
observed and better understood so that the topographer
could use a fuller range of naturalistic effects, borrowing the
soft and varied light of the ‘Ideal’, especially Claudean
landscape painting; see, for example, Mary Ward, Part One.

The topographer’s brief was to record with honesty, clarity
and accuracy the essential information about a place or
building. In 1801, J. H. Fuseli, lecturing in his capacity as
Professor of Painting to students at the Royal Academy
schools dismissed topography or the ‘Real view’ of Nature
as ‘that kind of landscape which is entirely occupied with
the tame delineation of a given spot’. Instead he
recommended to his students the Ideal landscapes of
‘Titian, Salvator Rosa, the Poussins, Claude, Rubens,
Elseheimer and Wilson [which] spurns all relation to this
kind of mapwork’.¹ His comments emphasised the gulf that,
at the turn of the century (c. 1800), was still perceived by
some artists that differentiates the work of the more noble
‘Ideal landscape’ painter from that of the lowly topographer.

Third, the topographer could choose to introduce wellobserved and realistically rendered figures, which, rather
than serving as mere staffage, could be seen to interact
with their environment and contribute to a sense of place
and lively animation in everyday activities. It is a skilful
and sensitive use of the human figure that is, arguably,
the most important ingredient in the best topography.
So the story of the British topographical print in the
seventeenth to nineteenth centuries is a story of change in
both techniques and taste. The first etcher of real distinction
was Wenceslaus Hollar. The collection of prints (and some
oils) in the following pages is necessarily selective, dealing
with medieval castles, buildings or groups of buildings within
towns and cities. The collection is presented chronologically,
which allows the observer to see evolving change in social
attitudes, dress, styles, ‘techniques and taste’.

Unlike the painter of ‘Ideal’ landscapes (who was free to
manipulate and orchestrate his material for aesthetic ends),
the topographer was required to transcribe ‘the simple
literal truth.’² Thus the typical early topographical watercolour tended to be either a panorama or a bird’s-eye view, in
which the maximum amount of information could be
conveyed; it was invariably presented in ‘clear daylight,
unobstructed by clouds or shadows’, which were deemed
to detract from the honest presentation of factual information; it often included attendant figures, perhaps pointing
at ruins, but serving as decorative adjuncts or ‘staffage’. The
emphasis was on careful draughtsmanlike drawing and
penwork, with colour kept to a minimum, and washes,
mainly monochrome, applied in broad, clean, unmodulated
layers (hence the expression ‘tinted’ drawing) which rendered it suitable for translation into an engraving.

Topography has often been regarded as a sort of poor
relation, inferior to landscape, history painting and
portraiture. Fuseli continued his argument. These ‘tame’
views, he argued, ‘might please the owners of the acres
depicted, and the inhabitants, the antiquary or the
traveller, but to every other eye they are little more than
topography’. He might have been dismissive of this
‘tame’ art form, but today, antiquaries, architectural
historians and archaeologists, highly value early maps,
bird’s-eye views and prints, usually from copper-plate
engravings - for they can reveal much about a building
or castle that has gone through a process of constant
change, through war, ‘improvements’ in new defensive
ideas, social change and the vagaries and excesses of
spendthrift owners and neglectful dereliction. They are
used throughout this essay to illuminate long-lost
changes, and in helping in bringing truth to light.

Most of the true map-makers, topographical artists, and
sketchers (some of whom often also developed and
combined their skills as etchers and engravers) are covered
in Part One, and about 30-40 practitioners are covered in
brief biographical detail, with examples of their work.

The story starts with the valuable archive of sixteenthcentury manuscript drawings from the Sir Robert Cotton
collection at the British Library and records the early
county and country-wide map-makers of the early
seventeenth century. Regarding prints, some artistic
personages are highlighted above others, not necessarily
because they were the best exponents, but because of the
influence they had on the course of artistic development
- Hollar, Francis Place, the Buck brothers, George Vertue.
Part One concludes with an overview of the contribution
made by women antiquaries from the 17th century.

It was only from about the middle of the eighteenth
century with the appearance of Paul Sandby (1731-1809)
and his brother Thomas (1721-98), that the topographical
watercolour first began to develop into a more expansive,
multi-dimensional and expressive branch of landscape
painting, yet still fully topographical in its detail and clarity.
Sandby, Francis Towne, Thomas Hearne and Grimm are
dealt with in Part Two, but similar examples can be seen
in Part I, in Canaletto’s work, and Francis Grose’s
Antiquities contains a good number of works by Sandby.

¹ J. Knowles, The Life and Writing of Henry Fuseli, London 1831,
II, p. 217. The context was with reference to oil painting, but
no doubt he would have held the same views about
topography in watercolour.

Here three features combined to elevate the ‘real view’
beyond the tame, the ordinary or commonplace. First, the
artist felt he could more freely select the viewpoint, rather
than convey the most information, which would enable
him to create the most interesting composition - making
it more dynamic yet remaining informative. The artist was

² R & S. Redgrave, A Century of Painters of the English School’,
London,. 1866, I, p. 374
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Late Medieval Drawings (manuscripts).
The following pages set the scene for the artistic capabilities and sensibilities of the fifteenth and sixteenth centuries prior
to and during the invention of the printing press and the facility to produce multiple etchings and prints. It was an era of
manuscript, maps and surveyor bird’s-eye views, accelerated by Henry VIII’s desire to re-fortify ports and coastline. The
British Library’s Cotton archive is a principal resource for most of these outstanding sixteenth century plans and views.

Fig. 1. The frontispiece to a manuscript ‘Book of Poems’ by Charles d'Orleans (d. 1465). It includes an illustration of the Tower of
London, where Charles spent many of his 25 years in imprisonment. The White Tower, forebuilding, and St. Thomas’s Tower, (Traitors’
Gate) are clearly recognisable in the foreground of the panorama of London that precedes a French poem entitled Des Nouvelles
d’Albyon (News from Albion). This is the earliest known topographically accurate view of the city, (dated to c. 1500 or earlier, perhaps
1480) and the castle is depicted here as part of the centre of England’s power and wealth. The Thames, busy with ships, flows past
the Custom’s House, and London Bridge connects the city to the South. © The British Library Board, Royal MS 16 F II.fol. 73r

4

Antiquarian Topographical Prints 1550-1850 (As they relate to castle studies)

Fig. 2. Bird’s-eye view of the castle and town of Carrickfergus, c. 1560. © British Library Board. Cotton MS Augustus, I.ii. 42. Pen, ink
and watercolour. This image was used in CSGJ20, 2016-17, p. 218. ‘Recent research on Carrickfergus Castle’, Gormley / McNeill.

The early-to-mid sixteenth century - manuscripts - bird’s-eye views and ‘platts’
The principal thrust in the evolving skills of Tudor
draughtsmen and military engineers was harnessed in the
cause of national defence. Many of the following manuscript
maps and bird’s-eye views were prepared at royal command
and had a military or naval purpose. In many cases the direct
focus of the maps were on the sea-ports, rather than on the
defences of a local castle. This is particularly true of Dover.
There are four of five mid-16th-century drawings of the castle,
each different, some perhaps in error, but all showing how
difficult it was to grasp the complexity of Dover’s layout. On
the other hand, features that are included on those ‘platts’ or
5

ground-plans, where today there is no vestige remaining
and archaeological survey has not, at present, been
invoked to investigate, should not be dismissed as
fictional or imaginary. Some examples to follow are
offered to the reader where early plans are more than
likely to be correct, and where early topographers have
captured buildings that can now be proved to have
existed. This is most certain when not one, but a variety
of topographical artists draw or sketch similar features in
the same locations at similar times, independent of each
other’s work. See figs. 3, 4, 5, 12, 13.
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Fig. 3. Proposals for a New Harbour at Dover. 1532. Vincenzo Volpe. Watercolour / Pen and Ink / Parchment / © British Library
Board. Shelfmark: Cotton, Augustus I.i.19. 535 × 1360 mm. The focus is on the harbour, not the castle, but a close-up of the Volpe
castle section does highlight some lost features (as seen and discussed elsewhere - see fig. 13).

Fig. 4. Dover harbour and castle, 1541, by Richard Cavendish. © British Library Board. Shelfmark: Cotton Augustus I.i f.26. For details
of the castle plan, top right, see: fig. 5. http://www.bl.uk/onlinegallery/onlineex/unvbrit/d/001cotaugi00001u00026000.html
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Fig. 5. Dover castle c. 1541 (detail of fig. 4). Likely
to be the work of Richard Cavendish. Drawn in
inks and watercolour on parchment it depicts
improvements to the town, castle and outlying
buildings. It was produced by a commission
created by Henry VIII in January 1541, who were
to ‘be overseers of the water works at Dover and
to procure materials and workmen for the same’.
British Library Shelfmark: Cotton Augustus I.i f.26.
Length: 91cm Width: 87cm. The castle bird’s-eye
view from the SW is one small part of the
document and has been greatly enlarged. Whilst
the number of curtain towers has been
exaggerated, the outer ward barbican, in front of
the Constable’s Gate is clear and well defined,
and corresponds to the images drawn by Hollar
100 years later. © British Library Board. See:
http://www.bl.uk/onlinegallery/onlineex/unvbri
t/d/001cotaugi00001u00026000.html

Fig. 6. A plan of Newcastle-upon-Tyne., c. 1545, drawn by Gian Tomasso Scala. War with France had resumed in 1542 and 1545 saw the
English and French Fleet meet in Spithead, the Mary Rose had sunk and the French landed on nearby Isle of Wight. In the 1540s Henry VIII
employed several Italian military engineers, and here on the map the inscriptions are in Italian. Reflecting concerns with defence, the castle,
churches and town fortifications are individualised but the houses, of less military significance, receive generic presentation. © British Library,
Shelfmark: Cotton Augustus I. ii, Item number: f.4. Used in CSGJ 31, 2017-18, p. 186.

Mid-to-late sixteenth century
As noted, in Tudor Britain, under Henry VIII (1491-1547)
the country was subject to many military / coastal map
surveys,¹ as illustrated above. The Cotton Augustus
manuscript archive at the British Library contains
important early-to-mid 16th century drawings and surveys
by Richard Lee, Richard Cavendish, Vincenzo Volpe,
Thomas Digges, and other military engineers. It also
came under increasingly close topographical or
chorographical studies of a non-militarised kind. In the
wake of John Leland’s countrywide explorations of ‘things
very memorable‘ in his Itinerary of the 1530s and 1540s
(Leland notes 490 certain castles in his Itinerary), educated
Tudor gentlemen took to topography in some numbers.
The best known work at the time, master-antiquary
William Camden’s (1551-1623) survey Britannia (first
published in 1586, in Latin, but not illustrated with maps
until later, covered the whole kingdom. More often than
not surveys did not reach beyond a single county.
Illustrations were little used in the printed texts until the
early 17th century. Even before that time, however, the
advances of topographical scrutiny in county surveys
generated a variety of pictorial material reflecting the
historical interests of those who were undertaking specific
work: Roman antiquities, pedigrees, coats of arms,
churches and their monuments, maps and bird’s-eye

charts etc. Much of the topographical work of the ‘learned &
langwaged’ Herald, William Smith – a colourful figure who was
in his time merchant, traveller, herald and cartographer concentrated on the County Palatine of Chester. But for ‘The
Particular Description of England….1588’, which survives among
the manuscripts of the Sloane collections (Sloane MS 2596), (fig.
7) he illustrated the text with ‘portratures’ or ‘picture maps’ of
the sixteen chief cities of England. In similar style and colouring
though done in a surer hand are the drawings by surveyor John
Norden of the royal estates in Berkshire made for James I in 1607.
His view of Windsor Castle has it laid out in the detailed bird’s-eye
aerial manner to be expected of a surveyor and proficient
map-maker. Norden had a grand
plan for a systematic set of
illustrated county surveys to rival
Camden's Britannia and Saxton‘s
Atlas (1579), but he lived to see
only Middlesex and Hertfordshire
in print. Other 16th century artists
covered in the following Catalogue
include Antonis van den
Wyngaerde, Georg Braun & Frans
Hogenberg, Ralph Agas, and John Fig. 7. Canterbury, 1588,
Bereblock all working in England William Smith, one of 15
from the 1560s-1600.
‘portraitures’ of English towns.
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Seventeenth century - topographical etchings and engravings - King, Hollar and Place
The engraver Daniel King was associated with the illustrations with the pointy stick’ to his topographical work, giving scale
of a number of 17th century topographical works including and some human interest to his views.² This feature became
the Vale Royall of England of 1656. This featured a survey of ubiquitous within the Buck drawings in particular and others,
Cheshire by William Smith and William Webb, and included including Francis Grose’s Antiquities and Samuel H. Grimm
also ‘An Excellent Discourse on the Isle of Man’ by James in the latter half of the 18th century. It seems to culminate
Chaloner. King’s (or Hollar’s) drawings for the ‘Discourse’ are in the mid 19th century with the advent of photography.
to be found in a sketchbook in the BL collections (Shelfmark: Last of the line included the under-rated artist Theodore H.
Add MS 27362). Mainly views of fortifications, they are seen Fielding (British Castles; a Compendious History of the
as rather stiff, uncomplicated and uncoloured, but as befitted Ancient Military Structures of Great Britain, 1825).
work whose main function was a guide to the engraver.
After 1638, William Dugdale, along with antiquary Roger
Like other British artists of the Dodsworth (1585–1654), in their joint late great work, the
mid-17th century, King was greatly Monasticon Anglicanum and Dugdale’s histories of Warwickinfluenced by Wenceslaus Hollar shire and of St Paul's, Dugdale employed the talents of both
(1607-77), a Bohemian (Czech) Hollar and Daniel King. In almost every case the drawings
draughtsman of skill and quality, illustrating Monasticon Anglicanum work are the earliest
but more importantly a leading known of the churches, cathedrals and other religious
exponent of the continental genre buildings they record. Dodsworth corresponded and probaof ground-level ‘Prospects’ and bly met the redoubtable Lady Anne Clifford (1590-1676), to
‘landskips’ using watercolour - discuss antiquarian and genealogical matters, and she can
pen-and-colour wash. He was one probably be counted as the first woman antiquarian (see
of Europe’s greatest original etchers of the 17th century. He the catalogue entry on women antiquarians, pp. 71-77).
first studied etching techniques under Matthäus Merian In the period 1660s -1720, Francis Place was another signifiin Prague. Shortly after 1636, the touring English earl of cant and influential English-born topographical artist, who,
Arundel employed Hollar as his topographical engraver, like the shadowy Daniel King, was strongly influenced initially
and later invited the artist to return to his English estate by Hollar (they were both members of the York virtuosi, along
with him. With the exception of an eight year absence in with William Lodge, Ralph Thoresby, Piers Tempest and
Amsterdam, Wenceslaus Hollar spent the remainder of his Martin Lister). Recent academic research by Helen Pierce³ into
life in England, leaving a masterful artistic record of the his travels beyond England (France, Ireland, Scotland, Wales)
times and of his talents. His influence was significant and and his ouevre, has been able to revise our perception and
drawings and sketches of castles (e.g. Windsor Castle estimation of the scope, volume and quality of his field
(Ashmole 1659), Kenilworth and Queenborough) are sketch-work. His life, interests and output are covered in more
known to have been drawn or sketched from multiple detail in the biographical entry (below) along with 14 exam‘Prospects’ or compass points allowing the viewer an ples of his work in connection with medieval antiquities.
all-round appreciation of the scope of the monuments. As Examples of his topographical work are now published, or are
a draughtsman he was unpretentious, undramatic yet available online, more frequently than hitherto, and in many
keenly observant; his work is sensitively detailed with a cases these are often the earliest extant views of a site or a
conviction of total accuracy. Hollar's art covers portrait, townscape known. As a consequence much can be learnt of
costume, topographical and architectural subjects. Today various buildings’ fabric condition and a more precise record
he is regarded as a master etcher in all these fields. Hollar, of their architectural history can be assembled. English Heritand the arrival of many Dutch and German artist-engravers age have increasingly included Place views in their guidein the 1630s accelerated the quality of output and books, e.g. Rochester, Barnard, Dunstanburgh, Middleham,
advanced the artistic and technical skills of English painters Scarborough, Clifford’s Tower and Richmond castles. There is
and engravers, including Hollar’s close associates David scope to include a few more (e.g. Pickering). His individual
Loggan and Francis Place (see below). Hollar may have biographical entry includes a non-exhaustive list of museums
been the first to introduce the concept of adding ‘the man and galleries where Place sketches can be found and viewed.

Fig. 8. William Lodge, (one of the York virtuosi and friend of Francis Place), Clifford’s Tower, York, 1680s. ‘As it stood before it was blown
up in 1684’. Plate coloured c. 1736+. Engraved by W. H. Toms c. 1736. Published by Thomas Cooper (1869-1937), "History of York Castle",
1911. See British Museum Ref: Museum 1850,0223.962.
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Early-to-mid eighteenth century - the Buck brothers and Stukeley
From 1717 the newly re-established Society of historical documents that can often inform the viewer of
Antiquaries (SAL) sponsored the publication of fine style, dress, architecture and structural features now lost.
engravings and its members individually acted as They also produced no less than 83 town prospects. The
enthusiastic patrons, collectors and critics. The SAL were town prospects are outstanding works of art.⁴ In this they
patrons of Samuel and Nathaniel Buck (1696-1779) had the assistance of a number of other artists who were
artist-topographers who continued to cater for this rather more skilful than they themselves. Typically,
growing market of the learned and curious. The British summers were spent travelling and drawing, winter in
Library possesses Samuel’s earliest surviving work, a engraving and spring in publishing. The works issued in
sketchbook of his home county, Yorkshire, made on a this instalment fashion were later published in collected
series of tours between 1719 and 1723. These rough form by publisher Robert Sayer as Buck's Antiquities
pen-and-ink sketches of country houses and town (1774). Even today the Buck engravings are among the
prospects were commissioned by John Warburton best known of all topographical studies. As might be
(Lansdowne MS 914, f. 192), whose grand scheme was expected, the volumes of extra-illustrated county histories
to produce a Yorkshire county history. Warburton’s in the British Library are well supplied with Buck
project proved too ambitious and came to nothing; but engravings as have been many popular castle guidebooks.
Samuel Buck was able to use his sketches in later It should be noted, however, that more recent and revised
enterprises with his brother and his notebook remains a castle guides, particularly in the well-known English
valuable architectural record.
Heritage series have rather de-emphasised their use, in
Between 1726 and 1753 the Buck brothers undertook a search of earlier prints by Francis Place and other
vast nationwide project to illustrate ‘the venerable topographical views where applicable. Less well known
remains of about 400 castles, monasteries, palaces, etc, are the occasional preparatory drawings in ink and wash:
the collection of illustrations to Hasted’s History of Kent,
in England and Wales’, producing a total of 428 plates.
for
example, includes drawings of Tunbridge Priory, and
The Buck prints were occasionally drawn at the request
of
the
castles of Walmer, Saltwood and Leeds.
(and payment) of the owner, so they would sometimes
Buck’s series of views that make up their Antiquities were
one of the early expressions of the neo-Gothic or ‘Gothic
revival’ movement which was to slowly spread through the
country from the middle of the eighteenth century, aided
and abetted by antiquary William Stukeley (1687-1765), the
first secretary of the Society of Antiquaries, and who engaged
the Bucks’ with various commissions. Eventually, it
encouraged greater sensibilities toward nature and historical
landscapes. Its effect was to change public taste from the
orderliness of renaissance Classical rigidity and symmetry to
the wild and untamed, the ruinous and the romantic, and it
made its mark in all art forms from building and painting to
sculpture and landscape gardening.

exaggerate a building or an ostentatious feature that the
owner wanted to highlight. In addition, the perspective
is sometimes unusual and distorted - often attenuated in so far as there are features and buildings that could
not have been seen with the naked eye or camera from
that particular viewpoint, but which are brought in or
unfurled out from the background. Rather like unfolding
a tin to see it all round on one face. In addition other
buildings are reduced in size in order to overstate the
grandiosity of their prime view. Such artifice is
acceptable, but some of the Buck views – they used other
artists - are of variable artistic quality and of questionable
topographical integrity. Nonetheless they are all key

Fig. 9. The south Prospect of Dover (castle) in the County of Kent. Samuel & Nathaniel Buck, Plate 21. Prospect of Britain. 1739.
(240 x 770 mm). (Heavily cropped). The view is taken from a ship at sea. ‘Key: 16: St James church, 17: castle, 18: Moat’s Bulwark;
19: A curious gun 24 feet long’. (Queen Elizabeth’s ‘Pocket Pistol’, cast in Utrecht in 1544, now under protective cover). Of the Outer
/ Middle Ward, monuments included in the view that are recognisable are: Peverell’s Tower/Gate; then clockwise: Harcourt
Tower/Gate; Water Tower (with gabled roof); Colton’s Tower; Pharos and church; windmill (without sails).
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Leonard Knyff, Johannes (Jan) Kip, Francis Grose and Edward King

Fig. 10 Badminton - formal gardens. Kip & Knyff, 1708

Among the fashions that the Gothic revival inevitably
overtook was the kind of meticulous aerial ‘estate
portrait’ familiar from the engraved work of such men as
the Dutchmen Leonard Knyff and Johannes (Jan) Kip:
(Britannia Illustrata: Or Views of Several of the Queens
Palaces, and Also of the Principal seats of the Nobility and
Gentry of Great Britain, Curiously Engraven on 80 Copper
Plates, London), (1707, published in the winter of 1708–
9). With comprehensive, precise and formally-drawn
picture-maps, which give aerial prospects or bird’s eye
views of the substance of a landed gentleman’s acres his tidy house, his straight, level walks and his Baroque,
symmetrical, manicured gardens, they capture the
essence and aspirations of the English aristocracy at the
beginning of the eighteenth century. New preferences
reacted not only against the formality of the subject
matter of such portraits but also against their rather
clinical presentation: better now for the old manor house
to be glimpsed across informal picturesque parkland
rather than from between ordered ranks of trees.

The antiquarian topographers played a leading role in either
reflecting or promoting ‘Gothic’ appeal and sympathies.
Conspicuous in their ranks was the rotund soldier-scholar and
army paymaster Francis Grose, an affable and good-natured
character and member of the Society of Antiquaries, whose
popular eight-volume Antiquities of England and Wales was
published between 1773 and 1787 (plus Scotland - two
volumes, 1789, and Ireland - two volumes, 1791). It was a work
which he unashamedly aimed at the popular market. It is
lavishly illustrated with the work of several good, well-known
topographical artists (usually referred to as draughtsmen);
these included Thomas and Paul Sandby, Moses Griffith,
Daniel Lysons, Samuel Hieronymus Grimm, and Antonio
Canaletto (the latter in Vol. VI Warwickshire, opp. p. 16).
The early volumes include many of his own drawings and, later,
even those of his valet or amanuensis Thomas Cocking, where
Grose included 20 of his plates in the two Scotland volumes “It is necessary to inform the reader that the following views
were drawn under my inspection, by my servant…a young man
who promises to make an accurate draughtsman” (Vol. 1,
Introduction - Postscript p. xix). These included Marchiston
Tower, Machlin, Auchincass, Boyne, and Den Miln (Denmylne)
castles. It also included John Carter, surveyor, historian,
draughtsman and architect, and a vociferous early advocate
of the revival of Gothic architecture. Altogether there are over
700 engravings and of those, castles, mostly ruinous, total
about 255. The plates normally only state the name of the
publisher (Hooper) and the engraver. The artist is recorded
only in the Introductory index to each volume. See: S. Bending,
‘Every man is naturally an antiquarian: Francis Grose and polite
antiquities’, in Tracing architecture: the aesthetics of
antiquarianism, (ed. D. Arnold and S. Bending, 2003).

Fig. 11. The ruins of Pevensey Castle on a hill, Francis Grose, August 1782. © British Library Board ’ Shelfmark: Maps K.Top.42.58.f.

A contemporary of Grose was Edward King (1734/5–
1807), a controversial man who published what can claim
to be the first illustrated monographs on English castles,
Vestiges of Oxford Castle; or, a small fragment of a work
intended to be published speedily on the History of Ancient
Castles, London, 1796; followed by his major work entitled
Munimenta Antiqua; or, Observations on ancient Castles,
including remarks on the…progress of Architecture…in
Great Britain, and on the…changes in…Laws and Customs
(with Appendix), 4 vols. London, 1799–1806. King’s
analysis is often ambiguous, but it is only fair to note that
the ruins he witnessed were overgrown and largely
undervalued except in a Romantic sense. Nevertheless,

even in his own lifetime his observations, for example, on the
origins of the arch, were sometimes fiercely criticised. In 1784,
King, then the Society of Antiquaries retiring President, declared
that one of the principal aims of the Society (or, indeed, any
antiquary) should be to ‘bring truth to light’, a statement, which
is, hopefully, not one that is controversial. A mention must be
made of James Moore, who, in 1786 and 1798 brought out a
directory: ‘A list of the Principal Castles and Monasteries in Great
Britain’. The later edition lists 530 castles and fortified towers.
‘His book is an independent work, and a very remarkable one
for its period’ (David. J. Cathcart King, Castellarium Anglicanum,
1983, Vol. 1, xi). They all promoted the desire to travel, explore,
examine and ‘bring truth to light’.
10
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Bringing truth to light
In the last ten years much greater accessibility to museums,
galleries and documentary archives has been opened up
through greater investment in image digitisation. Institutions
such as the British Museum, British Library, Yale Center for
British Art, the Royal Collection Trust and the national galleries
and libraries of Wales and Scotland, have made great strides
in presenting their huge stocks of hitherto storeroom
collections (i.e. not on display) into public view. Many allow

onscreen high-definition enlargement of images to a degree
unknown before, allowing intense scrutiny of views, prints, book
plates and other overlooked details. Some of the drawings of
castles recently located and examined highlight architectural or
earthwork features no longer present and never discussed,
either in castle guidebooks or monographs. Much can still be
found with diligent and intelligent research and a few early
‘discoveries’ are highlighted below:

Fig. 12. W. Hollar - Dover castle from the west c. 1640s. (See also fig. 60) and, right, the Richard Cavendish survey (fig. 5, detail),
Illustrating the substantial barbican of the outer bailey built in the 1220s, along with the Constable’s Gate.

a
C

Fig. 13. Left: Vincenzo Volpe, painter to Henry VIII, ‘Proposal for a New Harbour at Dover’. British Library, Shelfmark: Cotton, Augustus
I.i.19. c. 1532. Right: Michel van Overbeek, 1650 ©The Fitzwilliam Museum, Cambridge, Ref: PD.553-1963. Middle bailey with
steep-sided earthen bank almost like a revetted motte. See: https://collection.beta.fitz.ms/id/object/4937. Accessed: 2021-01-01
17:40:10. The Volpe view shows Colton’s Gate with crenellated curtain around the ‘Middle Bailey’ enclosing Church and Pharos. Was
the low building marked C the college of canons? It is missing on the 100 year later later Overbeek view. Overbeek also shows the
Penchester Tower (marked a) (now lost).

Fig. 14 . The White Tower. Detail of the octagonal stair turret to the White Tower forebuilding - As seen in the Wenceslaus Hollar etching
(see also fig. 57).

Fig. 15. A little more detail of the Willem Schellinks view of c. 1662, following the receipt of a larger jpg file from the Austrian National
Library, Vienna: See fig. 82.
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Fig. 16. Newcastle upon Tyne - the town’s
‘Close Gate’. Place evidently named this
wrongly as the West Gate, (which is
further north) but additional research
shows it to be the (now demolished) Close
Gate near the river and 50 yards from the
cylindrical ‘Riverside’ tower. The
gatehouse was built in the mid 14th
century, one of six main fortified gates.
There is (or was) no known drawing of the
Close Gate gatehouse from the exterior
until a careful study was made of fig. 16.
See also fig. 98.

Notes

Part II

Part I of the essay concludes with Francis Grose and Edward ¹ For an assessment and overview of Henry VIII’s and later military
King and a short discourse on the little-researched subject of surveys and charts see the British Library’s short online papers:
women artist antiquarians from 1630 to 1830, starting with Anthony Gerbino: The paper revolution: the origin of large scale
Lady Anne Clifford. To follow (Part II), is an account of the technical drawing under Henry VIII and Ann Payne’s: The military
tradition (both in the British Library’s ‘Picturing Places’ digitised
golden age of water-colourists when artists honed their skills
initiative). All use the unique archive of maps and prints in the Sir
and eventually went beyond capturing an objective record of Robert Cotton (1571-1631) manuscript collection, the most
an actual building or place into the visionary and often imagi- important collection of manuscripts ever assembled in Britain by
nary romantic realms of artists like J M W Turner. Purely a private individual. The Cotton ‘Augustus’ papers house an
topographic artists seemed to morph into Romantic landscape impressive series of 16th- and 17th-century maps and documents.
artists during this period of overlap. So we next move into the ² Hollar’s topographical etchings, and later artists - Daniel King,
refined art of Paul Sandby, Richard Wilson, Thomas Hearne Buck, Grose, Grimm, are notable not just for the ancient ruins they
and many others until the mid 19th century; some still remain- depict but also for their foreground “staffage”, the small figures
ing true to their honest topographical sensitivities. Entries for invariably included for scale or atmosphere who are shown
artists that follow will include those who continued to have a exploring the site or simply going about their daily business – men
specific interest in capturing the detail and landscape setting fishing in the rivers, or attending flocks and herds and scholars
chatting by the chapel. The most common figures to be found in
of castles, yet with greater painterly and draughting skills⁵:
these prints are the gentlemen antiquaries with their ever-present
Northamptonshire: Peter Tillemans (1684-1734)
pointy sticks. This phenomenon might go back as early as the
Richard Wilson (1714-1782).
mid-sixteenth century with landscape depictions by the Dutch
Thomas Badeslade (active c. 1719–1750)
artist Matthys Cock (1509-1548) in the 1540s (e.g. Landscape with
Thomas Pennant (1726-1798)
Castle above a Harbour, National Gallery of Art, Washington,
James Lambert (1725-1788)
Accession No: 1978.19.2). Occasionally there are well-dressed lady
James Basire (1730-1802)
equivalents holding a riding crop (see Stukeley fig. 111 or Grose
Samuel Hieronymus Grimm (1733-1794)
figs. 158, 159). By the end of the 18th century, a rigid cane had
Paul Sandby (1731-1809)
replaced the sword as an essential part of the discerning
Thomas Hearne (1744-1817)
gentleman’s wardrobe (seen in the Braun & Hogenberg examples).
Michael Angelo Rooker (1746-1801).
Walking sticks became an important indicator of social status and
Moses Griffith (1749-1819)
a way for a gentleman to display his wealth or status - sticks were
Sir Richard Colt Hoare (1758-1838).
elaborately and expensively crafted with silver, ivory or jewelled
John Britton (publisher), (1771-1857)
handles. As biographical entries show, the most important use of
Edward Dayes (1763-1804)
a gentleman’s walking stick was to point out knowledgeable
James S. Storer (publisher) (1771-1853)
matters of interest to a friend, a lady companion, or even the dog.
Thomas Girtin (1775-1802)
³ Helen Pierce: Francis Place (1647-1728 and his collection of
J. M. W. Turner (1775-1851)
works on paper, 2020; Francis Place (1647-1728 and his early
William Woolnoth (1780-1837) & E. W. Brayley (1773-1854)
sketches of Wales, (Curious Travellers).
John Varley (1778-1842)
⁴ See: A Prospect of Britain - The Town Panoramas of Samuel
John Sell Cotman (1782-1842)
and Nathaniel Buck, 1994, Ralph Hyde, Pavilion Books.
David Cox (1783-1859)
⁵ In defense of topographical artists, J L Roget (History of the Old
Edward Blore (1787-1879)
Water-Colour Society, 1891) stated: ‘The fact of an old topographic
Henry Gastineau (1791-1876)
print’s being stiff and devoid of the sensuous charm of beauty
John Chessell Buckler (1793-1894)
need not disentitle it to respect as a characteristic embodiment
Herefordshire: Thomas Bonnor (1798-1815)
of the important features of the place or object depicted. The
R W Billings (1813-1874) (Scotland)
producers of such works were content to describe in the simple
Turner, T. H. and Parker, J. H. (Publishers),
graphic language of their day the outward appearance, not only
Shropshire: F. Stackhouse-Acton, T. Dineley - Ludlow
of the objects, but of the people among whom they lived, cosMonmouthshire: William Coxe (1747-1828).
tumed as they really were, and engaged in their ordinary pursuits
.No doubt there is enough to despise in our ancestors’ conception
I am indebted to my colleagues Peter Burton and Dr. David Mercer
of the picturesque beauties of the land; but we at least learn from
for seeking out new and sometimes rare and obscure prints and
these topographers what were regarded in ‘their time as its
drawings included in the catalogue and for commenting on the text
prominent features. They indicate, even by omissions, to what
and captions. Particularly for their analysis and discussions on archikinds of visible objects public interest was then chiefly confined’.
tectural features that have come to light in the course of this study.
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Catalogue:
●

John Speed (1552-1629). John Speed is arguably the most famous English cartographer of
any period, as a result of his atlas The Theatre of the Empire of Great Britaine. The individual
maps are the best known and among the most sought-after of all county maps. The maps
themselves were derived from the best and most up- to-date sources available. However,
Speed also made innovations of his own - introducing town plans on many of the maps,
including county boundaries on almost all maps and also the coats of arms of local earls and
dukes as well the Royal arms. The overall effect is to produce very decorative, attractive
and informative maps.
Speed, a tailor’s son from Cheshire, conceived the Theatre Of The Empire Of Great Britain as a supplementary volume
to his monumental History of Great Britain published in 1611. Finally published as a complete work in 1612, the atlas
was the culmination of several years work during which pre-existing maps by Saxton and Norden were updated,
information was gathered and collated, and new surveys were completed before the plates were engraved, mainly
by Jodocus Hondius of Amsterdam. Many of the maps bear earlier dates and would have been available for sale as
loose sheets prior to the completion of the atlas.
Text on the reverse describes that county, its industry and agriculture, its physical features and history. One Latin text
edition was published in 1616, targeting the continental market, otherwise the several editions published before
Speed’s death had English text. See Cambridge University Digital Library (especially for John Speed’s Counties of Britain)
https://www.lib.cam.ac.uk/collections/departments/maps/digital-maps/john-speed-proof-maps

Clockwise. Figs. 17-20. A sample of four town section details from John Speed’s 1612 county maps from ‘Theatre Of The
Empire Of Great Britain’ Top L-R Rochester, Warwick. Bottom L-R: Lancaster, Denbigh. Each testifying that the drawings
are not simply representational or generic but fairly accurately present what was then on the ground. There are only
a few exceptions one of which is Winchester, where he omits a depiction of the castle’s great hall (CSGJ 34 2020-21 248)
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●

John Norden (c. 1547-1625) Important surveyor, cartographer, chorographer, antiquary – includes some bird’s eye views,
e.g. Windsor. (see below). The first instalment of his chorographical project was published in 1593 as the Speculum
Britanniae: the First Parte: an Historicall, & Chorographicall Discription of Middlesex. The manuscript in the British Library
(Harleian MS 570) has corrections in Burleigh's handwriting. In 1595 he wrote a manuscript ‘Chorographical Description’ of
Middlesex, Essex, Surrey, Sussex, Hampshire, Wight, Guernsey and Jersey, dedicated, to Queen Elizabeth (British Library
Add. MS 21853). In 1596 he published his Preparative to the Speculum Britanniae, dedicated to Burleigh. In 1598 there
appeared the only other part of the project to reach print in his lifetime, Speculi Britaniae Pars: the Description of
Hartfordshire. He also completed accounts of five other counties in manuscript only.
In 1605 he obtained the surveyorship of the Duchy of Cornwall and in 1607, after a careful survey, he composed his
valuable Description of the Honor of Windsor, with fine maps and plans in colour, dedicated to James I. In 1612 he was
made surveyor of the royal castles in Kent, Surrey, Sussex, Hampshire, Berkshire, Dorset, Wiltshire, Somerset, Devon
and Cornwall; His last works were a survey of Sheriff Hutton manor, Yorks, in 1624, and England, an intended guide
for English travellers, a series of tables to accompany Speed's county maps, executed in 1625, shortly before his
death.[1] Norden's maps of London and Westminster (in his Speculum Britanniae of 1593) are the best representations
known of the English metropolis under the Tudors; his maps of Middlesex (also from the Speculum Britanniae of
1593), of Essex (1594), of Hertfordshire (1598) and of Cornwall (published in 1728; see above) are also notable. In the
last of these the roads are indicated for the first time in English cartography. Norden also executed maps of Hampshire,
Hertfordshire, Kent, Middlesex, Surrey and Sussex, for the fifth edition (1607) of Camden's Britannia; and maps of
Middlesex, Essex, Sussex, Surrey and Cornwall for John Speed (1610).
Several important cartographical works are lost. These include Norden's Map ... of Battles fought in England from ... William the
Conqueror to Elizabeth, in 16 sheets, formerly in the Bodleian Gallery, Oxford, of which elements are probably preserved in the
Invasions of England, an appendix to Speed's Prospect of the most Famous Parts of the World (1635); and his View of London, in 8
sheets, made c. 1604–6, and View of London Bridge, published in 1624. An earlier View of London by Norden (1600), and an 1804
reprint of the View of London Bridge, are held in the Crace collection at the British Library.

Fig. 21. Windsor Castle by John Norden (1547-1625), dated to 1607 (Survey) (B. M Harley 3749). View from the north. An enlarged
version of the western (right) sector is found at CSGJ33, 236. Right: Portrait of John Norden c 1614.

Fig. 22. Right: John Norden’s view of Launceston Castle. 1584 from his original
notebook. It notes: ‘This triple-crowned mounte, though abandoned
retayneth its forme,. But not the fortune and favour of former times’.
Fig. 23. Above: The 1611 Cornwall copy is the one augmented and published
by John Speed, set into its landscape and titled: ‘A map of Cornwall,
‘described by the travills of John Norde’.
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Fig. 24 A 19th century facsimile of
John Norden’s plan of Exeter Rougemont castle in 1617. The
original coloured version is in the
British Library: (BL Add. 6027,
ff.80v-81) Alamy Image ID R5B009

Fig. 25. John Norden’s Prospect of
Orford Castle, 1601. © New Orford
Town Trust. / Suffolk Record Office
ref: IRO/EE5/1/11/p015.

Fig. 26 John Norden’s survey and
plan of Portchester Castle, 1609.
(The National Archive Catalogue, ref:
SP 14/48/46).
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Fig. 27. Holt Castle. ©Trustees of the British Museum, ref 1948,0214.190. View of Holt Castle from above, gate below with bridge
and castle with five towers in pentagonal shape; illustration from Henry Boswell's, 'Historical Descriptions of New and Elegant
Picturesque Views of The Antiquities of England and Wales ...', published by Alex Hogg, London, 1786. Engraving made by Peter
Mazell, (from a John Norden original (inset)). The Norden label states: ‘The plotforme and uprighte of the Castle of Lyons als Holt
Castle near the towne of Holte within the Lordship of Bromfield in the County of Denbigh as it was made in 1620 by John Norden
deputie Surveyour to Sir Richard Smith. Surveyour General to Prince Charles’. See CSGJ 29, pp. 91-99.
The drawing (inset right), British Museum Ref: 1896,1226.4. Holt castle from the north, with Chequer Tower on the bridge over moat in
front. Uncertain provenance. Possibly William Stukeley (in which case it is copied from an original, as much was destroyed in the civil wars).
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Anton van den Wyngaerde (1525 - 1571) was a prolific Flemish topographical artist who made panoramic sketches
and paintings of towns in the southern Netherlands, northern France, England, Italy, and Spain. He is best known for
many panoramas of cities in Spain that he drew while employed by Philip II. After his death, his works were dispersed
into different collections, and their importance neglected. Their historical and artistic value have been recently
rediscovered. In England he drew London scenes: Old London Bridge (1554-7) The White Tower 1544, Whitehall Palace,
Greenwich,Hampton Court and Oatlands palaces and a panoramic view of Dover castle and port (1555-9) Individual
Buildings, townscapes and panoramas. Most of these are held at the Ashmolean Museum.

Fig. 28. Anthonis van den Wyngaerde, 1544. Sketch view of the Tower of London from the south. The ogee cupolas and vanes were
added to the White Tower in 1532-3. Note the clear view of the rectangular form of the 12th century forebuilding to the White
Tower and the clear details of the ‘bulwark’ at the head of the Outer Barbican. From the Sutherland Collection. Ashmolean Museum,
Oxford. Below: detail of St. Thomas’s Tower (1275-79), and the Lanthorn Tower (gutted by fire in 1774, and rebuilt in the C19)..

3

2 1

Fig. 29. Anthonis van den Wyngaerde, 1558. Dover castle from the SW (cropped). Dover from the Sea (W A. Suth.B.1.71). ©
Ashmolean Museum, University of Oxford (image). Tower 1 is probably the Pencester Tower, 2, the walled passage, 3, Palace Gate?
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●

Ralph Agas (c. 1540-1621) was a land surveyor and cartographer. He
was born at Stoke-by-Nayland, Suffolk, in about 1540, and lived there
throughout his life, although he travelled regularly to London. He began
to practise as a surveyor in about 1566, and has been described as ‘one
of the leaders of the emerging body of skilled land surveyors’). See CSGJ
19 154. Agas is principally remembered for Oxonia Antiqua Restaurata,
a detailed plan – really a ‘bird's-eye view’ – of Oxford. It was drawn in
1578 and engraved and printed in 1588: a copy is held in the Bodleian
Library, bequeathed by Richard Rawlinson. The plan was re-engraved
by Robert Whittlesey in 1728, at the expense of the University, but this
plate was destroyed in the fire at Nichol's printing-works in 1808. Civitas
Londinum is a bird’s-eye view of London first printed from woodblocks
in about 1561. Widely known as the ‘Agas map’, from a spurious
attribution to surveyor Ralph Agas, the map offers a richly detailed view
both of the buildings and streets of the city and of its environment. No
copies survive from 1561, but a modified version was printed in 1633.

Fig. 30. Detail of the castle from a bird’s-eye view of the
Oxford originally drawn by Agas and is dated to 1578. This
is a copied version engraved by W. Williams in 1732.

Fig. 31. Tower of London extracted from the heavily cropped ‘Agas map’ c. 1561. This version is the one printed in 1633. From the
Pepysian Collection at Magdalene College, Cambridge.

●

Georg Braun (1541-1622) and Frans Hogenberg (1535-1590). Their first volume of the Civitates Orbis Terrarum was
published in Cologne. It is an opulent atlas of the world’s great cities. The sixth and final volume appeared in 1617. This
great city atlas, edited by Georg Braun and largely engraved by Frans Hogenberg, eventually contained 546 prospects,
bird’s-eye views and map-views of cities from all over the world. They were not initially coloured.
Braun, a cleric of Cologne, was the principal editor of the work, and was greatly assisted in his project by the close and
continuing interest of Abraham Ortelius (1527- 98), whose Theatrum Orbis Terrarum of 1570 was, as a systematic and
comprehensive collection of maps of uniform style, the first true atlas. The Civitates was intended as a companion for
the Theatrum, as indicated by the similarity in their titles and by contemporary references regarding the complementary
nature of the two works. Nevertheless, the Civitates was designed to be more popular in approach, no doubt because
the novelty of a collection of city plans and views represented a more hazardous commercial undertaking than a world
atlas, for which there had been a number of successful precedents.
Examples (of city bird’s eye views) from Britain include the following: London Vol I (1572), Cambridge Vol II (1575), Oxford
Vol II (1575), Windsor 1575; Bristol, Chester, Canterbury, Edinburgh, Norwich all 1581 (Vol III). Others from Vol VI (Richmond,
York, Shrewsbury, all from 1617 are contained in the Civitates Orbis Terrarum but are also found in Speed’s 1617 maps.

Fig. 32. Chester castle, 1581

Fig. 33. Norwich castle, 1581
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Fig. 35. LEFT: Exeter (Civitas Exoniae) from Braun &
Hogenberg’ s ‘Civitates orbis terrarum’ Engraved by
Remigius Hogenberg in 1587. The first Latin edition of
volume VI was published in 1617. Many of the views
were drawn by Georg Höfnagel when he was in England. This image is from Historic Cities Research
Project, courtesy of Ozgur Tufekci .

Fig. 36. Top right: Enlarged view of Exeter (Rougemont) castle (top left) from Civitas Exoniae. Below: Windsor, 1575.

Fig. 37. Above: Panorama of the north facade of Windsor, (Vindesorium) from ‘Civitates orbis terrarum’ Vol. 2. 1575. The shell
keep is wrongly labelled ‘Winchester Tower’.

Fig. 38. Above left: Braun & Hogenberg’s Cambridge castle
- 1575 (now gone) from their view of the city of Cambridge.
cf illustration in Grose’s Antiquities. Vol. 1. Fig. 39 Top
right: Canterbury 1581. Fig. 40. lower right Bristol, 1581.
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●

William Smith (1550-1618). Cartographer. In 1588 Smith completed ‘The Particuler Description of England. With the
portratures of certaine of the cheiffest citties & townes’ (BL Sloane MS 2596). This relatively unknown work consisted
of drawings of 16 English cities and towns in a traditional bird's eye view style, and combination drawings
amalgamating the bird's eye view and plan. Both the view and plan of Chester, dating from 1585, are possibly
preparatory drawings for this full work. They show Chester as a walled city, fortified by towers. The prominent coat
of arms that feature on both drawings reveal Smith's heraldic interests.
In the year 1602–03 William Smith anonymously published maps of Chester, Essex, Hertfordshire, Lancashire, Leicester,
Norfolk, Northamptonshire, Staffordshire, Suffolk, Surrey, Warwickshire and Worcester. These were probably
engraved in Amsterdam and were intended to form sheets of a new atlas. After the publication of Christopher Saxton’s
(1542x4–610/11) county maps in the 1570s, cartographers attempted to improve on Saxton’s atlas and replicate its
success. Unfortunately for Smith, another cartographer, John Speed (1551/2–629), was also preparing county maps
at that time and competition proved too great, Speed being the victor.

Fig. 41. The William Smith view and plan of Chester, dating from 1585, are possibly preparatory drawings for the later full work of
The Particuler Description of England. With the portratures’ From: British Library, Shelfmark:Harley MS 1046 f. 172.© British Library
Board. Also published by the CSG in ‘Castles: History, Archaeology, Landscape, Architecture and Symbolism’. 2019, p. 307.

Fig. 42. Winchester from the east: William Smith ‘The Particuler Description of England. With the portratures of certain of the cheiffest
cities & townes’. 1588, (Sloane MS 2596), Plate 20. The castle (mainly lost) follows the general outline with approximately the correct
placement of towers - with the four-towered upper bailey to the left. However, through excavation, all the towers on the east (frontal
view) have so far proved to be ‘D’-shaped (curtain) or circular. It does show the great hall in the lower bailey with a striking louvre.

Fig. 43. The Tower of London and the Thames from the south (cropped).: William Smith ‘The Particuler Description of England.
With the portratures of certain of the cheiffest citties & townes’. 1588, (Sloane MS 2596), Plate 28. Cf Wyngaerde, 1544.

20

●

Antiquarian Topographical Prints 1550-1850 (As they relate to castle studies)
William Haiward ( Cartographer) and John Gascoyne, 1597 (lost, reproduced in 1741).

Fig. 44. The Tower of London in 1597 by surveyor William Haiward and
John Gascoyne, 1597 (cropped). This is a 1741/2 copy of an original
1597 plan. Until James II’s charter of 1686, the liberties of the Tower
were restricted to the area within its walls and the land on Tower Hill.
This combined measured plan and bird’s-eye view is the best visual
source for several of the cluster of structures that grew up to the south
and east of the keep in the later Middle Ages. Shown clearly are St
Thomas’s Tower (V), the Keep - White Tower (W), Coldharbour Gate
(X), the south forebuilding, the standing jewel house, the eastern
annexe , the Wardrobe Tower (Y) and the Tudor Wardrobe Range.
The Forebuilding (demolished in 1674) is the rectangular tower
immediately in front of the White Tower. The demolition was marked by
the discovery of the skeletons of two children identified at the time as
those of the ‘Princes in the Tower’. The earliest view of the forebuilding
is that of circa 1480-1500 (see Introduction) seen from the south-west.
Further views of the forebuilding in plans and panoramas are those by
Wyngaerde c. 1544, Agas 1560-70, and Braun and Hogenberg 1572.
Hollar, 1640s shows it most clearly. For a definitive analysis see: Anna
Keay, 2001, ‘The Elizabethan Tower of London: The Haiward and
Gascoyne plan of 1597’, London, (London Topographical Society No. 158)
Online: https://babel.hathitrust.org/cgi/pt?id=inu.30000077640138&view=1up&seq=7
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●

John Bereblock (or Bearblock) born Rochester about 1532, and educated at Oxford. He is said to have become a fellow of
St. John's College in 1558 and of Exeter College on 30 June 1566. He graduated B. A. 1561, and M.A. 1564–5. Before the
close of 1566 he was dean of his college, and was elected senior proctor of the university on 20 April 1579, his colleague
being Thomas Bodley. In 1570 he was granted four years' leave of absence, probably for study abroad, and in 1572 received
the degree of BCL. from a continental university. Nothing further is ascertainable about his personal history.

Fig. 45. Dover
Castle. A detail from
a bird’s eye view of
the Great Tower
and inner bailey,
drawn by John
Bereblock, 1570,
(College Of Arms,
Philpot Collection ,
MS p.b. 47.

●

Fig. 46. Trinity
College Oxford.
The Durham Quadrangle, drawn by
John Bereblock in
1566. Only the
library survives
today, dating from
1421

Cornelis Bol (1589-1661). Cornelis (or Cornelius) Bol (Boul) (baptised Antwerp 15 July 1589, - buried Haarlem 23 October
1666) was a Flemish painter and etcher, periodically active in England. He is sometimes known as ‘Cornelis Bol IV’ to
differentiate him from other artists of the same name including Cornelis Bol I, more generally known as ‘Cornelis Boel’. Bol
was born in Antwerp where he was active until 1624. The next few years he painted in Paris. He moved to London in the
1630s. He and his wife are recorded as members of the Dutch Church in London in 1636. He returned to the Low Countries
before 1642 when he organized an auction of paintings and prints in Haarlem. He probably remained in Haarlem until after
1649, when he was registered there as a member of the Guild of Saint Luke. For further discussion on this drawing see: Peter
Berridge ‘Colchester Castle: ‘Some tyme strong and statelye, as the ruynes do shewe’ in, Castles and the Anglo-Norman
World, J. A. Davies, Angela Riley, Jean-Marie L’evesque and Charlotte Lapiche (eds.), 2016, Oxbow Books, and Neil Guy,
‘Daniel King, Cornelius Bol and Colchester’s Great Keep’ in Castle Studies Group Buletin, September 2015, pp 3.

Fig. 47. Colchester Castle. A quick preparatory sketch drawing by Cornelis Bol (or Boul) (completed between 1650 and 1666). A cropped
view of the east facade, with the apse of the chapel on the left. The door just to the right was probably created in the 16th or 17th century
and has since been walled up. The original is at the Society of Antiquaries. Compare the Vertue engraving from a similar viewpoint.
Fig. 48. Cornelis Bol. c. 1650. Ref DPG 360. On the right is Old
Somerset House, shown before Webb's alterations to the river
facade of 1662; on the far left is Lambeth Palace; on the
skyline appear (left to right) Westminster Hall, Westminster
Abbey, the Banqueting House and Old Northumberland
House, with its four turrets. DPG360 is a version of one of a
set of Thames views painted by Bol for the diarist John Evelyn
(private collection). Courtesy of the Dulwich Picture Gallery.
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Daniel King (1616 - c. 1664) was one of the earliest English topographical engravers/etchers. He was the Chester-born
son of a baker who worked on the Cheshire Vale book (The History of Cheshire: containing King’s Vale-Royall Entire). He
was admitted to the Chester Painter’s Company in 1639, after being apprenticed to Randle Holme in 1630, and continued
working there until about 1643. He later worked with Wenceslaus Hollar (1607-1677) with whom he collaborated,
illustrating the Monasticon Anglicanum ,first edition published 1655-73, written by William Dugdale (1605-1686). About
60 plates drawn, etched and printed by King were available for this edition. Almost at about the same time, King issued
a collection of views under the title The Cathedrall and Conventual Churches of England and Wales, 1656. Producing
King’s ‘The Vale-Royall of England, also dated 1656 indicates a busy time for King, but after his death in the 1660s, his
stock passed to John Overton, who re-issued Cathedrall Churches in c. 1670 and 1672.
Despite the authority accorded to these images at the time, King’s artistic abilities (compared to Hollar) were quite
limited, and for the third and final volume of the Monasticon Hollar apparently felt compelled to provide further prospects
of several buildings already etched by King.
The York Minster, (St. Peter), drawing is reminiscent of the work of Wenceslaus Hollar, the Bohemian etcher who was an
early proponent of ‘landskip’ views and was certainly an influence on King. Indeed, many of the etchings in the publication,
including the one based on this drawing, are attributed to Hollar. He and King also collaborated on An Orthographical Designe
of Severall Viewes upon the Road in England and Wales (c. 1660), (see CSG Bulletin Sept. 2015, p. 5, and BM ref 1924,0507.1).
For the and complicated attribution of the Isle of Man folios - whether King or Hollar or some anonymous see:
Eva Wilson: Ralph Thoresby’s album of 17th century views of the Isle of Man (from the British Library’s Picturing Places series:
https://www.bl.uk/picturing-places/articles/ralph-thoresbys-album-of-17th-century-views-of-the-isle-of-man

Fig. 49. ABOVE: Three pages from King’s ‘Vale-Royall of England’. Left: frontispiece. Centre: Map and view of Chester. Right: Two
castles - Beeston (top) and Halton (below). The unfurled scroll states: ‘Ne memoria cum mole rust hoc po suit’. The Beeston view is
similar to that in the EH guidebook (p. 18).The caption to that (p. 19) reads: ‘The 18th century engraving is supposedly based on
an early 17th century drawing of the castle which is now lost. Many of the details look fanciful, but the original drawing would have
been the earliest view of the castle’. Is this view the ‘lost’ King earlier view? Or did King ‘borrow’ it from another even earlier source
and redraw it? The 18th century print is actually published by John Boydell, 1747 (his 100 views of 1752) and is ‘a copy of from an
old drawing in the possession of Wm Cowper Esq one of the Antiquarian Society’.

Fig. 50. Daniel King: The South Prospect of ye Cathedral of St Peter in Yorke. (York Minster) Etching, c. 1655-80, for
Monasticon Anglicanum. British Museum Ref: 1881,0611.280. © Trustees of the British Museum.
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f. 14r

Fig. 51

f. 12r

Fig. 52

f. 16r

f. 18r

Fig. 54
Fig. 53
Figs. 51-54. From the collection of prints/originals is from ‘Ralph Thoresby’s album of 17th century views of the Isle of Man’. The contents of
The Isle of Man sketchbook c. 1650 pre-date Thoresby, who bought them later. The pale sepia sketches are primarily concerned with the
condition of the fortifications and defences on the Isle of Man. The album includes detailed views of Castle Rushen (f. 10r, f. 12r, f. 14r, f.
16r, f. 18r), Castletown (f. 20r) – the town surrounding Castle Rushen - and capital of the island at this time – its outer walls and possible
seaward approaches (f. 22r., f. 44r), as well as detailed illustrations of Douglas (f. 26r), Peel Castle (f. 28r) and Bishopscourt (f. 30r, f. 32r,
f. 34r). Also within the album are two pages of proposed plans for new fortifications (ff. 36r and 38r). The sketches were made during the
Interregnum (‘between reigns’) of 1649–60, to illustrate and supplement a report on the state of the island commissioned by Lord Thomas
Fairfax (1612–1671), a prominent Parliamentarian general and the appointed Lord of Man during this tumultuous period. Some prints
may be by King and others by Hollar. Discussion articles (BL) are uncertain about their attribution.
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Wenceslaus Hollar (1607-1677). After his family was affected by the Sack of Prague in the Thirty Years’
War, the young Hollar, destined for the legal profession, decided to become an artist. The earliest of his
works that have come down to us are dated 1625 and 1626; one of them is a copy of a ‘Virgin and Child’
by Dürer, whose influence upon Hollar's work was great. In 1627 he was in Frankfurt where he was
apprenticed to the renowned engraver and bird’s-eye view mapmaker Matthäus Merian (1593-1650).
In 1630 he lived in Strasbourg, Mainz and Koblenz, where Hollar portrayed the towns, castles, and
landscapes of the Rhine. In 1633 he moved to Cologne. In 1636 that he attracted the notice of the
aristocrat and art collector Thomas Howard, 21st earl of Arundel, then on a diplomatic mission to the imperial court of
Ferdinand II. Employed as a draughtsman, he travelled with Arundel to Vienna and Prague. In 1635 Hollar published his first
book. In 1637 he went with Arundel to England, remaining in the earl’s household for many years. Arundel died in 1646.
Hollar was one of the best and most prolific artist/etchers of his time. His work includes some 400 drawings and 3000
etchings. He produced a variety of works which include views, portraits, ships, religious subjects, heraldic subjects,
landscapes, and still life in many different forms. Collections of Hollar's work are found in the British Museum, the print
room at Windsor Castle (Royal Collection Trust), the Fisher Library at the University of Toronto, and the National Gallery,
Prague. Hollar’s works were first catalogued in 1745 by George Vertue, with a second edition in 1759. The prints were
subsequently catalogued in 1853 by Gustav Parthey and in 1982 by Richard Pennington.
Much of Hollar’s work is available online from the University of Toronto in its Hollar digital collection:
(https://hollar.library.utoronto.ca/) The Folger Shakespeare Library, Washington, holds 2000 prints, drawings, and
other works by Hollar. For a full online biography of Hollar see: 'Thy Shadows Will Outlast the Stone': Wenceslaus Hollar
and the Art of the Book - The Wenceslaus Hollar Collection’ by Dr. Anne Thackray: https://hollar.library.utoronto.ca/about/essay
For castles, his best known works are: Windsor (CSGJ33, 238-9), Elizabeth Castle, Jersey; Dover (CSGJ35), Tower of
London, Bramber, Deal, Queenborough (CSGJ20 167); an aerial map view of Oxford castle (CSGJ19 161); Arundel,
(CSGJ19, 12); Pevensey, (op. cit 55); Kenilworth (CSGJ29 226). Also note the CSG ‘Shell Keeps’ essay:
(www.castlestudiesgroup.org.uk/Shell%20Keeps-Catalogue1-Windsor-low-res-07-09.pdf).

Fig. 55. ABOVE: Windsor castle. From ‘A panoramic view of Windsor Castle’ in 1658, by Wenceslaus Hollar. The view of the eastern
outer (upper) bailey and shell-keep or Round Tower is from the south-east. The series of Windsor Castle drawings made by Hollar were
originally published by Elias Ashmole in his ‘History and Institutions of the Order of the Garter’ in 1672.
Fig. 56. BELOW: Bird’s eye view of Windsor castle from the south-east, one of Hollar’s finest and most detailed drawings, probably
completed by 1658/9. Within the shell-keep 14th century timber-framed domestic buildings range around a four-square courtyard.
Image from the University of Toronto Wenceslaus Hollar Digital Collection. See CSGJ33 238-9.
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Fig. 57. Tower of London from the south, c. 1637-42. Image: Thomas Fisher Rare Book Library, Hollar Digital Collection (Toronto,
Canada) Accession No: Plate: P908. This is one of the clearest views showing the Tower’s mid-late 12th century forebuilding with an
octagonal stair turret adjacent, rather than cylindrical or square. (See R. Harris ‘The White Tower’ (E. Impey ed.) pp. 86-89). The south
wall of the Great Hall is present (the upper wall behind the first ship’s rigging) but it lacks a clear roof line (compare with the classic
Hollar view, fig. 62 of the same period).

Fig. 58. Elizabeth castle, Jersey, c. 1651, from the SE. Wenceslaus Hollar Digital Collection, Toronto, Accession No: Plate: P924.

Fig. 59. Above: Hollar - Queenborough castle c. 1640, (cropped). The buildings were demolished in the 1650s. Image: Thomas Fisher
Rare Book Library, Wenceslaus Hollar Digital Collection, Toronto. Accession No: Plate: P948.
Fig. 60. Below: Dover castle from the north-west, c. 1645. W. Hollar Digital Collection Accession No: Plate: P930. Note the existence
of the square barbican gatehouse beyond the outer ward leading to a high-walled passage to the Constable’s Gate. See also fig. 12.
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Fig. 61. W. Hollar. Long View of London from Bankside by Wenceslaus Hollar, 1647 (detail), RCIN 702224. Royal Collection Trust,
© Her Majesty the Queen, 2021. (A 20th century reproduction). Whilst Hollar usually has impeccable accuracy, this view has a few
anomalies. e.g. along the quayside (St Thomas’s Tower area), the Beauchamp Tower where one of the oversized ‘ears’ of the tower
seems to be inside the curtain, and for a cluster of towers near the quayside above the sailing ship in full sail rigging.

Fig. 62. W. Hollar. © Trustees of the British Museum ref: 1859,0806.389, (1637-1641).The Tower of London; view NE across the
Thames. Traitors' gate centre left, White Tower rising beyond it, with the Bell, Lantern, Cradle and Salt Towers, and a three-masted
ship flying the St George's flag in mid-stream. Pen and ink over graphite, lightly tinted with watercolour. This etching appears in
the ‘White Tower’ (ed. E. Impey) p. 88, and is deemed to be the most reliable record of the Tower and the forebuilding with its
octagonal stair turret prior to its destruction.
Like fig. 57, there is no clear roof line delineated for the Great Hall (to the right of the large ship’s first mast). The BM curator’s note
states: ‘this drawing was apparently produced as an independent entity; indeed, for stylistic reasons it seems to belong to Hollar's
first English period, while the print was only published in Antwerp in 1647. According to Beric Morley (correspondence Feb. 2000)
the roof on Henry III's hall, not seen here, was replaced after 1641 by a tall building seen in later prints (cf. Fig. 105 - Knyff and figs.
127, 128 Buck), providing a terminus ante quem for the drawing that is entirely consistent with the stylistic evidence. The lettering
on the drawing may well be a later addition, possibly made by another hand while the drawing was in Antwerp’.

Fig. 63. Wenceslaus Hollar, 1659. British Museum Ref: 1853,0611.123 ‘A New Description of Kent’. Map of Kent, with views of Rye
and Dover in the upper left. and upper right corners respectively. Dover from the NW. With outer ward barbican gate. cf. fig. 12.
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Fig. 64. This is the earliest of Hollar’s English maps and town plans (1642), and would have been copied from drawings that Hollar
probably made on his way northwards in the pursuit of his patron, the Earl of Arundel in 1639. Arundel had been appointed
commander-in-chief of the English forces during the so-called first ‘Bishops’ War’, that saw King Charles I’s forces confronting the
army of the Scottish Covenanters. The plan of the fortifications, of the town walls and the view from the sea are presumably derived
from the detailed manuscript survey undertaken by the military at the behest of Charles I in 1639 which is now in The National
Archives. Hollar himself was probably solely responsible for the detailed depiction of the town itself. He shows the important
buildings individually, but the private houses are standardized. His plan is influenced in overall conception by John Speed’s 1611
plan, which had previously been the standard image.© University of Toronto, Wenceslaus Hollar Digital Collection

Fig. 65. During his time in England Hollar produced etchings for William Dugdale for his work ‘The Antiquities of Warwickshire’, which
was first published in 1656. Hollar’s etching of Kenilworth Castle appears in Dugdale as a triptych, comprising three views of the castle,
from echo meadow in the south-east, from the east from somewhere near Forrest Road and from the north-east somewhere near
Castle Hill. Hollar named the castle features in his etching in a numbered key. From left to right - from the top image, these include the
old Pleasaunce buildings that Henry VII reassembled inside the castle next to Swan Tower, the Strong Tower, Gaunt’s Buildings, the
top of Caesar’s Tower (The Norman Keep), Leycester’s Buildings, the gatehouse, the stables, Lunn’s Tower, Mortimer’s Tower, the
tiltyard, the spire of St Nicholas’ Church and finally the Gallery Tower on the extreme right.
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Fig. 66. ABOVE: Wenceslaus Hollar: Arundel
Castle & town, c. 1664 (cropped). From the west.
Courtesy of Arundel Castle Trustees Ltd. The
castle was not slighted until 1653. Of note is the
(now lost) great hall with its crow-stepped gable.
Fig. 67. LEFT: Pevensey castle. View from the
west. From the King George III Topographical
Collection, British Library Collection Ktop XLII,
58a. c. 1640s. (Cropped).
Figs. 68-70. Hollar. Three quick
sketch views of Bramber Castle with
its motte in the near centre of the
bailey, c. 1644
1. Left: View from the south-east.
2. Middle: View from the northwest.
3. Bottom left: View from the south
The tall square (2, 3) gatehousetower c. 1080 or a little later has only
one side remaining now (west). It is
believed that the gatehouse (38 x 40
ft) was heightened by at least an
additional storey by c. 1140. The
entrance (south) was blocked and a
new gateway was added further to
the west (lost). The original gatehouse
has been likened to Exeter and
Ludlow.

Fig. 71. There appears to be a recent
updated ground-plan of the castle
on the EH website:
https://www.englishheritage.org.uk/siteassets/home/v
isit/places-to-visit/brambercastle/bramber-castle-phasedplan.pdf (EH copyright).
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Alexander Keirincx (Antwerp, 1600 – Amsterdam, 1652) was a Flemish landscape painter who is known for his wooded
landscapes with figures as well as his 'portraits' of English castles and country houses. After training in his native
Antwerp, he worked in Utrecht and ultimately to Amsterdam in the Dutch Republic. During a five-year period of
sojourn in England in the late 1630s he worked on commissions for the English king. In August 1637 he is recorded in
London where he resided until 1641. He was in the service of King Charles I for whom he painted a series of ten or
more paintings of royal castles and places in England and Scotland. He was in Yorkshire and Scotland in 1639. His time
in London overlapped with the residence in England of Utrecht painter Cornelis van Poelenburgh who Keirincx knew
from Utrecht. The two artists regularly collaborated. He died in Amsterdam not long before 7 October 1652.

Fig. 72. Pontefract Castle. Alexander Keirincx. 1640–1641. Pontefract Museum. Medium: oil on canvas. H 106 x W 182 cm. Accession
No: A1.931. Cropped. See ArtUK for a full image uncropped image.. Image ©Wakefield Museums & Castles.

Fig. 73. A. Keirincx. View of the Thames and the Tower of London from the south-east - Bermondsey side, c. 1637-40; the view
extending to the left just beyond London Bridge, the north end of which is visible. Alexander Keirincx. ©Trustees of the British
Museum Ref: 1855,0714.60. Pen and brown ink, with grey wash. Cropped.

Fig. 74. Richmond Castle, Yorkshire, from the east. 1639 Alexander Keirincx (1600–1652) Yale Center
for British Art 1639 Medium: oil on panel. H 45.7 x W 68.6 cm Accession number B1978.4. Heavily
cropped. See CSGJ31 page 63 for a full image.
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Hendrick Danckerts (1625-1680). Danckerts was born in The Hague, where he learned his trade and remained until 1653.
He visited England for the first time in 1650. In 1653 he went to Italy, staying for five years. He then moved to England
where he entered the service of Charles II and the Duke of York (later James II & VII.) He painted Italianate landscapes,
especially views of harbours and royal residences. Danckerts was certainly active in Britain by 1664. There are only three
Danckerts views of Caerphilly castle, probably completed in the late 1660s or early 1670s. Whilst the two below are a
sketchbook pair (the lower view of the east dam curtain wall continues to the left of the upper) they are from different
sources. The upper view - the castle from the north-west is at the Yale Center for British Art in the Paul Mellon Collection,
and the middle view is now in the National Museum of Wales, added to their collection in 2010, following a sale at Christies
(SD005400). He was active in England until 1689, and was one of the earliest landscape oil painters working in Britain.

Fig. 75. Hendrick Danckerts., c 1660s. Top: Caerphilly from the NW. Yale Accession Number: B1977.14.5651. This view from the
NW shows either considerable pre-Civil War dereliction, Civil War damage or later robbing, to the outer part of the NW tower and
the Inner West Gatehouse.
Fig. 76. Middle image: Caerphilly LH page of Upper NMW Ref NMW A 29603. © National Museum of Wales. Both drawings are:
Medium: pen, grey ink, brown wash, grey wash on moderately thick, moderately textured, cream laid paper. Dimensions Sheet for
the upper drawing is: 11 1/8 x 16 7/8 inches (28.3 x 42.9 cm). The drawings are the earliest depiction of Caerphilly castle known.

Fig. 77. Hendrick Danckerts: View of Caerphilly from the East, c. 1660s. Yale Center for British Art, in their gallery in New Haven
(Paul Mellon Collection) (cropped). In the front centre is the spurred semi-octagonal Outer Main Gatehouse with the taller stair
turret behind that also gives access to the dam-retaining curtain and wall-walk. To the far left is probably the South Gatehouse,
opening toward the town. (Details: Pen, black ink, brown ink, grey wash on medium, moderately textured, beige laid paper.
Dimensions Sheet: 9 3/4 x 16 5/8 inches (24.8 x 42.2 cm.) Accession No: B1977.14.4676).
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Fig. 78. Hendrick Danckerts view of Caerphilly castle from the South (slightly cropped); National Museum of Wales, added to their
collection in 2010, following a sale at Christies (ref: SD005399). © National Museum of Wales. Ref: NMW A 29603. Reproduced
with thanks. With this view, and that on the previous page, merlons and crenels can clearly be seen exposed in the outer concentric
curtain on the north and south sides (now embedded in the heightened, partly rebuilt wall in the early 20th century( Bute).

Fig. 79. Hendrick Danckerts (signed). Plymouth harbour 1673. Oil on canvas.

Fig. 80. Hendrick Danckerts. View of Windsor Castle from the west. probably about 1679/80. Oil on canvas (cropped).
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Willem Schellinks (1623–1678), was a Dutch painter, draughtsman and etcher of landscapes and marine scenes. Schellinks
was one of the most widely travelled Dutch artists of his time. Between 1661 and 1665 he visited England, France, Italy,
Malta, Germany and Switzerland, keeping a record of his travels in multiple landscapes and scenic views as well as a
journal. Alternative spellings are Schellinger and Schellinx. Willem Schellinks was born into a family of artists in
Amsterdam. He was the son of a surveyor and the brother of Daniel Schellinks (1627–1701), who was active as an amateur
artist. After finishing his studies with Karel Dujardin at the age of about twenty, he travelled to France with Lambert
Doomer in 1646. After that he undertook another journey in 1661–1665 as the guide of a certain Mr ‘Jakob Thierry de
Jong’, a young gentleman on his Grand Tour.
The work of Willem Schellinks is not well known in Britain, but he was in England in the mid-late 1660s with his travelling
colleagues Jacob Esselens and Lambert Doomer. There are about 40 drawings in a folio that was published by the Walpole
Society, London, issued in 1959. (P. A. Hulton, The 35th Vol., 1954-56 in two Vols. Part 2. The Plates). This is available
online via jstor (https://www.jstor.org/stable/i40086456). Prints are in mono and generally of poor quality, but useful
in establishing his complete English oeuvre. The Winchester view, below, is Plate 37.
Further English topographical drawings by Schellinks are available to view online from the Austrian National Library, Vienna:
https://onb.wg.picturemaxx.com/?16756386081222671803. Other Schellinks’ views include Dover, Canterbury and Rochester.
A recent make-over of the ANL’s website allows for much larger-size examination of their collection and the ability
to download high-resolution images as jpgs (for a modest payment).

Fig. 81. Willem Schellinks, 1667. The Dutch fleet burning English ships on the Medway. This version of the etched print was produced
by Romeyn de Hooghe and published in Amsterdam by Nicolaes Visscher I. © Trustees of the British Museum. Registration number
1899,0713.79. The cropped view is focusing on the way that Rochester castle keep and cathedral are depicted.

Fig. 82. Willem Schellinks. 1662. Winchester town and castle viewed from the north-east. Original in the Austrian National Library
, Vienna: Ref 00025152. Description: Winchester seen from the north-east. Pen and ink drawing in brown, on black chalk, grey and
brown by Willem Schellinks, signed ‘W. Schellinks‘. In: Atlas Blaeu-Van der Hem, Vol. 19:35, f. 38-39, (10). From a collection of
drawings in bound book/folio form. The central fold line can be clearly seen on the left - the northern area beyond being cropped.
The drawing appears to present us with a large round tower linked to part of the north curtain with walls extending from east and
west (left). Schellinks shows this as a truly massive tower, both in diameter and possible height, and part of the more private
motte-like Upper Ward, which was a rectangular courtyard space with no hint of uneven topography in Speed’s 1610 view. The
image also shows that the east curtain - on the town side - is almost totally obliterated apart from the section just to the north of
the great hall where a ‘D-shaped’ or circular curtain tower can be noted.. The celebrated Great Hall, built by Henry III between 1222
and 1235, (and still complete today), is to the far right, at a right-angle or transverse to the east curtain (the section of curtain that
is left), and we are seeing the gable end embedded into the curtain. Its roof is moving away west and almost blending in the
background hill. The two smaller round towers in the centre are gate-towers on the west side, not the east, perhaps the gatehouse
or the barbican towers. Caution is necessary as no other image shows this massive round tower, and the comparable sketch, (CSGJ
34 p. 248) is ambivalent. The number ‘3’ in the north quadrant is captioned as ‘ Castell’ in the lower right corner of the painting.
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John Slezer (before 1650 – 1717) was a German-born military engineer and accomplished artist. He arrived in Scotland
in 1669, had settled by 1671, and was appointed ‘Surveyor of his Majesties Stores and Magazines’, which involved
compiling detailed surveys of the country's fortifications. He is best known for his most acclaimed work Theatrum Scotiae,
a series of engravings of his own drawings of views of castles, abbeys, towns, and seats of the nobility he encountered
whilst travelling throughout Scotland, in his capacity as Captain of the Artillery Company. He was imprisoned in 1688 as
a supporter of King James VII, following the latter’s deposition in favour of William III and Mary II, but was released the
following year. He published the first volume of Theatrum Scotiae in 1693, a pictorial survey with 70 plates, but sales
were poor and he applied to the Government for a grant to proceed with a continuation of the work that was to be called
Scotia Ilustrata. This never materialised, however, and increasing financial difficulties forced Slezer to spend the last
years of his life seeking shelter in the Holyrood Abbey sanctuary to avoid debtors’ prison.
Theatrum Scotiae is his volume of detailed engravings that shows what important Scottish towns and buildings looked
like over 330 years ago. More than 70 of Slezer’s original engravings from the National Library of Scotland's collections
have been digitised and are available to view and download from their website, along with many useful notes. You can
search for them by place name, and browse by place and subject. Slezer was a gifted draughtsman, but little is known
about him outside Scottish antiquarian studies. See: https://digital.nls.uk/slezer/index.html .

Fig. 83. J. Slezer. Bothwell Castle, from the south. 1671-1690. National Library of Scotland © The only castle to be featured by
Slezer which was not a working fortification. View from the south (cropped). Plate 51.

Fig. 84. J. Slezer. Dumbarton Castle, from the northwest, 1671-90. National Library of Scotland ©. View from the town side with the
Wallace Tower prominent. Once the most important fortress on the west coast, guarded by the rivers Leven and Clyde. Plate 4.

Fig. 85. J. Slezer. Dunnottar Castle, from the north, 1671-90. National Library of Scotland © The prospect shows the castle from
the cliffs on the Stonehaven side. (Cropped). The buildings were dismantled in 1718. Plate 31.
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Fig. 86. Francis Place. Rochester Castle c. 1670-75. The projection on the left of the ruined curtain
wall is the remains of the gatehouse that once gave access to the drawbridge leading to Boley
Hill. © British Museum. Ref: 1881,0611.305. (Published in the current EH guide to Rochester).

Francis Place, self-portrait,
1690s. Credit: Hospitalfield Arts
Arbroath Collection & ArtUK

Francis Place (1647-1728). An outstanding English gentleman draughtsman and printmaker. He came from a Yorkshire
family living in Dinsdale, Co. Durham. Place was intended for a career in law, studying in London in 1665. However, a meeting
with Wenceslaus Hollar confirmed his early inclination to art (Vertue), and Place was collaborating with Hollar as early as
1665; it was presumably Hollar who encouraged him to etch. Place was one of several artists invited by Hollar to etch the
plates for John Ogilby's edition of Nieuhoff's Embassy to the Emperor of China (London, 1669). The 17 plates signed by Place
and 23 others attributable to him were his first book illustrations and his earliest essays in topographical drawing.
In the early 1670s Place travelled around England and Wales and probably the Netherlands. His earliest drawings are in
Wenceslaus Hollar's manner, lightly washed with decisive pen outlines and hatched shading. He continued printmaking,
experimenting with the new technique of mezzotint from the late 1660s. By c. 1675 Place was spending much of his time
in York. Views of the city drawn at this period show freer draughtsmanship, with a greater appreciation of space, light
and shade, and the development of a pen shorthand for such details as foliage and masonry. These trends were
maintained in his drawings made on walking tours in the Isle of Wight (Cowes) and France c. 1677. Between 1677 and
1701, Place travelled widely around Britain and France, sometimes accompanied by William Lodge (1649-89), an artist,
engraver and fellow member of the Society of Virtuosi in York, and Ralph Thoresby. They were all known as the ‘York
virtuosi’, whose wide-ranging interests, extending to correspondence with the Royal Society in London, were wholly in
keeping with Place’s own outlook. Lodge, with Thoresby, had produced two acclaimed town Prospects, published in
Ducatus Leodiensis, or the Topography of the Town and Parish of Leedes (London, 1715). Place was widely described as
'ingenious', and his interests, from stoneware pottery to natural history made him the ‘quintessential virtuoso’.
In 1676 Place etched views of the new Royal Observatory at Greenwich, London (see Magnoliabox). Although he was usually
called an amateur, Place also received commissions for prints and illustrations. In 1683 he went to London, where he made
some mezzotint portraits and two sets of prints from drawings by Francis Barlow for Pierce Tempest. He also may have
drawn some naval shipping as a royal commission. Some of his later drawings were used to illustrate histories of York and
Leeds by his friends Francis Drake and Ralph Thoresby. He also made crayon portraits. Some of Place's projects, such as
pottery (which he produced from 1683; examples in London, (V&A), were probably intended to raise money, for he was
under financial constraints until his second marriage in 1693. Thereafter, he gave up portraiture and printmaking and
pursued his consuming interest in landscape drawing, which was unusual in England at this time. The number and quality
of his drawings place him at the forefront of the English landscape school. At the end of his life Place was treated as something
of an Old Master. In 1716 he gave a valuable account of Wenceslaus Hollar’s life to George Vertue. His British castle prints
are many and most were pen and ink, drawn on the spot in a landscape sketchbook or folio across two pages. They include:
England: Scarborough castle; York, (including Clifford’s Tower); Newcastle on Tyne (Close Gate); Barnard, Middleham,
Knaresborough, Richmond, Sheriff Hutton, Pickering; Dunstanburgh; Bamburgh (1701); Tynemouth; Cowes; Chester;
Rochester; Windsor. Wales: Pembroke; Tenby, Cardiff, Oystermouth, Hawarden, Flint. Scotland: Dunbar, Stirling, Glasgow,
Dumbarton. Ireland: Kilkenny (from Wind Gap hill); Drogheda (St. Lawrence’s Gate); Dublin; Waterford. The National Gallery
of Ireland (NGI) have about 21 Francis Place prints, all of Irish locations.
Place is known to have visited Wales twice. In 1678, he and William Lodge, journeyed around South Wales,
reportedly covering an impressive 700 miles on foot over a period of seven weeks. Pen-and-ink sketches of this
tour, which was combined with leisurely episodes of fishing, are preserved in the National Museum of Wales and,
to a lesser degree, the Victoria and Albert Museum. Place and Lodge were, quite literally, ‘strangers’ as they
travelled from Yorkshire as far west as Pembroke castle, and were reportedly arrested at Chester on suspicion of
being Jesuit spies, with friends having to vouch for their innocence before they were released. Despite this
experience, Place found himself back in Chester, reluctantly or otherwise, in 1699. He was returning to his home
in York from a further sketching tour, this time having travelled in Ireland between Drogheda and Waterford. From
Holyhead to Chester, he continued to draw vistas and landmarks including St Winefrid’s Well, near Flint. He also
reproduced his sketch of this pilgrimage site as a detailed etching which was then published in London by Pierce
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Tempest a fellow native of Yorkshire. This image was an enduring, and commercially successful one, since it was
republished several times during the 1750s by two further London printsellers, John Bowles and Robert Sayer. Thomas
Pennant acquired one of Sayer’s prints of St Winefrid’s Well (with its original imprint, mentioning both Place and
Tempest, firmly erased and replaced with Sayer’s details) which was pasted into his extra-illustrated copy of A Tour
in Wales, now held in the National Library of Wales. Also included in the first volume of Pennant’s Tour in Wales are
two original drawings by Place, executed in pen and ink with light washes of watercolour. One depicts the west side
of Hawarden castle with a distant view of Chester; the other, of Flint castle, has been annotated by the artist to indicate
specific landmarks: ‘West Chester’ ‘The West Side of Flint Castle in 1699’ and ‘& Bestone [Beeston] Castle’.

Assessment
His ‘Scarborough castle, from the south’, (undated - British Museum Ref: 1850,0223.829 and .0533) or Knaresborough, 1711
(p. 29) in pen with various ink washes, are two of many examples of the kind of wash drawing that many talented amateurs
of the time were capable of producing - though the elegance, and detailed accuracy of Place’s drawings was unsurpassed.
His drawings show castles and towns in their topographical setting, often with place names annotated in the sky area –
invaluable as a record of an antiquarian expedition. Place was the first English-born artist to record visits to castles in Wales
and Ireland, and the first to tint these drawings with watercolours in the subdued manner of Hollar. However Place does
not first block out the drawing in washes of ink, then apply local colour in the manner of later painters: the paints are applied
primarily to clarify and decorate the line drawing, just as colours are used to identify geology or rock formation, a subject
which seemed to fascinate him. Place's works were, at the time, little known outside his circle of York acquaintances, but
they reflect the general awareness among the English elite of the European topographical pen and ink style, and the
important role that watercolour drawing would play in the characteristic 18th century activities of inquiry and exploration.
He became one of the distinguished fathers of the English landscape watercolour tradition.
Francis Place prints can be found in the following museums and galleries:
National Museum of Wales: Article by Helen Pierce: ‘Francis Place (1647-1728) and his early sketches of Wales | Curious

Travellers’; https://curioustravellers.ac.uk/en/francis-place-1647-1728-and-his-early-sketches-of-wales/
National Museum Wales: Article by Emily O’Reilly: https://museum.wales/articles/2011-02-10/Francis-Place-1647-1728/
National Galleries of Scotland: https://www.nationalgalleries.org/art-and-artists/18990/viewharwich?search=francis %20
place&search_set_offset=4
Yale Center for British Art (USA): https://collections.britishart.yale.edu/?utf8= &search_field=Creator&q=Francis+Place
York Museums Trust: https://www.yorkmuseumstrust.org.uk/collections/search/?search_text=Francis%20Place
Royal Collection Trust: https://www.rct.uk/collection/search#/1/collection/702158/york
The Huntington Museum (USA): https://emuseum.huntington.org/search/Francis%20Place
RISD Museum (USA): (Kilkenny) https://risdmuseum.org/art-design/collection/view-kilkenny-wind-gap-hill-7115327
Magnoliabox: https://www.magnoliabox.com/search?page=2&q=tag%3Aartist+Francis+Place (Royal Observatory & Bamborough)
The Victoria and Albert Museum:
https://collections.vam.ac.uk/search/?listing_type=image&offset=0&limit=15&narrow=1&extrasearch=&q=Francis+Place&commit=Search&qual
ity=0&objectnamesearch=&placesearch=&after=&before=&namesearch=&materialsearch=&mnsearch=&locationsearch=
British Museum: https://www.britishmuseum.org/collection/search?agent=Francis%20Place
Fitzwilliam Museum, Cambridge UK: (Drogheda town & castle) https://collection.beta.fitz.ms/id/image/media-209070
National Library of Wales collections include an eight extra-illustrated volumes of A tour in Wales by Thomas Pennant that chronicle

the three journeys he made through Wales between 1773 and 1776. These volumes are unique because they were compiled for
Pennant's own library at Downing: Volume 1 (link below) contains the two drawings by Place: Flint and Hawarden.
https://viewer.library.wales/4690846#?c=&m=&s=&cv=108&manifest=https%3A%2F%2Fdamsssl.llgc.org.uk%2Fiiif%2F2
.0%2F4690846%2Fmanifest.json&xywh=-582%2C1105%2C4935%2C3740
Ireland: Irish Architectural Archive: (St Lawrence Gate, Drogheda) http://iarc.ie/a-small-but-charming-place/
Ireland: National Gallery of Ireland: http://onlinecollection.nationalgallery.ie/search/Place/objects/list

Fig. 87. Francis Place. 1674. Richmond Castle from the SE; view from the Swale valley, with the town at the centre.
Castle with tall Keep to right, on hill. Pen and black ink and grey wash, and watercolour. © The Trustees of the
British Museum. Museum No: 1850,0223.828
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Fig. 88. Francis Place. Richmond Castle from the south, c. 1674. Detail. © Trustees of the British Museum. Museum No: 1850,0223.828

Fig. 89. Francis Place. Dunstanburgh Castle, c. 1678; view looking East towards Castle on the hill, to left (cropped) cornfields, beyond, the
sea with various craft. Pen and grey and brown inks, with grey wash. © Trustees of the British Museum. Ref: 1850,0223.813.

Fig. 90. Francis Place. Pembroke, 1678. The RH side of a two-page sketch. One of 15 views of Wales, 10 of which are from a single sketch book.

Fig. 91. Francis Place. Barnard Castle, Co. Durham, (undated, but probably c. 1680s). Sketch view from the north-west. One of three
leaves, inlaid together, from a sketchbook. Pen and brown and black ink, with grey wash..Verso: A slight landscape sketch brush
drawing in grey wash; © The Trustees of the British Museum. Ref: 1850,0223.816.+ The artist’s note says: ‘Make this tower… like
the round tower’. (Published in the EH guide to Barnard).
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Fig. 92. F. Place. Scarborough Castle, from the NW (cropped) 1680s?; general prospect, with castle on rocky headland, the Keep rising in centre,
Pen and brown ink and brown and grey wash, over graphite, on two conjoined sheets. © Trustees of the British Museum. Ref: 1850,0223.830.

Fig. 93. Francis Place. York Castle from the Millbank. 1699. Pencil, grey wash and pen and ink, on paper. York Museums Trust. Ref: YORAG
R1569. A rare view of the twin-towered Henry III gatehouse before demolition. (See RCHME, 1972, An Inventory of the Historical Monuments
in the City of York Vol. 2: The Defences, (London, HMSO) pp. 59-86, 176-9

Fig. 94. Francis Place. A view of the Ouse at York, looking south-east from St. Mary’s Tower towards the town. c. 1705. Etching - Pencil,
grey wash and pen and ink, on paper. One of a pair of views in opposite directions. © Trustees of the British Museum Ref: 1867,0309.630

Fig. 95. F. Place. Knaresborough Castle; looking from the W, across the Nidd to the castle ruins on a high bank , below to the left a watermill
and dam across river. Pen and brown ink, with brown, grey, and light blue wash. 1711. © Trustees of the British Museum. Ref: 1850,0223.81
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Fig. 96. Francis Place. Drogheda - View of Drogheda [castle], 1698. Pen, sepia ink and grey wash, on two sheets of paper, centre-joined,
h 368 mm, w 914 mm.. Accession Number: PD.5-1956. Photograph copyright © The Fitzwilliam Museum, Cambridge. Cropped.
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Fig. 97. Francis Place. Pickering castle from the NW, 1715. Pen and brown ink, with grey wash. ©Trustees of the British Museum, ref:
1850,0223.826. See CSGJ 31. p. 97, but note updated list of suggested buildings. (L-R) 1. Gatehouse/barbican 2. Diate Hill Tower, 3.
Rosamund’s Tower/East Tower. 4. Constable’s Lodging tower & postern (now missing). 5. Wing wall to keep. 6. Shell keep 7. Wing wall.
8 Stables? 9. Coleman Tower 10. Mill Tower 11. Intermediate curtain tower (missing) 12. Kitchen tower (missing). 13 Crenellated curtain
with new hall, chapel behind. Place appears to have allocated all the curtain towers along the same plane, stretching out the NE side
to appear in the drawing, (left).

Fig. 98. Francis Place. ‘Close Gate’, Newcastle town walls. (No date), Newcastle upon Tyne. © The Huntington Library, Art Museum,
and Botanical Gardens. Sir Bruce Ingram Collection. Object Number 63.52.177. Pen and wash. 11.4 x 18.1 cm. See also fig. 16.
Place evidently named this wrongly as the West Gate, (which is further north) but further research shows it to be the (demolished)
Close Gate near the river and 50 yards from the round ‘Riverside’ tower. The gatehouse was built in the mid 14th century, one of six
main fortified gates. In 1827 Eneas Mackenzie wrote: ‘The Close Gate evidently derived its name from the street called the Close. After
the fall of the Tyne Bridge in 1771, its tower was converted into a temporary prison. In 1797, it was taken down; the gateway being
narrow, awkward, and dangerous. There was a turret, or tower, 52 yards to the south of this gate, and adjoining to the river. It was
once the meeting-house of the House Carpenters' Company, and afterwards of the Sailmakers. From the Close Gate, there were an
hundred and forty steps, on the top of the wall, as it mounts a very steep hill to White Friar Tower’. Tyne and Wear HER (1511).
Overleaf: Fig. 99. A.B.C The Francis Place / Jan Kip view of Scarborough from the south, with Port and Spaw.; early C18. Jan Kip
probably engraved and coloured Place’s drawing with Place’s approval. See the British Museum version of 1731 Ref: 1873,0712.533.
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●

Michael Burghers (1647-1727) was a Dutch illustrator and artist who spent most of his career in England. He was
commissioned to create maps, estate plans, and illustrations of stately houses, by the English aristocracy. He settled
in England on the taking of Utrecht by Louis XIV. He lived mostly at Oxford, and on several of his plates he added
Academiae Oxon. calcographus after his name. He was the author of Ancient Mysteries Described, which was reprinted
into the early 19th century. Describing Burghers' style, Joseph Strutt wrote: ‘He worked almost wholly with the graver,
in a stiff, tasteless style, without genius, or knowledge of the art of design. He has, though, painfully preserved many
ancient reliques, the originals of which are now lost. (A Biographical Dictionary Containing All the Engravers, From
the Earliest Period of the Art of Engraving to the Present Day. 1786). Strutt thought that Burghers' best plates were
his copies after Claude Mellan, and his topographical work, much of it for the antiquary Thomas Hearne (1678-1735).

Fig. 102. Boarstall Tower gatehouse c. 1312-18.
Drawn and engraved by Burghers, 1695. Cropped.
A variation on the Edwardian keep-gatehouses of
the late C13. Three floors with (originally) a
Fig. 101. Michael Burghers’ ‘Fourfold View of Oxford Castle’, from Thomas Hearne, vaulted gate-passage. Built by John de Hadlow
1271-1346, one-time custodian of St. Briavels.
William of Newburgh (1719, I, App. VI)

●

Johannes (Jan) Kip (1652-1722 (engraver)) with Leonard Knyff (1650-1722 artist-draughtsman). The linked careers
of Jan Kip and Leonard Knyff made a speciality of engraved views of English country houses, represented in detail
from the bird's-eye view, an early pictorial convention for topography. Their major work was four-volume Britannia
Illustrata: Or Views of Several of the Queens Palaces, as Also of the Principal seats of the Nobility and Gentry of Great
Britain, Curiously Engraven on 80 Copper Plates, London (1707, published in the winter of 1708–9).
The volumes are among the most important English topographical publications of the 18th century. Architecture is
rendered with care, and the settings of parterres and radiating avenues driven through woods or planted across fields,
garden paths, and gates are illustrated in detail. The images are staffed with figures and horses, coaches pulling into
forecourts, water-craft on rivers, corresponding to the traditions of the Low Countries. Their other known works
include: the 65 folio plates engraved for the antiquary Sir Robert Atkyns, The Ancient and Present State of Glostershire,
1712 (1st edition); and for Le Nouveau Théâtre de la Grande Bretagne ou description exacte des palais de la Reine, et
des Maisons les plus considerables des des Seigneurs & des Gentilshommes de la Grande Bretagne, 1715, an extended
reprint in collaboration with other artists. The Kip over-painting of Francis Place’s view of Scarborough from the south
is a tour de force by both parties (see over).

Fig. 103. Kip and Knyff. Berkeley Castle, the Seat of the earl of
Berkeley. Published in 1712 for Robert Atkyns. Drawn and
engraved by Johannes Kip, titled and with coat of arms above.
From ‘The Ancient and Present State of Glostershire’. View from
the south.
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Fig. 104. Kip and Knyff. Plate 37. Lulworth Castle, Dorset, after
the original drawing by Mrs Humphrey Weld. From ‘Britannia
Illustrata: Or Views of Several of the Queen's Palaces, also of
the Principal seats of the Nobility and Gentry of Great Britain…’
Curiously Engraved on 80 Copper Plates. London (1707) [1708/9].
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Fig. 105. Tower of London, Jan Kip and Leonard Knyff, c. 1707. ©Trustees of the British Museum. Ref: 1880,1113.1651 . Plate 5:
View of the Tower of London from the (south) river; the coat of arms of the Earl of Lincoln at bottom centre. Etching and engraving.
To the writer’s knowledge this Knyff drawing has never been published in any specialist academic publication or Tower of London
monograph; sky only cropped. Details of key buildings are enlarged and numbered below:
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Fig. 106a. 1. Lyon’s Gate & Tower 2. Middle Tower 3. Devilin (Devereux) Tower 4. Beauchamp Tower 5. The Tower at the Gate (Byward Tower).
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Fig. 106b. 6. St. Thomas’s Tower 7. Bloody Tower 8. Wakefield Tower 9. Cradle Tower 10. Well Tower 11. Develin Tower 12. Salt Tower.
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Fig. 107. Above: L. Knyff (artist) J. Kip (engraver). Chepstow castle and town (cropped). One of the earliest engravings of any Welsh
view, published in ‘Britannia Illustrata’ (1708) and in Atkyn’s Glostershire (1712). It is one of Kip’s most successful compositions
although details of the castle are sadly woefully inaccurate. (In 1708 Chepstow was actually still part of England until 1964). At the
time the castle was owned by the Duke of Beaufort.
Fig. 108. Below: Windsor castle for the south. Royal Collection Trust (RCIN 700355). The long view and the detail of the Round Tower
(left), and the Lower bailey (right), showing the Henry VIII gatehouse and on its left, the Salisbury tower, which dates back to the
1230s. cf. Hollar’s view, fig. 56. and you will note that Knyff has the arcing ‘Petty Canons houses’ facing south rather than east.
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●

Fig. 109a,b. Bird’s-eye view of Richmond
from the south, c. 1724. Probably by
Robert Harman. From The British Library
King’s George III’s Topographical
Collection: (maps_k_top_44_44) (search
under Cole)
‘A Plan Of Ye South Prospect Of Ye Ancient
Burrough Of Richmond. Seated On Ye River
Swake In Ye North Riding Of Ye County Of
York’. B Cole, (Benjamin), printmaker.
London: [publisher not identified], 1724.
See below for a large zoomable version:
https://www.flickr.com/photos/britishli
brary/50264312037.
Obviously a rather fanciful view in many
respects but worthy of a careful analysis.
From the key: 9 - The East Mote & CockPitt below, 11 - ‘Little Castle Yard’, 13 The Castle Bank, 14 - The Castle Mill 15
- Mill Gate.
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William Stukeley (1687-1765), Antiquary, was born at Holbeach in Lincolnshire, and studied
medicine at Cambridge University. While still a student he began making topographical and
architectural drawings as well as sketches of historical artefacts. From 1710 -25 he embarked
on a horseback expedition through the countryside at least once a year taking notes and
sketching the things he observed. In 1712 Stukeley embarked on an extensive tour of western
Britain, taking in Wales. This account was later published as Iter Cimbricum. He continued
with this antiquarian activity alongside his career as a doctor, and published the results of
his travels around Britain in 'Itinerarium Curiosum' in 1724. By 1718 he became the first
Secretary of of the Society of Antiquaries of London and became acquainted with the Buck
brothers. It may have been his medical training that gave him his acute eye for detailed
observation - a characteristic that makes the 'Itinerarium' a valuable record of monuments,
buildings and towns before they were subjected to the ravages of the agricultural and William Stukeley, after
Sir Godfrey Kneller, Bt
industrial revolutions. He deplored the destruction of monuments and realised the
mezzotint, 1721 NPG
importance of recording accurately and scientifically what he saw as a way of preserving D11570
information about the past. His activities in the field included excavations at Stonehenge and
Avebury, the results of which were published in two books in 1740 (Stonehenge) and 1743 (Abury: A Temple of the
British Druids). Stukeley mistakenly attributed them to the Druids. In 1730, he changed career and was ordained as
vicar of All Saints Church in Stamford in Lincolnshire. Whilst always interested in pre-history, castles did not escape
his notice, but he left these monuments to Samuel Buck to record, with whom he had an amicable working relationship.

Fig. 110. Engraving of Rochester Castle from the south by William Stukeley (1722). © Historic England/Society of Antiquaries.
Central to the engraving is the corner or angle drum tower, built c. 1226-7, when the keep corner tower behind it was repaired. To
the right (north) along the curtain are the two rectangular towers added by Edward III c. 1360. Beyond is the gatehouse.

Fig. 111. Clarendon Palace. William Stukeley. Built substantially by King John, Henry II and Henry III. Copper engraving from
Itinerarium curiosum: 1723. Three miles east of Salisbury, and of similar ruined appearance today.
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Two views of Ludlow castle and its ground plan from William Stukeley (1721-2).
Fig, 112. Top: The castle from the north, across the River Teme. (compare Lens III of 1731). Central tower is the latrine block 1320s.
Fig. 113. Middle: the view from the west, from Whitcliff across the Teme, which became the classic artist’s view.
Fig. 114. Below left: the groundplan or ‘ Ichonography’, with west at the top (cf. the plan shown in Francis Grose, which is based on this).
All three drawings / plans appear in William Stukeley’s, ‘Itinerarium Curiosum: Or, an Account of the Antiquities, and Remarkable
Curiosities in Nature or Art, Observed in Travels Through Great Britain. Illustrated with Copper Plates’. (2nd edition, which was not
published until 1776, after p. 74). Orientation has east at the bottom.

Fig. 115. W. Stukeley. The Marlborough Mound. A Neolithic monument
in Marlborough, Wiltshire. Standing 19 metres tall, it is second only to
the nearby Silbury Hill in terms of height for such a monument. Modern
study situates the construction date around 2400BC .
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Bernard Lens III (May 1682 – December 1740) was an English artist known primarily for his portrait miniatures. Lens
was the miniature painter at the courts of kings George I and George II, instructor in miniature painting (then called
limning) to prince William and princesses Mary and Louise and consultant in fine arts to upper-class families. Lens,
the son of mezzotint engraver Bernard Lens II, in 1698 became an apprentice to an artist known as Sturt, quite likely
his father's partner John Sturt (1658–1730) In 1704 Lens joined the newly established Rose and Crown Club, an art
society frequented by William Hogarth and George Vertue. Lens established himself as a portrait miniaturist, and in
1707 became the first British artist to replace vellum, the traditional medium of miniatures, with ivory.

ernard Lens III and his wife Katherine (née Woods) had at least three sons, among them Bernard Lens IV. Al though
according to Horace Walpole's Catalogue of Engravers only two of the three became prolific draftsmen. Walpole:
described them as "ingenious painters in miniature" but did not leave a significant legacy; attribution of their artwork
is problematic. One of these sons, miniaturist Peter Paul Lens (1714–1750), has painted the portrait of his father that
is conserved in the Victoria and Albert Museum. Another son, Andrew Benjamin Lens, born around 1713, also was a
miniaturist. His main competitor was Christian Friedrich Zincke, who worked in enamel. Horace Walpole called Bernard
Lens III "the incomparable painter in watercolours" and lamented that his copies of great masters "had all the merits
of the originals except what they deserved too: duration." Dudley Heath, on the contrary, called Lens "hard and
unappealing", inferior to Laurence Crosse .The "Entire and Elaborate Works of Mr. Bernard Lens" were auctioned by
Christopher Cock on 11–12 February 1737.
These rarely seen drawings of Ludlow castle below pre-date the Buck Bros and give rather austere but simplified, fine
clear views of the west and north façades. On the north side (below, middle), the North Range is dominated by the
latrine/accommodation block built/completed by Roger Mortimer, c. 1320s, and the intriguing high-walled open space
to the east. On the west view (top) it gives a good view of the route over the Dinham bridge and through the
high-arched town gate which is still in place. Mortimer’s Tower is picked out for its circularity.

Fig. 116.
Bernard Lens III.
The West
Prospect of
Ludlow Castle,
from Whitcliffe,
1731.

Fig. 117. A North
Prospect of Ludlow
Castle, 1731, Both
this and above are
by Bernard Lens III.
Pen and black ink
with grey wash.
© Trustees of the
British Museum;
Museum Nos.
1853,0409.63 and
1853,0409.62
Respectively.

Fig. 118. Bernard Lens
III, 1730-1731. A View
of Southsea Castle at
Portsmouth, the land
side. Pen and black ink
with grey wash, over
graphite.
1853,0409.69. Built for
Henry VIII & modified
by Sir Bernard de
Gomme, 1680s.
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●

Antonio Canaletto (1697-1768) was a citizen of the Venetian Republic. His mother was Artemisia Barbieri, and his
father, Bernardo Canal, was a painter of theatrical scenes. Since he followed in Bernardo’s footsteps, he became
known as Canaletto - ‘little Canal.’ Inspired by Giovanni Paolo Pannini, Canaletto went to Rome and began to portray
what he saw in the city’s everyday life. The first painting he signed, dated to 1723, was titled ‘Architectural Capriccio’
and beautifully defines his topographical style, but it is known that he began to work in this way when he returned
home from Rome, in 1719. During this period, Canaletto was studying how to depict cityscapes with Luca Carlevarijs,
known for his urban paintings. Highly detailed, topographically accurate, panoramic views, or landscapes ‘vedute’
were greatly admired and avidly collected by English visitors to Venice, as souvenirs of the Grand Tour.
In 1746, when demand for Canaletto's work in his native city declined, he travelled to England, remaining there for
nearly a decade, producing characteristically descriptive views of London and the English countryside. The artist
completed five paintings of Warwick castle, the subject of the two scenic paintings below, for Francis Greville, Lord
Brooke, and later earl of Warwick. The Lehman sheet appears to have served as a preparatory design for the canvas
now in the City Museum and Art Gallery, Birmingham, one of two versions depicting the castle from the east. George
Vertue’s first mention of Canaletto praises him as ‘much esteemed’ and proclaims that there is ‘no doubt but what
views and works He doth here [in England], will give the same satisfaction, as his Venetian views. However, by 1749
Vertue’s enthusiasm had waned a little. ‘On the whole of him something is obscure or strange. He dos not produce
works so well done as those of Venice or other parts of Italy, which are in Collections here, and done by him there’.
(George Vertue, “Vertue’s Note Books: Volume III”, The Walpole Society 22 (1933–34): 130). In 2017 it was shown
that Canaletto did not use the ‘camera obscura’, and thanks to infrared technology, the Royal Collection Trust confirms
that the works they hold were brilliantly sketched with pencil and ruler instead. See:
https://www.telegraph.co.uk/news/2017/04/14/royal-collection-uses-infrared-prove-canaletto-did-not-trace/

Fig. 119. Antonio Canaletto, 1697–1768, Venetian, active in Britain (1746–55), Warwick Castle, the south front. 1748-1749, Oil on
canvas, Yale Center for British Art, Paul Mellon Collection. Accession no: B1994.18.2. It is thought that the commission, which
eventually amounted to five oil paintings and three pen and ink drawings, was originally to furnish Lord Brooke’s London home to
allow him to present the newly improved castle to his London associates.

Fig. 120. Antonio Canaletto: Warwick castle - The east front main entrance from the Outer Court. 1752. Birmingham City
Museum and Art Gallery. Medium: Oil on canvas. Accession number: 1978P173.
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Fig. 121. Antonio Canal (Canaletto). 1747?. Alnwick Castle from the north (slightly cropped), showing wing walls leading up to the
‘Keep’, clearly seen here as a central tower-clustered citadel on an eminence; changes made to the north frontage in the 18th and
19th century means this view is no longer possible to re-create. Style: Rococo genre: landscape media: oil on canvas. Private
Collection. Dims: 118 x 238 cm. Image via wikiart.org (public domain). The current duke doubts that Canaletto ever visited, claiming
that the painting is out of perspective, particularly the ‘staffage’ figures on the hillside.

Fig. 122. Antonio Canal (Canaletto), mid to late 1720s. The Stonemason’s Yard (formally known as Campo S. Vidal and Santa Maria
della Carità) is an early oil painting by Giovanni Antonio Canal. It depicts an informal scene in Venice, looking over a temporary
stonemason's yard in the Campo San Vidal set up for the construction of Andrea Tirali's façade of the church of San Vidal, and across
the Grand Canal towards the church of Santa Maria della Carità. It is now in the collection of The National Gallery in London and is
considered one of Canaletto’s finest works. See: https://www.nationalgallery.org.uk/paintings/canaletto-the-stonemasons-yard.
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This double-portrait of the brothers Samuel
and Nathaniel Buck shows the pair
fashionably dressed as gentlemen, with
powdered wigs, shining velvet coats, fine
embroidered waistcoats, and polished
buttons, the rich fabrics accentuated by the
plain background and ably rendered in
mezzotint by Richard Houston (1721-1775).
Both are engaged in their work. Nathaniel
has his drawing board and pencil whilst
Samuel holds one of their views. The plate,
after an original design by Joseph Highmore,
was retailed as a single-sheet, and was
reproduced in 1774 as the frontispiece to
the first volume of Sayer’s ‘Buck’s
Antiquities’, the later re-publication of the
brother’s collected engraved views.

●

Buck, Samuel (1696-1779) & Nathaniel, (fl 1724-1759). Samuel and brother Nathaniel were English artists, engravers and
printmakers, best known for their Buck’s Antiquities, depictions of 428 ancient castles and monasteries. Samuel produced
much work on his own but when working together, they were usually known as the Buck Brothers. More is known about
Samuel than Nathaniel. Samuel was born in Yorkshire, possibly Richmond, in 1696. After publishing some prints in that
county, encouraged by Ralph Thoresby, he moved to London. With Nathaniel he embarked on making a number of series
of prints of ‘antiquities’, which consisted of ancient castles and former religious buildings in England and Wales.
Buck’s Antiquities
Starting in 1723/4, they travelled around these counties, and completed sets of prints for the regions of England by 1738,
and for Wales between 1739 and 1742. See below for details of the 236 castle sites covered (approx 250 prints). These
are commonly known as Buck's Antiquities. During this time they also worked on a series of townscapes in England
and Wales entitled Cities, Sea-ports and Capital Towns. The full title of their main work is Buck's Antiquities or Venerable
Remains of about four hundred Castles, Monasteries, Palaces, etc. etc., in England and Wales, (and most views were
consolidated by Robert Sayer, 1774, into three folio volumes or sold as single sheets). Most drawings date to the
1730s and 40s. Unsurprisingly a number of the popular or significant castles benefit from multiple views: Beaumaris,
Belvoir, Caernarfon, Caerphilly, Conwy, Dover, Pevensey, Rochester, St. Michael’s Mt, Tower of London, Warwick.
It would appear that in purely artistic terms the work of the Bucks was not free from criticism. Verdicts included ‘hasty
and slight drawings’, ‘finished by the graver in a stiff manner’, and ‘while representing the best in topographical
engravings of their time, they are lacking compared with other areas of engraving’. The other side of the coin, though,
is articulated in a final critique in Samuel’s entry in the Oxford Dictionary of National Biography entry. It reads: ‘The
value and real use of Buck's labours can be perhaps better appreciated by the antiquary and the ecclesiologist than
the print-collector. As a painstaking delineator of architectural remains long since destroyed, Buck has never been
surpassed for truthfulness of detail, often conveyed at the sacrifice of general effect.’ Despite any artistic shortcomings,
Buck’s engravings have much historical value. The quality of their work constantly improved as they gained experience;
figures were added in conventional attitudes, and more attention was paid to the overall design.
Nathaniel was the first to die, sometime between 1759 and 1774. Samuel died on 17 August 1779 in London and was
buried in the churchyard of St. Clement Danes. His later years were spent in penuary. After Nathaniel’s death, he
concentrated on teaching, and drawing. He survived his brother by many years, dependent in his last days on Robert
Sayer’s valuable support and subscriptions from his friends and collaborators, dying at 83 in 1779. He would surely be
gratified to know that today quite an active market continues to exist in prints of his engravings, valued by both collector
and historian alike. Further information on their work is found in the general Introduction.
For sources of Buck images online see the following:
http://www.panteek.com/Buck/
Good sized views but they will contain a Panteek watermark, and:
http://www.castleduncan.com/forum/index.php?/topic/850-samuel-nathaniel-buck/
Find the page you want then go to http://www.castleduncan.com/forum/index.php?showtopic=802 and scroll down
British Museum (with over 110 examples):
https://www.britishmuseum.org/collection/search?agent=Nathaniel%20Buck&view=grid&sort=object_name__asc&page=2#page-top

See also three online essays from the British Library under their ‘Picturing Places’ series:
The brothers Buck - Alice Rylance-Watson: https://www.bl.uk/picturing-places/articles/the-brothers-buck
Samuel & Nathaniel Buck - Past & Present in the national landscape - by Andrew Kennedy:
https://www.bl.uk/picturing-places/articles/samuel-and-nathaniel-buck-past-and-present-in-the-national-landscape
Spot the difference: Improvements to the Landscape in the Bucks’ Views of Antiquities - by Grant Lewis:
https://www.bl.uk/picturing-places/articles/spot-the-difference-improvements-to-the-landscape-in-the-bucks-views-of-antiquities
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Buck’s castle prints. Most are available to view on various websites. The compass orientations as stated by the
Bucks on their prints do need to be checked - they are not always reliable.
Aberystwyth Castle (E view)
Acton Burnell Castle (S view)
Allington Castle (S view)
Alnwick Castle (SE view)
Alton Castle (SW view)
Amberley Castle (SW view)
Appleby Castle (NE view)
Arundel Castle (E view)
Ashby de la Zouche Cas. (N view)
Ashby de la Zouche Cas. (S view)
Bamburgh Castle (SW view)
Barnard Castle (W view)
Barnwell Castle (S view)
Beaumaris Castle (N view)
Beaumaris Castle (SE view)
Beeston Castle (S view)
Belsay Castle (S view)
Belvoir Castle (E view)
Belvoir Castle (S view)
Berkeley Castle (SE view)
Berry Pomeroy Castle (S view)
Betchworth Castle (E view)
Beverstone Castle (N view)
Bishop Auckland Cas. (SE view)
Blaenllynfi Castle (S view)
Bodiam Castle (NE view)
Bolsover Castle (NE view)
Bolsover Castle (W view)
Bothal Castle (N view)
Brampton Bryan Castle (SE view)
Brancepeth Castle (SW view)
Brecon Castle (SE view)
Bronllys Castle (N view)
Bronsil Castle (SW view)
Brough Castle (SE view)
Brougham Castle (NW view)
Broughton Castle (NE view)
Burgh Castle (S view)
Caergwrle Castle (NW view)
Caernarfon Castle (NE view)
Caernarfon Castle (NW view)
Caernarfon Castle (SE view)
Caerphilly Castle (SE view)
Caerphilly Castle (SW view)
Caldicot Castle (SW view)
Calshot Castle (S view)
Cambridge Castle (NE view)
Camps Castle (NE view)
Canterbury Castle (NE view)
Cardiff Castle (NW view)
Cardigan Cas. (& Priory) (S view)
Carew Castle (SE view)
Carisbrooke Castle (N view)
Carlisle Castle (NW view)
Carmarthen Castle (S view)
Carreg Cennen Castle (SW view)
Castle Acre Castle (S view)
Castle Rising Castle (SE view)
Chepstow Castle (NE view)
Chester Castle (NW view)
Chideock Castle (N view)
Chilham Castle (SE view)
Chillingham Castle (W view)
Chirk Castle (N view)
Cilgerran Castle (SE view)

Clitheroe Castle (S view)
Clun Castle (NW view)
Cockermouth Castle (NW view)
Codnor Castle (W view)
Coity Castle (S view)
Colchester Castle (NE view)
Conisborough Castle (S view)
Conwy Castle (NE view)
Conwy Castle (SE view)
Cooling Castle (S view)
Corfe Castle (S view)
Cowes Castle (W view)
Criccieth Castle (W view)
Crickhowell Castle (S view)
Dacre Castle (SE view)
Dartmouth Castle (SE view)
Deal Castle (NW view)
Denbigh Castle (N view)
Denbigh Castle (NE view)
Dinas Bran Castle (SE view)
Dinefwr Castle (S view)
Dolbadarn Castle (W view)
Dolwyddelan Castle (E view)
Donnington Castle (NE view)
Dover Castle (N. view)
Dover Castle (NW view)
Dover Castle (W. view)
Dudley Castle (S view)
Dunstanburgh Castle (SW view)
Dunster Castle (NE view)
Durham Castle (S view)
Egremont Castle (SW view)
Farleigh Hungerford Cas. (N view)
Farnham Castle (N view)
Flint Castle (SE view)
Fowey Castle (SE view)
Framlingham Castle (W view)
Frodsham Castle (W view)
Gleaston Castle (W view)
Goodrich Castle (SE view)
Green Cas. (Castell Moel) (W view)
Grosmont Castle (W view)
Guildford Castle (NW view)
Hadleigh Castle (N view)
Halton Castle (S view)
Harlech Castle (NW view)
Harlsey Castle (S view)
Hartlebury Castle (E view)
Hartley Castle (E view)
Haverfordwest Castle (NE view)
Hawarden Castle (SE view)
Hay Castle (N view)
Hedingham Castle (SW view)
Herstmonceux Castle (SW view)
Hever Castle (W view)
High Head Castle (NW view)
Holt Castle (S view)
Hopton Castle (E view)
Hornby Castle [Lancs] (S view)
Horton Castle (SE view)
Hurst Castle (E view)
Hylton Castle (W view)
Kendal Castle (E view)
Kenilworth Castle (E view)
Kidwelly Castle (SE view)
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Kirkoswald Castle (NE view)
Knaresborough Castle (S view)
Lancaster Cas. (SE & SW view)
Laugharne Castle (SE view)
Launceston Castle (W view)
Leeds Castle (N view)
Lewes Castle (S view)
Lincoln Castle (SW view)
Lindisfarne Castle (S view)
Llanblethian Castle (SE view)
Llanddew Palace (SW view)
Llansteffan Castle (NE view)
Llawhaden Castle (SE view)
Ludlow Castle (NW view)
Lullingstone Cas. (NW view)
Lulworth Castle (NE view)
Lumley Castle (SW view)
Manorbier Castle (SE view)
Maxstoke Castle (E view)
Mettingham Castle (N view)
Millom Castle (NE view)
Montgomery Castle (S view)
Morlais Castle (N view)
Narberth Castle (S view)
Naworth Castle (E view)
Neath Castle (NW view)
Newark Castle (W view)
Newport Cas, Gwent (E view)
Newport Cas, Pemb. (S view)
Norham Castle (SE view)
Norwich Castle (SE view)
Nunney Castle (NE view)
Oakham Castle (SE view)
Okehampton Castle (S view)
Old Wardour Castle (SE view)
Orford Castle (W view)
Oxford Castle (N view)
Oystermouth Castle (NE view)
Peel Cas. [Fouldrey] (NW view)
Pembroke Castle (NW view)
Pencelli Castle (S view)
Pendennis Castle (NE view)
Pendragon Castle (NW view)
Pengersick Castle (E view)
Pennard Castle (NE view)
Penrice Castle (NW view)
Penrith Castle (N view)
Pevensey Castle (NE view)
Pevensey Castle (SE view)
Peveril Castle (NW view)
Picton Castle (NE view)
Pontefract Castle (unknown)
Portchester Castle (NW view)
Powderham Castle (E view)
Powderham Castle (SE view)
Powis Castle (SE view)
Prudhoe Castle (S view)
Raby Castle (SE view)
Raglan Castle (W view)
Ravensworth Castle, (E view)
Restormel Castle (W view)
Rhuddlan Castle (SW view)
Richborough Cas. (NW view)
Richmond Castle (W view)
Rochester Castle (NW view)

Rochester Castle (SE view)
Rockingham Castle (E view)
Rose Castle (NW view)
Ruthin Castle (SW view)
Saltwood Castle (SE view)
Sandal Castle (S view)
Sandgate Castle (NW view)
Sandown Castle (S view)
Sandsfoot Castle (N view)
Scaleby Castle (NE view)
Scarborough Castle & Town
Sherborne Castle (S view)
Sheriff Hutton Cas. (N view)
Shrewsbury Cas. (NW view)
Skenfrith Castle (N view)
Snape Castle (unknown)
Somerton Castle (S view)
St Donats Castle (NW view)
St. Briavel's Castle (E view)
St. Mawes Castle (E view)
St. Michael's Mount (N view)
St. Michael's Mount (SE view)
St. Michael's Mt. (SW view)

Stogursey Castle (W view)
Stokesay Castle (SW view)
Sudeley Castle (SW view)
Swansea Castle (E view)
Tamworth Castle (SE view)
Tattershall Castle (E view)
Tenby Castle (E view)
Tower of London (S view)
Tower of London (W view)
Thornbury Castle (S view)
Tintagel Castle (N view)
Tiverton Castle (SE view)
Tonbridge Castle (S view)
Tong Castle (E view)
Torksey Castle (W view)
Trematon Castle (NW view)
Tretower Castle (S view)
Tutbury Castle (E view)
Tynemouth Castle (N view)
Usk Castle (W view)
Walmer Castle (NW view)
Warkworth Castle (S view)
Warwick Castle (NE view)
Warwick Castle (SE view)
Weobley Castle (NE view)
White Castle (W view)
Widdrington Castle (E view)
Wigmore Castle (S view)
Winchelsea Castle (W view)
Windsor Castle (N view)
Wingfield Castle (S view)
Approx 250 prints
236 castle sites.
Those highlighted in bold
have multiple views.
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Fig. 123. Dated 1729. One of the earliest of Buck’s prints. Kenilworth castle from the east. In the left corner is the Water Tower,
probably early C14. The extension passage to the ground floor latrine, discharging into the moat is highlighted by Buck, but the corner
spurs on both angles are missing. The spurs were, possibly, an expedient and carefully crafted addition of the later C18 to shore up
the east wall, which shows evidence of slippage and cracking - features which still exist. (See inset - enlarged Water Tower).

Fig. 124. Dated 1731. Goodrich. See CSGJ30, pp. 5-21

Fig. 125. Dated 1732. The west view of Grosmont, entrance from the SE. cf. CSGJ22, p. 30
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Fig. 126. Dated 1732. St. Briavels.

Fig. 127. Dated 1732. Caldicot. CSGJ22 p. 84

Fig. 128. Dated 1741. Neath. Gatehouse c. 1320s with high machicolation arch.
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Fig. 129. Samuel and Nathaniel Buck. 1749. ‘Panorama View of London across the Thames’ from the SW (detail). This is the most
easterly segment of the five-part panorama. Whilst the whole panorama is a ‘tour de force’, there are elements depicted in the Tower
complex that are unfinished, unreliable and unresolved. First, the tall gate-arch with its high machicolation (and with no ear turrets)
arch is a fiction, but is probably meant to be the ‘Middle Tower’ (or it could be the Byward Tower, but out of place). Behind the sailing
ship (middle) the drawing is unfinished (quayside) and St Thomas’s Tower seems to have extra long windows and no watergate. The
buildings to the east of this are not defined behind the ships’ rigging. The 18th century ‘Grand Storehouse’ is positioned too far to the
left. For a downloadable version of this segment see: https://wellcomecollection.org/works/v6f8xjsf . For details see Hyde, pp. 47-48.
Some experts consider that the drawings for the panorama were executed for Buck by J-B. Chatelaine (Hyde 47).

Fig. 130. S & N Buck. The Tower of London from the south. 1737 etching and engraving. © British Museum Reference No. 1880,1113.1653.
Much more reliable & accomplished than the image above, and similar to Hollar, fig. 57.

Fig. 131. S & N Buck. The west view of the Tower of London, 1737. British Library. Reference: 1880,1113.3460.
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●

The Buck Brothers: ‘A Prospect of Britain’ (The Town Panoramas of S & N Buck).
Every year, from 1728 to 1753, Samuel and Nathaniel Buck travelled the length and breadth of England and Wales,
producing a series of remarkably detailed panoramic views of the ‘cities, seaports and capital towns’. These panoramas,
most of them measuring a substantial 13 x 30 inches (33 x 76 cm), and some even larger, were published and sold to
wealthy subscribers. Today, complete sets of Buck panoramas are rare and expensive, and although their views along
the Thames, showing such landmarks as St Paul’s Cathedral, London Bridge, and the Tower have achieved lasting fame,
others - though equally striking - are seldom reproduced. Many of them are exquisite works of art, with staffage innumerable fascinating ancillary details, from grazing sheep, to men with pointy sticks and picnicking gentry. Often they
are the only complete records that we have of what the towns looked like before the upheavals of the Industrial
Revolution. Their copious descriptive texts present a wealth of contemporary historical information. For castles and town
walls, the following ‘Prospects’ repay further study: Bridgnorth, Canterbury, Cardiff, Carlisle, Carmarthen, Chester, Dover,
Guildford, Haverfordwest, Lancaster, Lincoln, King’s Lynn, Norwich, Pembroke, Richmond, Rochester, Scarborough,
Swansea, Warwick, York.
The Bucks’ life’s work stands out as one
of the most notable publishing projects of
the century, and ‘A Prospect Of Britain’
(by Ralph Hyde, 1994) is the first time that
their superb panoramic views have been
brought together and accurately
reproduced with their associated
drawings. In his explanatory text, Ralph
Hyde surveys the Bucks’ lives and working
methods, their techniques of advertising,
engraving, printing and selling their
prospects, and provides fascinating
descriptions of each subject. These
drawings offer unrivalled views of Britain’s
major towns as they were 270 years ago.
Fig. 132 a, b. Below and right: The SE
Prospect of Newcastle upon Tyne, Plate
48, c. 1723 showing the 1180s great
tower (14), the revetted and buttressed
‘shell keep’, developed by King John (or
half-moon battery) to the east, and the
old medieval bridge before it was rebuilt
in the 1780s. Crenellations and any
original corner turrets that there may
have been have been removed from the
tower at that stage, perhaps during or
just after the Civil War.
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Fig. 133. a, b. Haverfordwest Castle. S & N Buck, 1748. Plate 30. Views from the east (both cropped). Panorama and enlarged
detaiI. Note the south-facing mantlet, protected arbour and the terraced slope, known as the ‘Queen’s Arbour’, with small garden
turret. Only the uppermost terrace on the south is medieval.… 12 - The castle Inner Ward. 13 - The bowling green (in the former
outer ward, 14 - St. Martins church.
The Inner Ward was built substantially in the 1290s and later, and was intended for Queen Eleanor who purchased the castle in
1289 and immediately began building there, or at least purchasing materials, to judge from the sums of money recorded as being
spent on ‘the Queen’s castle at Haverford’. Much of the existing masonry is in the late-13th-century SW Wales style and may well
have been undertaken, commencing the one year before her death in 1290, but continued later, probably by Aymer de Valence.
The ground-floor height within the castle is much higher than the exterior. The inner ward upper chambers from left to right are:
South facing : South Tower; Great Hall, Solar; Square corner tower - chapel. East facing Upper chambers: Chapel (square tower),
Great Chamber, Pantry, Offices/Gardrobes, Keep (which is actually bow fronted but looks as if it is a rounded corner tower).
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Fig. 134. Samuel and Nathaniel Buck, 1749. Panorama of Richmond town and castle. 1749. Plate 63. View from the south-west. Prior to
final printing, the drawing was enhanced, strengthened and improved by J. B Chatelain, one of Buck’s associates (Hyde p. 24). The focus
below is on how the cross-wing ‘solar’ or ‘hall chamber’ joined to the north of the great hall, functioned, and is shown in a reconstruction
with a lean-to roof. This was modified in later guidebook views, suggesting that the Buck view had not quite drawn the feature correctly.

Close-up detail of the hall retiring chamber as drawn by Buck, with lean-to roof; and Fig. 135. right: initial early reconstruction with lean-to
roof hall chamber. In fact on the Buck view Scollands’ Hall and chamber appear to be at an odd, improbable angle to the west curtain.

Fig. 136. Left: The Francis Place sketch of the ‘Cockpit’
area to the east showing the joist sockets above the
gateway for a balcony / gallery, and in fact running along
the whole of the east curtain up to the ‘Fallen
Tower’,suggesting the cockpit may have had a variety of
functions and this was not defensive hoarding.
Fig. 137. Below: Similar joist holes for a gallery running
the length of Scolland’s Hall facing south. The
reconstruction of the ‘Cockpit area in the current
guidebook (p. 9) suggests the gallery over the gate also
had lean-to roof, and that the hall chamber had a
counter-sunk gabled roof. Interpretation by everybody
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●

George Vertue (1684-1756) was an English engraver and antiquary, whose notebooks on British
art of the first half of the 18th century are a valuable source for the period. At the age of 13, he
was apprenticed to a prominent heraldic engraver of French origin who became bankrupt and
returned to France. Vertue worked for seven years under Michael Vandergucht (who had also
worked for William Stukeley), before operating independently. He was amongst the first members
of Godfrey Kneller’s London Academy of Painting, who had employed him to engrave portraits. It
was there that he became a pupil of Thomas Gibson, a leading portrait painter.
Vertue had a lively interest in antiquarian research, and much of his labour was given to this subject. From 1713 on
Vertue was a keen researcher on details of the history of British art, accumulating about forty volumes of notebooks.
He was a member of the Rose and Crown Club, with William Hogarth, Peter Tillemans and other artists and
connoisseurs, and kept some records of it. His travels to sites across England, with enthusiasts such as Edward Harley
(earl of Oxford), Lord Coleraine and others, were recorded in Vertue's highly detailed drawings and notes. In 1717 he
was appointed official engraver to the Society of Antiquaries, the same year as its formal foundation, and the only
engraver to be made a Fellow of the Society. Most of the illustrations in Vetusta Monumenta, up to his date of death,
are his work. (See the Lawrence Butler article CSGJ 19 (2005-6) 245-246.
Vetusta Monumenta (VM) (Ancient Monuments) is the title of a published series of illustrated antiquarian papers on
ancient buildings, sites, and artefacts, mostly those in Britain, published at irregular intervals between 1718 and 1906
by the Society of Antiquaries of London. The folio sized papers, usually written by members of the society, were first
published individually, and then later in collected volumes. The full title is Vetusta monumenta quae ad Rerum
Britanicarum memoriam conservandam Societas Antiquariorum Londini sumptu suo edenda curavit, but the volumes are
normally simply cited as Vetusta Monumenta. The series began in the same year that the society formalized its existence
with the first minuted meeting on 1 January 1718 at the Mitre Tavern, Fleet Street. The society’s main journal Archaeologia
did not begin publication until 1770. Members of the society received a free copy as each part was published. The
emphasis was on the large and detailed illustrations, initially high quality engravings, which conveyed information on
the subject matter in an accessible and economical way. Each issue was usually developed from papers and research of
the society, giving a textual description accompanied by illustrated details that it had commissioned. The assemblage of
maps, site plans, and other detail was an innovation that found popular appeal and remains so today.
The views in the series also contained staffage, images of people and other means of conveying scale, providing the
perspective of the interested visitor. These illustrations accompanied text descriptions for the sites, but provided
additional information with high levels of detail and multiple or idealised viewpoints to simulate a well-informed tour.
Many of the plates show the setting, inset with exploded views, cross sections and other architectural details, or
objects found at the site. Other figures were interspersed with the text, or take up several full pages. Critics have
compared this approach with contemporaneous works that included the subject as an attractively sketched scene,
illustrations that were not yet recognised as a valuable source of information. The book used multiple and separate
details to synthesise encyclopedic surveys that typified the approach of the natural historians and antiquaries. Eight
castles were engraved by Vertue from Elizabethan (Ambrose Cave) drawings of castles from the office of the Duchy
of Lancaster, all of which were in ruins or had been entirely destroyed before the eighteenth century (see images
below). Only Colchester Castle (Plates 1.35-1.36) was depicted in its then-current state. Five plates of Hedingham
Castle, Essex, were added in 1796 (Plates 3.40-3.44), but are not shown here - they will be online when Vol. 3 is added.
The Scalar Digital copy of the Vetusta Monumenta
The project to digitise the Vol. 1-3 editions of Vetusta Monumenta (Ancient Monuments) is an initiative supported by the
Society of Antiquaries (of London). The database/digitisation is built on the Scalar platform. (Scalar is a open source,
web-based publishing software from the University of Southern California's Alliance for Networking Visual Culture that
allows the creation of networked, multi-media online publications). The digital images, in both dzi (deep zoom high
definition) and jpg format, are based on 400 and 600 dpi tiff files produced on the Digibook 9000 and Indus scanners owned
by the Ellis Library at the University of Missouri, an academic resource which holds one of only six complete sets of Vetusta
Monumenta in the USA (and of eleven worldwide, according to the Worldcat database).
Volume I was completed in June 2019, and Volume II followed in 2020. Readers who wish to consult scans of the
remaining volumes (without commentary or editorial matter) may find them in the Hathi Trust Digital Library as well
as at the University of Missouri Digital Library. The digital edition of Vetusta Monumenta was supported in the USA
by an NEH (National Endowment for the Humanities) Scholarly Editions and Translations Grant, which ran from
2017-2020. The UoM anticipate that this grant will make possible the scanning and publication of vol. 3 in 2021-2 and
these drawings will be integrated into the edition in that period. UoM also acknowledge the ongoing support of the
Trustees, Fellows, and staff of the Society of Antiquaries of London (SAL), who are continuing to collaborate with the
university on the production of the digital edition.
The examples shown in the following five pages, covering the Duchy of Lancaster castles plus Colchester, are taken
from the VM digital website: https://scalar.missouri.edu/vm/index. Each image has a full range of scholarly notes;
details of the VM Plate; Object (discussion of the building and background landscape in context); Transcription (of the
Vertue caption); well-informed, scholarly ‘Commentary’ and Works cited.
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Fig. 138. Plate 1.39 of Vetusta Monumenta depicts Tutbury Castle as it appeared in the sixteenth century. Engraving by George
Vertue after a drawing originally produced for a survey of the properties of the Duchy of Lancaster conducted by the Chancellor of
the Duchy, Ambrose Cave, in 1561. Published by the Society of Antiquaries of London in 1733.

Fig. 139. Plate 1.40 of Vetusta Monumenta depicts Melbourne Castle as it appeared in the sixteenth century. Engraving by George
Vertue after a drawing originally produced for a survey of the properties of the Duchy of Lancaster conducted by the Chancellor of
the Duchy, Ambrose Cave, in 1561. 465 x 304 mm. Published by the Society of Antiquaries of London in 1733. The remains of
Melbourne Castle are a piece of a wall and the foundations of a turret, located on a site called “Castle Farm,” in Melbourne,
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Fig. 140. Plate 1.44 of Vetusta Monumenta depicts Knaresborough Castle as it appeared in the sixteenth century. Engraving by
George Vertue after a drawing originally produced for a survey of the properties of the Duchy of Lancaster conducted by the
Chancellor of the Duchy, Ambrose Cave, in 1561. Size: 461 x 301 mm. Published by the Society of Antiquaries of London in 1735.

Fig. 141. Plate 1.46 of Vetusta Monumenta depicts Tickhill Castle as it appeared in the sixteenth century. Engraving by George
Vertue after a drawing originally produced for a survey of the properties of the Duchy of Lancaster conducted by the Chancellor of
the Duchy, Ambrose Cave, in 1561. Size: 455 x 302 mm. Published by the Society of Antiquaries of London in 1737.
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Fig. 142. Plate 1.41 of Vetusta Monumenta depicts Lancaster Castle and Priory Church as they appeared in the sixteenth century.
Engraving by George Vertue after a drawing originally produced for a survey of the properties of the Duchy of Lancaster conducted
by the Chancellor of the Duchy, Ambrose Cave, in 1561 Size: 475 x 302 mm. Published by the Society of Antiquaries of London in
1734. https://scalar.missouri.edu/vm/vol1plate41-lancaster-castle

Fig. 143. Plate 1.42 of Vetusta Monumenta depicts Pontefract Castle as it appeared in the sixteenth century. Engraving by George
Vertue after a drawing originally produced for a survey of the properties of the Duchy of Lancaster conducted by the Chancellor of
the Duchy, Ambrose Cave, in 1561. Size: 480 x 340 mm. Published by the Society of Antiquaries of London in 1734.
https://scalar.missouri.edu/vm/vol1plate42-pontefract-castle
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Fig. 144. Plate 2.11 of Vetusta Monumenta depicts Sandal Castle as it appeared in the sixteenth century. Engraving by George
Vertue after a drawing originally produced for a survey of the properties of the Duchy of Lancaster conducted by the Chancellor of
the Duchy, Ambrose Cave, in 1561. Size: 461 x 307 mm. Published by the Society of Antiquaries of London in 1753. The lower courses
of the barbican, foundations of some of the towers, the base of the keep, and fragments of walls from the great hall and kitchen
can still be seen in Sandal Magna, West Yorkshire.

Fig. 145. Plate 2.13 of Vetusta Monumenta depicts Clithero Castle as it appeared in the sixteenth century. Engraving by George Vertue
after a drawing originally produced for a survey of the properties of the Duchy of Lancaster conducted by the Chancellor of the Duchy,
Ambrose Cave, in 1561 Size: 466 x 317 mm. Published by the Society of Antiquaries of London in 1753. The ruined stone keep and parts
of the curtain wall remain along with buildings that were added in the eighteenth and nineteenth centuries in Clitheroe.
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Fig. 146. Plates 1.35 and 1.36 of Vetusta Monumenta depict the ruins of Colchester Castle and architectural plans and elevations
of the site. Colchester Castle, a Norman keep (c. 1070) is built upon the ruins of an ancient Roman temple to Claudius. Engravings
by George Vertue after “Boul” (probably Cornelis Boel) and Isaac Whood. Sizes: 457 x 286 mm and 453 x 285 mm. Published by the
Society of Antiquaries of London in 1732. Colchester, Essex.

Fig. 147. Plate 1.36. See above for details.

Vertue follows the general form of the castle seen from the east as seen in the Bol rendering (p.14). This includes the
composition of the foreground landscape with the left-side border arching tree - almost a mandatory inclusion at this
time; in fact, it became a formulaic rule. Groups of people and animals animate the scene including a man with a staff
looking over the shoulder of the sketcher, exactly the same as Bol. Vertue may have added some features himself,
including the dilapidated ruinous state of the facade, in a far worse condition than that drawn by Bol in the 1650s.
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William Borlase was born 1695/6 at Pendeen, of an ancient family originating at St Wenn.
He was educated at Exeter College, Oxford from 1713, and in 1719 he was ordained. In 1722
he was presented to the rectory of Ludgvan, and in 1732 he obtained in addition the vicarage
of St Just, his native parish. The garden of the Rectory (now known as Hogus House) was
established by Borlase. Between 1744 and 1746, Borlase was active against the Methodist
preachers in his capacity of magistrate. Various Methodist preachers were seized on warrants
issued by him and press-ganged to serve on Royal Navy ships abroad. In John Wesley’s Diary
there is an account of how Borlase personally laid hands on Wesley, "to serve his majesty",
but withdrew when he realised that Wesley was a gentleman.

In the parish of Ludgvan were rich copper works, abounding with mineral
and metallic fossils, and thus was led to study somewhat minutely the
natural history of Cornwall. In 1750, he was admitted a Fellow of the
Royal Society; and in 1754 he published, at Oxford, his Antiquities of
Cornwall (2nd ed., London, 1769). His next publication was Observations
on the Ancient and Present State of the Islands of Scilly, and their
Importance to the Trade of Great Britain (Oxford, 1756). In 1758 there
appeared his Natural History of Cornwall which includes a chapter on the
inhabitants and their native language (about one ninth of the whole).

Fig. 148. ABOVE: St, Michaels Mount, William Borlase (artist), J Green (engraver), c. 1750.
Fig. 149. BELOW: Trematon castle. Copper engraved print from Borlase 1769, ‘Antiquities, Historical, and Monumental of the County
of Cornwall’ (Oxford), opp. p. 353. View from the east. Probably the earliest view of Trematon known. Most of these features survive.
See CSGJ32, 150-172, ‘Trematon Castle Gatehouse’, Guy & Higham.
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Thomas Badeslade (active c. 1719–1750), was an English topographical draughtsman and surveyor, who worked
extensively with the engraver W. H. Toms (1712-50 - the teacher of John Boydell). One of his early works was to draw
the illustrations for the History of Kent published in 1719 by Dr. John Harris. Most of the plates were aerial birds-eye
views of country houses, drawn in the style of Leonard Knyff, a Dutch artist working in England in the early 18th
century. Harris was inspired by the publication in 1707 and 1708 of two editions of Knyff's drawings of British estates,
engraved by Jan Kip, and decided to attempt a similar work for country houses in Kent.
Harris wrote the text himself, and commissioned Badeslade to produce the drawings, of which there were 36 in total.
Harris paid for Badeslade to draw the views of Rochester and Chatham, and for a bird's-eye view of Tunbridge Wells
from the south. For the other drawings, the arrangement was that the owner of the estate would pay for the plate to
be made, and Harris would pay for the printing. Most of the drawings were engraved by Jan Kip and the rest by another
John Harris (not the author). The history was published in 1719, but the drawings and plates were probably completed
several years earlier. In the 1720s and 1730s, Badeslade produced several volumes dealing with river navigation and
canals, such as The history of the ancient and present state of the navigation of the port of King's-Lyn, and of Cambridge,
and the rest of the trading-towns in those parts..., a 1725 treatise on fenland navigation and drainage. It is unclear
whether Thomas was the "J. Badeslade" or "T. Badeslade" who is credited along with John Rocque as an illustrator of
Colen Campbell's Vitruvius Britannicus, or the British Architect....Three volumes appeared between 1715 and 1725,
and these appear to credit J. Badeslade, who may have been a relative. A small edition of the fourth volume was
published in 1739, and this clearly credits Thomas Badeslade and John Roque.
In 1741, Badeslade worked with W. H. Toms on "Chorographia Britanniae or a New Set of Maps of all the Counties in
England and Wales". The maps were republished on 29 September 1742, with additional place names. An engraving
by W. H. Toms of Badeslade's drawing of Hawarden Castle (c. 1740) is reported to have inspired Welshman John
Boydell to leave Flintshire for London to learn the craft of printmaking.

Fig. 150 Leybourne castle (c. 1300). Thomas Badeslade (artist), with Jan Kip (engraver), in the History of Kent, by John Harris, (c.
1666-1719): Copper engraved view; plate size 34,5 x 41 cm. Apart from showcasing the country seats of the nobility, it also gives
a glimpse of everyday life in the early 18th century with its little scenes of domestic life and country pursuits.

Fig. 151. Thomas Badeslade, Rochester bridge and castle, for John
Harris, c. 1719 History of Kent. :32.2 x 14.6 inches, 81.8 x 37.1 cm
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Fig. 152. Thomas Badeslade, Knole House, c. 1719. From the
History of Kent, John Harris. Engraved by J. Kip.
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Fig. 153. Chirk Castle, Thomas Badeslade, c. 1735. Although it lacks a classic formal twin-towered gatehouse Chirk is similar to
Beaumaris in many points of design. The high outer arch with its machicolation slot also accommodated a round portcullis groove
and fits into a pattern of early 14th century entrance designs.

Fig. 154. Hawarden Old Castle, by Thomas Badeslade, engraved and published by W H Toms, 1740-1. Commissioned by Sir John
Glynne (1713-77). In 1752 he built a new Hawarden castle (later castellated) in the grounds of the old ruin. It is best known as
the home of Victorian Prime Minister W. E,. Gladstone, whose wife was Catherine Glynne.
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Francis Grose (1731-1791) was an English antiquary, draughtsman, and lexicographer. His
parents were Swiss immigrant and jeweller Francis Jacob Grose (d. 1769), and his English wife,
Anne (d. 1773). Grose had early on shown a keen interest in drawing, having attempted
sketches of medieval buildings as far back as 1749, and having taken formal instruction at a
drawing school in the mid 1750s. He was not an especially talented draughtsman but he mixed
in the London artistic milieu and began to exhibit, first at the Society of Artists in 1767-8 and
then at the Royal Academy. His interest was in the field of medieval remains, which were
beginning to exercise an increasing grip on the public imagination. His Antiquities are an
important archaeological record, as several of the buildings shown now no longer exist.

Antiquities of England and Wales

Portrait by Nathaniel Dance,
frontispiece to Vol. 1 of F.
Grose’s Antiquities, 1786.

In 1772, he published the first part of The Antiquities of England and Wales. Essentially, it targeted those who wanted
to know about antiquities but had neither the time nor means to visit them in person, and contained small panoramas
of medieval ruins, together with an informative text on separate pages. Sometimes the text was taken from books
already published, or from information supplied by other antiquaries (both always acknowledged); sometimes Grose
collated material himself from which he could work up an article. From 1772 onwards, he also toured the country to
visit and draw sites for inclusion in The Antiquities. The fourth and last volume was published in June 1776, and Grose
almost immediately began work on a supplement.
His publishing career was interrupted however, when his regiment, the Surrey militia was again called into service
between 1778 and 1783. The Supplement to the Antiquities was resumed in 1783, this time with a higher proportion
of the illustrations included by other artists. Drawing on his own fieldwork, Grose also branched out into producing
dictionaries, including A Classical Dictionary of the Vulgar Tongue (1785) and A Provincial Glossary, with a Collection
of Local Proverbs, and Popular Superstitions (1787). In 1788 he began the first of several tours of Scotland in order to
produce The Antiquities of Scotland, 1789 and, later, Ireland, 1791, both discussed in the main Introduction (p. 10).
Grose’s Antiquities of England and Wales, by 1787, was printed in Volumes 1-8. They are arranged in county order, with
Welsh counties (but not Monmouthshire - that is in Vol 3), confined to Vol. 7 (1786), with 40 prints of castles, using Griffith,
Lyson, Sandby, Grimm and others). These and later views tend to be more picturesque. Vol. 8 is the final Supplement, in
county sequence, adding extra views and monument histories in many counties which were originally rather light on
examples, for example Cornwall, Sussex and Yorkshire. The plates are all uncoloured, but occasionally sets are found where
the plates have been meticulously and attractively coloured-in by subscribers (see Haverfordwest and Montgomery below).
The introductory Indexes to each volume are extremely useful for the researcher. They indicate: County / Monument
Name / Point of view (compass orientation) / Date building founded or built / Date of the view when taken / View by
whom taken (artist)/ Page no. The plates are numbered in sequence only for the monument in question. Many of
the early views are taken from a considerable number of his own drawings - indicated usually by a dash in the ‘View
by whom taken’ column. A list of the artists that he drew more heavily upon later are detailed below. Pages are
numbered but the numbering does not include the Plates. For the full 8 volume set there are over 700 plates of which
255 are castle prospects or plans. The publisher throughout was S. Hooper, London, whose name appears on the
prints either in the lower left- or right-hand corner. In the opposite corner is normally the name of the engraver/print
maker. Occasionally the artist (or draughtsman) is both (especially Grimm), but the artist is listed in the front Index.
The plates, engravers and ‘draughtsmen’
All the plates and illustrations in the volumes carry the names of engravers only - they include Samuel Sparrow, Van
Drazowa (Drawaza, Drawezer), Dent, Innes, Francis Jukes, Adam Smith, Richard Bernard Godfrey, Benjamin Thomas
Pouncy, Daniel Lerpinière, John Pye, P. C. Canot ARA, John Hall, In. Roberts; John Ellis; J. Morris; Mason; James Newton,
J. Peake; Record; William Watts; Peter Mazell; Victor Marie Picot. One plate is signed as drawn by S. H. Grimm. Most
plates and illustrations also carry the publisher’s imprint of S. Hooper.
The 'County Index' which lists the illustrations, includes, in many cases, the names of those by whom the view was
‘taken’. According to this list, the draughtsmen, in addition to Grose, were: Theo. Forrest; Thomas Sandby; Paul Sandby;
Hamilton; Moses Griffith; Richards; Bayley; Job Bullman; Forster, Benjamin Green, Eyre, T. Hearne, Davidson, Lord
Nuneham, H. Rugge, Woollet, H. Rooke, Antonio Canaletto, J. Bailey, Valentine Green, Nicolas Dall, Marlow, Cozens,
James Newton, S H Grimm, Daniel Lysons. And to the names of the engravers mentioned above (Vol. 4) adds 'G.
Godfrey', and expands 'DL' to Lerpiniere. There is one lady artist listed: Miss E(lizabeth) Elliott (Vol. 8) of the aristocratic
Elliott family of St Germans, Cornwall. Many names mentioned above were well-known artists in their own right, and
it was probably Hooper, Grose’s publisher that arranged or commissioned additional views when required.
References:
R. Sweet, (2004) Antiquaries: The discovery of the past in eighteenth-century Britain, (Hambledon Continuum).
S. Bending, (2003) ‘Every man is naturally an antiquarian: Francis Grose and polite antiquities’, in Tracing architecture: the aesthetics
of antiquarianism, ed. D. Arnold and S. Bending, (Art history, 25:4 (2002);
J. H. Farrant (1995) ‘The travels and travails of Francis Grose, FSA’, The Antiquaries Journal, Vol. 75 (1995), 365–80
H. L. Mallalieu (1986) The Dictionary of British Watercolour Artists up to 1920. Antique Collectors' Club. p. 155
J. H. Hopkins, (1976) 'Francis Grose FSA and the ‘Antiquities Of England And Wales’’, in Antiqua. J., LVI , pp. 253-5.
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Fig. 155. Francis Grose, Vol. 7 of ‘Antiquities of England and Wales’. King’s Gate, Caernarfon castle, probably by Francis Grose’s
own hand (artist), engraved by James Newton, c. 1787, coloured later.

Fig. 156. Kidwelly town gate, Carmarthenshire, with the castle frontage through the arch. Paul Sandby artist, c. 1771, engraved by
Godfrey. Published in Grose’s ‘Antiquities’, 1786/7. Vol. 7. Opp. p. 19.
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Fig. 157. Laugharne Castle, Carmarthenshire by S. H. Grimm (artist & engraver), 1778. Grose’s Antiquities Vol. 7. Published 1787.
View from the north. The central tower is the NW tower.

Fig. 158. Haverfordwest castle & bridge, Pembrokeshire. Paul Sandby, artist, 1773, S. Sparrow, engraver. Coloured later. From Grose’s
Antiquities, Vol. 7, published 1787. Images courtesy of D. E. Guy.
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Fig. 159. Llanstephan castle, Carmarthenshire. S. H. Grimm (artist) 1779, Sparrow, (engraver). Published 1786. From the north.

Fig. 160. Rhuddlan castle, Flintshire. Mr Richards (artist), 1769. Sparrow (engraver) From Grose’s Antiquities. Vol 7, 1786. View
from the NW.

Fig. 161. Montgomery castle, Montgomeryshire. 1773. Sparrow (engraver). Grose’s Antiquities, Vol. 7. Opp p. 67 Plate II. Artist:
Moses Griffith. Published in 1786. Images courtesy of D. E Guy. View from the north.
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Edward King (1734/5 –1807) was an English barrister and writer. His best-known works were on castles and antiquities.
Born about 1735, was the only son of Edward King of Norwich. He studied for a time at Clare Hall, Cambridge, as a
fellow-commoner, matriculating in 1752. In 1758 he was admitted a member of Lincoln’s Inn, and was called to the
bar in 1763. A fortune bequeathed to him by his uncle, Mr. Brown, a wholesale linen draper of Exeter, gave him
financial independence, but he regularly attended the Norfolk circuit for some years, and was appointed recorder of
King’s Lynn. King was elected fellow of the Royal Society on 14 May 1767, and Fellow of the Society of Antiquaries of
London in May 1770. On the death of Jeremiah Milles in February 1784, King was elected his successor in the presidency
of the Society of Antiquaries, though on the understanding that Lord De Ferrars would assume the office on the
ensuing 23 April. King sought anyway to obtain re-election, by tactical means, but was defeated. King died on 16 April
1807, aged 72, and was buried in the churchyard at Beckenham, Kent, where his country seat was ‘The Oakery’, on
Clay Hill. His collections of prints and drawings were sold by auction in 1808.
Antiquarian works
An early paper was published in Archaeologia Vol. 6, 1782 (pp. 231-375) titled ‘A Sequel to Observations on Ancient
Castles’ and dealt with the following castles in detail: Tonbridge, Canterbury, Conisbrough, Peveril, Clifford’s Tower,
Lincoln, Tickhill, Pontefract, Newark, Harewood, Spofforth and Haddon Hall (total 73 figs and 52 plates). King’s treatise
Vestiges of Oxford Castle; or, a small fragment of a work intended to be published speedily on the History of Ancient
Castles, London, 1796, was followed by his major work entitled Munimenta Antiqua; or, Observations on ancient Castles,
including remarks on the … progress of Architecture … in Great Britain, and on the … changes in … Laws and Customs
(with Appendix), 4 vols. London, 1799–1806. The book is somewhat unreliable, but King is generally under-rated and the
content of plans and details, including his ‘Sequel’ is considered significant by antiquaries. Louis Dutens objected to King's
theories on the invention of the arch in Recherches sur le tems le plus reculé de l'usage des voûtes chez les anciens, 1805.
King anticipated this in his fourth volume by publishing, the same year, a 21pp Introduction, in which he defended his
views. Dutens continued the controversy in three more tracts; King replied in an Appendix to Munimenta Antiqua issued
in 1806. The Munimenta Antiqua is typical of King’s idiosyncratic approach to antiquarian studies but he makes a strong
case for architectural history and the close analysis of form and style (if less successfully effected). King argued that
antiquarianism was a science and that antiquarian research should therefore be conducted in accordance with scientific
models of measurement and comparison rather than being concerned with picturesque views. See also Shell-keeps
revisited: the bailey on the motte?http://www.gatehouse-gazetteer.info/csg/Shell%20Keeps-Essay-low-resRev23b.pdf

Fig. 162. Oxford Castle. Details of the motte (k), bailey, St. Georges Tower (S), chapel and crypt (c,d,x), and some speculative
placing of the curtain towers. From Edward King, Vestiges of Oxford Castle, (1796) Plate cxxxix. See: CSGJ33, 40-51.
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Oxford Castle. Drawn by Daniel Harris - Top: Fig. 163. Crypt (below D Wing), Below: Fig. 164. Well [within the motte] from
Edward King, ‘Vestiges of Oxford Castle’ (1796) pl cxxvii
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Top: Fig. 165 and Middle Fig. 166: Daniel
Harris, Ralph Agas’s View of Oxford Castle,
and a plan of St. Georges Tower and chapel,
from Edward King, ‘Vestiges of Oxford Castle’
(1796) pl. Cxxviii.
(The Agas’ view dates back to 1577 and was
engraved b 1588)
Below: Fig. 167. Daniel Harris, ‘Plans of the
Keep in Oxford Castle’ from Edward King ,
‘Vestiges of Oxford Castle’ (1796), pl. Cxxvi.
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Fig. 168. Edward King. Tonbridge castle, 1782 from, the ‘Sequel to Observations on Ancient Castles', (published in
Archaeologia, Vol VI, Plate 30). The keep-gatehouse and motte from within the courtyard.

Fig. 169. Entrance facade of Tonbridge keep-gatehouse. Edward King. 1782, In the Sequel to Observations on Ancient
Castles - (published in Archaeologia Vol VI, Plate 35).
Fig. 170. Ground plan of the Tonbridge
keep-gatehouse, from Edward King,
1782 - in the ‘Sequel to Observations
on Ancient Castles' (Archaeologia Vol
VI, Plate 31) See CSGJ35 ‘London or
Wales? The Gatehouses at Tonbridge
and Leybourne in Context’..
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Figs. 171-173. Spofforth Castle c. 1772-75. Three young sisters (of possibly nine) of the Frankland family, daughters of Admiral Sir
Thomas Frankland (1718-1784), 5th Baronet. Left: Harriet (west view). Middle: Charlotte (north view). Right: Anne (east view).
From the Duke of Northumberland Collection, via https://www.alnwickcastle.com/explore/whats-here/The-Northumberland-Collection,
and https://www.watercolourworld.org/search?query=spofforth&displayCount=24&paintingIndex=2

Women antiquarian restorers and artists
Born in 1590 at Skipton castle, Lady Anne Clifford was
the only surviving child of George Clifford, 3rd earl of
Cumberland, but when he died in 1605 he willed his
estates to his younger brother rather than her. After
a legal battle lasting four decades to inherit her
father’s estates instead of taking the £15,000 that
was left to her, she finally succeeded and then
devoted herself to restoring and enhancing the
castles and churches on her lands in Yorkshire and
Cumbria before her death, at the age of 86 (1676).
There is an edition of Serlio’s ‘First Booke of Architecture’ (1611) in her library. Lady
Anne was seen as a keen builder and she famously and sympathetically restored Fig. 174. John Hoppner RA, 1758-1810, an
Appleby, Brougham, Brough, Pendragon and Skipton which were in varying states English portrait painter, much influenced by
of ruin; but she set about repairing and restoring them close to their original form. J. Reynolds, who achieved fame as a brilliant
She would regularly travel between them all during the final 27 years of her life. colourist. Two of the Frankland sisters, one
with a folio of drawings.
Antiquarian Roger Dodsworth, (who had collaborated with William Dugdale on their
Monasticon Anglicanum), had corresponded and probably met the redoubtable Lady Anne at Skipton to discuss antiquarian
and genealogical matters, and she can probably be counted as the first true woman antiquary in the modern sense.
Since the mid-sixteenth century there have always been British-born women portrait artists, working in oils,¹ but, until
the mid-nineteenth century they were sometimes overlooked by art historians. Watercolour painting, developing in
England from about 1730 coincides with a slow rise in the few known names of women artists with a taste for
antiquarianism. The popularity of topographical volumes such as Buck’s Antiquities, Francis Grose’s Antiquities of
England and Wales. Thomas Hearne’s Antiquities of Great Britain (1778), John Britton’s (1771-1857) The Beauties of
England and Wales (1801-16), all helped to express and satisfy a new thirst to understand Britain’s place in history
and a study of its past. Whilst the Society of Antiquaries was constituted in 1717 with 23 fellows, women were only
admitted for the first time in 1921 and now form about one third of the total number of fellows.
Discovering women artists involved in topographical pursuits is in its early stages, but it appears that initially they were
the wives and daughters of aristocratic families who had the leisure time, backing and finances to pursue their own
interests as ‘amateurs’; that is, the skills acquired were driven by choice rather than the needs of employment, e.g. Mrs
Humphrey Weld* (see fig. 102). In addition to the Frankland sisters, perhaps schooled by J Vilet, in the following pages
mention is made of: Miss H. S. A Horton*; Elizabeth Elliott*; Edith Palmer* (1770-1834); Mary Ward*; Mary Anne
Lathbury*, Maria Katharina Prestel (1747-1794), Amelia Long* (Lady Farnborough) (1772-1837), and Amelia Noel
(1759-1818)*, with examples of their oil / watercolour paintings of medieval buildings. Further names are mentioned in
James Storer’s Antiquarian and Topographical Cabinet (1810-19) (10 Vols). Other 18th century women artists include:
Lady Diana Beauclerk (1734-1808). She was a highly gifted artist who used her aristocratic connections to further her
career as a professional painter and designer. She painted portraits, illustrated plays and books, provided designs for
Wedgwood's innovative pottery, and decorated rooms with murals. Championed by her friend Horace Walpole, whose
letters illuminate all aspects of her life, she was able to establish herself as an admired artist at a time when women
struggled to forge careers’. Within her artistic circle were Emma Crewe (1780-1850) and Elizabeth Templetown
(1746/7-1823). Other names include: Maria Luisa Caterina Cecilia Cosway (née Hadfield) (1760 -1838), and Angelica
Kauffman (1741-1807) a highly successful Swiss neoclassical portrait and history painter and very popular in England.
At this time women were certainly not being held back through social conventions, peer pressure or unconscious bias
but all succeeded through their drive, applied talent and artistic ability. However, a good reputation, networking, good
social connections were paramount. *See the following pages for examples of each one’s work.
¹ Mary Beale (née Cradock (1633-1699) and Joan Carlile (c. 1606-1679) were outstanding and inspiring English (Baroque) portrait painters. Along
with Susan Penelope Rosse (c. 1655-1700), they were part of a small band of successful female professional artists working in London in the second
half of the 17th century. Tate Britain has a superb example of Carlile’s work: https://www.tate.org.uk/press/press-releases/tate-acquires-itsearliest-work-woman-artist [An Unknown Lady, 1650-55].
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Fig. 175. Brougham Castle, J M W. Turner, c. 1824. Tate Britain. Fig. 176. Appleby - distant view, T. Hearne, 1778. Tate Britain.

The Life and Castle Restorations of Lady Anne Clifford
Lady Anne Clifford had an eventful life. When her father died in 1605, he left the Clifford estates not to his sole surviving child,
Anne, but instead to his brother Francis (probably because of the enormous debts which the estates were saddled), lt was not
until Francis’s son, Henry, died without male issue in 1643 that Anne was able to inherit the ancestral properties. Even then
she had to wait a further five years before the abating civil war in the North made it safe for her to travel. Once she was restored,
however, a clear priority was to rebuild the sites of past Clifford glory. All her castles, churches and almshouses bear
commemorative plaques extolling her own virtues and those of her parents (my favourite is the one at Barden Tower which
lauds the fact that her mother lay there when ‘great with child’ with Anne). Her plaques quote Isaiah ch. 58 v. 12:
"And they that shall be of thee shall build the old waste places: thou shalt raise up the foundations of many generations;
and thou shalt be called, the repairer of the breach, the restorer of the paths to dwell in."
This was a woman with a mission. To be up-to-date, Anne should have copied the classical Palladian styles then being
popularised by lnigo Jones and the Court School - her second marital home had been Wilton in Wiltshire where the great stucco
ceiling of her bedchamber had been designed by Jones. However, Anne deliberately chose to eschew the modern and instead
to rebuild her castles of Brougham, Brough, Pendragon, Skipton, Appleby and Barden in the 'gothic’ style. The reasons may be
several: to harmonise the old with the new; to try and recapture the medieval splendour of the Cliffords: to complement the
peripatetic lifestyle Anne would recreate. She was clearly trying to promote the continuity of lordship she herself embodied the last in a great line of Cliffords (her heirs would be Thanets and Corks as she well knew by the 1650s). lf we list the names
she gave her towers - the ‘Pagan’ and the ‘Tower of League’ at Brougham, the 'Roman' and the 'Clifford' at Brough, the 'Caesar’
at Appleby - these also embody her aspirations. All three castles were built within Roman remains (Brougham and Brough
within forts, Appleby over a signal station) and so their names were reminders of a more ancient past; but, they added splendid
imperial connotations to the Clifford heritage.
She really wanted the best of both worlds. Although Anne retained the medieval format of her castles and restored their
late medieval external appearance, she rebuilt the service quarters at every site to provide more modern amenities. She
created for herself comfortable, high-status residences which embodied the feudal authority of the Cliffords - no more
so than when she processed from site to site in her six horse carriage with all her tenants and the local gentry in
attendance. As her diary entries reveal, her travels were carefully stage-managed. On arrival at Brougham for instance,
she would process into the courtyard, up into the Great Hall where her followers would say goodbye, into the Painted
Chamber above the Outer Gate and finally into her own bedchamber above the lnner Gate. Thus she removed in stately
procession from the public spaces of her castle into her private inner sanctum, the room where only the specially invited
would dare to enter.
Anne provides us with a snapshot of the great castellan in the post-feudal age. Her grip on the tenantry was declining
with the introduction of longer leases and more freeholds but they still hold her in some awe. The gentry may
respond to her invitations out of deference rather than duty, but they still respond. Her authority is based on her
image and her image is heavily dependant upon her castles, symbols of lordship for five hundred years that,
although decayed, are still potent.
Sarah Speight
The above text (slightly abbreviated) was first published in full in the CSG Newsletter 12 (1998) and we are grateful to Professor, and Pro-Vice
Chancellor, Sarah Speight (Nottingham) for kindly agreeing to reproduce it here, after 24 years. It was timely then and even more apposite today.
Since that time the number of books about Lady Anne Clifford has increased exponentially and only a select few are listed below:
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Fig. 177. St Germain’s Priory, Port Elliot, Cornwall. E(lizabeth) Elliot. Print first published in Vol. 1 of ‘Grose’s Antiquities’, 1772
edition. Originally built as an Augustinian priory, parts of the house date back to the twelfth century. At the Dissolution of the
Monasteries under Henry VIII the priory was partly abolished and its buildings became a private house called Port Eliot, or Port
Elliot, home to the aristocratic Elliot family, in whose hands the house remains. Note the lady cowherd with the pointy stick.

Fig. 178. Clifford Castle, Herefordshire. c. 1810. from the ‘Antiquarian and Topographical Cabinet’ vol. 2 (of 10). plate 91. copper
plate engraved by James Storer. (Sky area cropped) Drawn by Miss H. S. A. Horton. View from the south-east.
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ABOVE: Fig. 179. Clytha Gateway, c.1800. Engraved by William Byrne after a painting by Edith Palmer (1770-1834), copper engraved
print. Size: 16 x 12.5 cms, including title. BELOW. Fig. 180. Clytha Castle. Engraved by W Byrne, artist Edith Palmer, c. 1800. Both are
published in ‘An Historical Tour in Monmouthshire’, 1800 by William Coxe, Vol. I. Coxe acknowledges in his Preface: ‘To Miss Edith
Palmer of Bath, I owe the elegant views of Clytha castle and gateway, of Lanover church and of the ruins of Abergavenny castle’ (Inset).
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Fig. 181. Mary Ward. c. 1820-1849. The museum states ‘Raby Castle, after Glover’, but it is, of course, Kirby Muxloe castle,
Leicestershire. ©Trustees of the British Museum Ref: 1957,0530.78. Not on Display. Height: 99 mm. Width: 144 mm. Ward was a pupil
of John Glover (1767-1849) who, as a landscape painter was described as ‘second only to J M W Turner’; he later emigrated to Australia.

Fig. 182. Top: Watercolour painter, Miss Amelia
Hume, daughter of art
collector Sir Abraham
Hume (1749-1848); on 28
May
1793
married
Charles Long (1760-1838),
who became Baron Farnborough in 1826.

Fig. 184. Dover castle, Colton’s Gate (early C13); the watercolour view is early C19. The gate admits into
the ‘Middle Ward. It is semi-octagonal to the front and squared flat at the back. It was probably
heightened to accommodate two floors over the entrance. There were originally crenellated curtain walls
adjoining either side, with the only access into the tower from the curtain wall-walk. Inset: A John Ruskin
sketch, 1831-32 - Colton’s Gate - rear - with access from the east flank. From: The Morgan Library and
Museum: https://www.themorgan.org/drawings/item/315399
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Left: Fig. 183. Dover
Castle. Early 19th century.
Colton’s Gate by Amelia
Long (Lady Farnborough)
1772–1837. Graphite and
watercolour on paper.
Dim: 246mm × 226mm.
© Tate Britain. Purchased
as part of the Oppé Collection with assistance from
the National Lottery
through the Heritage
Lottery Fund 1996, Reference: T09069.
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Fig. 185. Winchester Palace, Royal Collection Trust, Ref: RCIN 917168 B(F) 308: The drawing shows the unfinished palace built by Wren for
Charles II & James II. Inscribed: 'East view of the King’s House at Winton [Winchester]. Made by Hiacinthe Bassinet, prisoner of war, 1762.'
Purchased by George IV when Prince Regent from Colnaghi & Co., 19 December 1811 (Royal Archives GEO/MAIN/27667v, 'A Drawing
View of the King’s House at Winton, 5s')’. ©Royal Collection Trust, Her Majesty the Queen 2021. The Henry III Great Hall is far right.
The King’s House was used for prisoners during the ‘Seven Years War’(1756-63) when Britain was at war with France, Holland and
Spain.‘Hiacinthe’ can often be a man’s name in French, so gender cannot be assumed. As it was painted outside the prison boundaries,
it may have been drawn by an imprisoned officer who was granted payrole, implying a greater degree of freedom. The ethnicity of
the prisoner can also not be assumed, as the fighting took place throughout North America, the West Indies and Europe.

Fig. 186. Part of Glastonbury Abbey, 1807. Mrs
M(ary). A(nne) Lathbury
(née Mills). Illustrated in
J Storer’s ‘Antiquarian
and Topographical Cabinet’. Engraved by John
Greig. British Museum,
Ref: 1981,U.2394. H:
82bb W: 115mm. The BM
also have her sketches of
Great Malvern Church,
and St Joseph’s chapel,
Glastonbury.

Fig. 187. Tretower castle,
Wales. From the ‘Beauties
of England and Wales’. A
view of the round keep
from below. Engraved by
John Greig (fl. 1800-1843)
from an amateur drawing
by Mrs. (Mary Anne) Lathbury. Originally produced
for the 18 Volume work
‘Beauties of England and
Wales’ (1801-1816), oddly
Vol 17 (1812). (North
Wales) includes the
image: Copper line
engraving on paper.
Engraved surface 111 x
150 (approx. 4-3/8” x 57/8”), but Vol. 18 (1815)
includes the text description of Tretower.
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Amelia Noel (1759–1818) was drawing master to the daughters of George III (his six daughters – Charlotte, Augusta,
Elizabeth, Mary, Sophia and Amelia). She also worked independently from 38 St James’s Place, London, and advertised
instruction to ladies in drawing & painting (in oil, water colours, and crayons); landscapes, figures, cattle, flowers,
transparencies etc, at two guineas for twelve monthly lessons. Noel was also an engraver and publisher and made a
series of topographical etchings of Kent views which she published in 1797 and dedicated to Princess Charlotte. She
presented a set of these to Princess Elizabeth ( now in the Royal Collection). The Royal Collection Trust also has a
series of copies by Princess Sophia after Noel’s prints of views of Kent. Artist Joseph Farington’s diary records Noel’s
networking abilities and personal charm. She visited him with her daughter Frances on 8 April 1804 to ask for his
support in having her work accepted and well placed at the Royal Academy that year, as the previous year it had been
rejected and damaged. She won over Farington, who agreed to help her. (The Diary of Joseph Farington, republished
1978–1984)¹.
¹ Joseph Farington (1747-1821) was a professional landscape and topographical artist. Through his extensive involvement in the affairs of the Royal
Academy and his wide circle of friends he was extraordinarily well-informed about the affairs of his day. His diary, which he kept meticulously from
1793 until his death, was published by Yale University Press in 16 volumes between 1978 and 1984. It comprises not only a detailed record of his
actions and observations as an influential figure in the London art world but is also an absorbing record of the social, political, and literary
developments of the period. The long-awaited index volume provides access to Farington’s fascination with criminal trials, elections, and frequent
Royal scandals of the day as well as the recurrent subject of the French Revolution and Napoleonic Wars in Europe.

Fig. 188. Above: View of the castle and town at Dover, Kent, 1797. (Cropped) The French coast is only 22 miles across the Channel,
making the castle “Clavis Angliae”, the key of England. (Matthew Paris 1200 – 1259). The artist, etcher and publisher, Amelia Noel
exhibited landscapes between 1795 and 1804. Kent was one of her favoured locations to draw, alongside the Lake District and
Ireland.© British Library Board. Shelfmark: K Top Vol 18. From the King George III Topographical Collection.
Fig. 189. Below: View of the old gatehouse at Garlinge Castle, near Margate, Kent, 1798. Cropped). Amelia Noel. Garlinge Castle
was also known as Dandelion, Daundelyon or Dent De Lion Castle, after its builder John Dent de Lion; early 15th century. Print:
etching with hand-colouring ; sheet 17.4 x 21.8 cm Shelfmark Maps K.Top.18.16.1.b. © British Library Board.
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D. B. Haycock, (2002) William Stukeley: science, religion and archaeology in eighteenth-century England, (Boydell Press)
Stuart Piggott, (1985) William Stukeley: an eighteenth-century antiquary, rev. Edn (Thames & Hudson Ltd);
Bodleian Library. Oxford., MSS Stukeley. See https://discovery.nationalarchives.gov.uk/details/r/aa2710be-b27b-4047-87eb92e46e9dc735
Stuart Piggott, (1986) ‘William Stukeley: new facts and an old forgery’, Antiquity, 60 (1986), 115–22
W. C. Lukis, (1882-7) 3 vols., The family memoirs of the Rev. William Stukeley, ed.Surtees Society, 73, 76, 80 (1882–7)
Bernard Lens III
Samuel Redgrave (1878) Dictionary. of Artists of the English School; (G. Bell & Sons)
R. N. Wornum (ed) (1849), Walpole's Anecdotes of Painting, 3 Vols.
Henry Bromley's Catalogue of Engraved Portraits. 1793 p. 300;
George Vertue's MSS. (Brit. Mus. Addit. MSS. 23073–6);
John Chaloner Smith (1884) British Mezzotinto Portraits; four volumes.
T. Dodd, (1825) The Connoisseurs Repertorium: Or a Universal Historical Record of Painters, Engravers, Sculptors and
Architects...from...the Twelfth Century to the Present Epoch, Manchester.
Dodd’s manuscript History of English Engravers (Brit. Mus. Addit. MS. 33402);
J. L Propert, A History of Miniature Art, London, 1887;
Antonio Canaletto
W. G. Constable, Canaletto, rev. J. G. Links, 2nd edn, 2 vols. (1989)
J. G. Links, Canaletto, rev. edn (1994)
K. Baetjer and J. G. Links, Canaletto (1989) [exhibition catalogue, MMA, New York, 30 Oct 1989 – 31 Jan 1990]
M. Liversidge and J. Farrington, eds., Canaletto and England (1993) [exhibition catalogue, Birmingham Gas Hall Exhibition Gallery,
Birmingham, 14 Oct 1993 – 9 Jan 1994]
K. T. Parker, The drawings of Antonio Canaletto in the collection of his majesty the king at Windsor Castle (1948)
J. G. Links, Canaletto and his patrons (1977)
W. L. Barcham, The imaginary view scenes of Antonio Canaletto (New York, 1977)
A. Corboz, Canaletto: una Venezia immaginaria (Milan, 1985)
J. G. Links, (1998) A supplement to W. G. Constable's ‘Canaletto’ (1998)
K. T. Parker and C. Crawley, The drawings of Antonio Canaletto in the collection of her majesty the queen at Windsor Castle, new
edn (1990)
C. Miller, Fifty drawings by Canaletto from the Royal Library, Windsor Castle (1983)
R. Bromberg, Canaletto's etchings, rev. 2nd edn (1993)
Charles Beddington, 2004, Canal, Giovanni Antonio (1697–1768),https://doi.org/10.1093/ref:odnb/62065,. ODNB
Samuel and Nathaniel Buck
Grant Lewis: (2019), ‘Spot the difference: Improvements to the Landscape in the Bucks’ Views of Antiquities’* https://www.bl.uk/picturingplaces/articles/spot-the-difference-improvements-to-the-landscape-in-the-bucks-views-of-antiquities
Anthony Emery (2006), Greater Medieval Houses of England and Wales 1300-1500, Vol. III, Appendix 7 - The Architectural Value
of John Leland and the Buck Brothers, 697-699.
Ralph Hyde, (2004), ‘Buck, Samuel (1696–1779)’, ODNB, https://doi.org/10.1093/ref:odnb/3850
A. Rylance-Watson, ‘The brothers Buck’, British Library: https://www.bl.uk/picturing-places/articles/the-brothers-buck*
Andrew Kennedy, (2002), ‘Samuel and Nathaniel Buck – Past and present in the national landscape’ British Library:
https://www.bl.uk/picturing-places/articles/samuel-and-nathaniel-buck-past-and-present-in-the-national-landscape*
See his full text in Art History, vol. 25, no. 4, September 2002, pp. 488-99, p. 490.
Ralph Hyde, (1994) ‘A Prospect Of Britain’ (London, Pavilion Books)*
David Blayney Brown, (1982) Catalogue of the collection of drawings in the Ashmolean Museum, Vol. 4 , 206–10
Ivan Hall (Introduction), (1979), ‘Samuel Buck's Yorkshire Sketchbook’*: Reproduced in facsimile from Lansdowne MS. 914 in the
British Library.
D. Moore and M. Moore, (1968) ‘Buck's engravings of Glamorgan antiquities’, Stewart Williams's Glamorgan Historian, Vol 5
(1968), 133–51
E. Croft-Murray (unpublished), (1960). MS Catalogue of British Drawings in the British Museum: artists born 1665 to 1715.
W. B. Crump, (1940) ‘The “Warburton” sketchbook (Lansdowne MS 914, British Museum)’, Yorkshire Archaeological Journal, 35
(1940–43), 61–4
Joseph Hunter, (1850), Diary of Ralph Thoresby - see: https://archive.org/details/diaryralphthore02thorgoog
Gentleman’s Magazine, 1st ser., 49 (1779), 67–8, 424.
George Vertue
Martin Myrone ‘Vertue, George’, (1684–1756), ODNB, https://doi.org/10.1093/ref:odnb/28252
H. Walpole, Anecdotes of painting in England: with some account of the principal artists, ed. R. N. Wornum, new edn, 3 vols. (1849)
Thomas. Dodd, ‘Memoirs of English engravers’, BL, Add. MS 33406
G. Vertue, ‘A collection of engraved prints’, Yale University., 49.3665
Treasurer's account book, 1718–38, Society of Antiquaries, London.
I. Bignamini, (1988) ‘George Vertue, art historian, and art institutions in London, 1689–1768’, Walpole Society, 54 (1988), 1–148
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Helen Mary Petter, (1974) The Oxford almanacks, (Clarendon Press, Oxford)
G. Vertue, (1753) Medals, coins and great seals … of Thomas Simon
M. Myrone, (1999) ‘Graphic antiquarianism in eighteenth century Britain: the career and reputation of George Vertue’, Producing
the past, ed. M. Myrone and L. Pelz (1999).
C. Whitfield, (1973) ‘Balthassar Gerbier, Rubens and George Vertue’, Studies in the History of Art, 5 (1973), 23–31
J. Evans, (1956) A history of the Society of Antiquaries, (Oxford University Press for the Society of Antiquaries)
A. Grimwade, ‘The master of George Vertue’, Apollo, 127 (1988), 83–9
William Borlase
David Boyd ‘Haycock Borlase, William(1696–1772)’ ODNB https://doi.org/10.1093/ref:odnb/2910 (2004)
P. A. S. Pool, William Borlase (1986, Royal Institute of Cornwall).
Gentleman’s Magazine, 1st ser., 73 (1803), 114–17 [autobiography]
Francis Grose
John H. Farrant, (2004), Grose, Francis (bap. 1731, d. 1791) ODNB https://doi.org/10.1093/ref:odnb/11660
J. H. Farrant, (1995) ‘The travels and travails of Francis Grose, FSA’, The Antiquaries' Journal, 75 (1995), 365–80*
H. L. Mallalieu (1986). The Dictionary of British Watercolour Artists up to 1920. (Antique Collectors’ Club). p. 155
John W. Cousin, (1910). ‘Grose, Francis’. A Short Biographical Dictionary of English Literature. London: J. M. Dent & Sons
Gentleman’s Magazine, 1st ser., 39 (1769), 608
Gentleman’s Magazine, 1st ser., 61 (1791), 493
Parish register (baptism), London, St Peter-le-Poer, 11 June 1731
Canterbury Cathedral Archives, DCb/MB 1750/1 [marriage licence]
Memoir of Francis Grose, esq., FAS, Dublin Chronicle (31 May 1791)
British Library, notes and drawings, MS tour, Add. MS 17398; Add. MS 21550; e.g. MS 1843
Bodl. Oxford., correspondence, notes, drawings and other MSS
Society of Antiquaries, London., Grose paintings/pictures
Soc. of Antiquaries, London, Snelgrove MSS, notes and copies, c. 1960–90, on Grose by Dudley Snelgrove, MS 964
Edward King
Rosemary H. Sweet, (2004), ‘King, Edward (1734/5–1807)’ ODNB https://doi.org/10.1093/ref:odnb/15559
A. Chalmers, (ed), (1812-17), The general biographical dictionary, new edn, 32 vols.
John Venn alumni cantabrigienses Vol 1.
J. Evans, (1956) A history of the Society of Antiquaries
Gentleman’s Magazine, 1st ser., 45 (1775)
GM, 1st ser., 49 (1779), 498–503
GM, 1st ser., 68 (1798), 591–3
GM, 1st ser., 77 (1807), 388–90
minute books, Soc. Antiquaries, London.
will, TNA: PRO, PROB 11/1461, fols. 238v–240r
Edward King Archives

Cambridge University Library, notebook; Norfolk Record Office, personal accounts; Trinity College, Cambridge.,
correspondence and papers;University of Cambridge, Sedgwick Museum of Earth Sciences, catalogue of fossil collection
Edward King,’s ‘A Sequel to Observations on Ancient Castles’ Archaeologia Vol. 6, 1782, (pp. 231-375) is available as a pdf download:
https://www.cambridge.org/core/journals/archaeologia/article/xxvii-sequel-to-the-observations-on-ancient-castles-by-edward-kingesq/F69D32F01B12BDCC160C66880D4C0138
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Selected Illustrated Antiquarian Books and Volumes to c. 1850
Elias Ashmole: ‘History and Institutions of the Order of the Garter’ 1672. [For views of Windsor by Wenceslaus Hollar]
John Bayley: The History and Antiquities of the Tower of London (1830, 2nd ed. Jennings and Chapman)*
Thomas Bonnor, Copper-plate Perspective Itinerary or Pocket Portfolio: consisting of ten views of Goodrich Castle, its environs, and
Flanesford Priory on the banks of the Wye. Vol. 2 (1799, London: J. Cary)
Borlase: William Borlase , Observations on the Antiquities, Historical and Monumental, of the County of Cornwall (1st ed. Oxford 1754, and 2nd.
ed. London, 1769).
Edward W. Brayley & William Woolnoth (engraver) & William Tombleson (engraver). A Series of Views of the Most Interesting
Remains of Ancient Castles of England and Wales. (London, 1823, Longman).
Bridges: John Bridges, The History and Antiquities of Northamptonshire, 2 vols. (Oxford 1791)
Britton, John: The Architectural Antiquities of Great Britain, 9 vols*. (London, 1805–1814)
Britton, John: The Beauties of England and Wales 18 vols, (London, 1801–1815)
T. Cadell (publisher): Antiquities of the Tower of London: Thirty Two Plates - Illustrated by Pye, Byrne, etc. from drawings by Nash, Blore and
other Eminent Artists. (London, 1823)
Camden (ed. Gough). William Camden, Britannia, or a Chorographical Description of the most Flourishing Kingdoms of England, Scotland
and Ireland… translated by Richard Gough, 2nd ed., 4 vols. (London, 1806); first ed., 3 vols, (London, 1789).
Coxe: William Coxe, An Historical Tour in Monmouthshire, 2 vols. (London, 1801)*
Dallaway: James Dallaway, A history of the Western Division of the County of Sussex, 2 vols. (London, 1815)
William Darrell, The History of Dover Castle’, Hooper and Wigstead, (London, 1797)*
Sir William Dugdale, Monasticon Anglicanum, (eds). J Caley, H. Ellis, & B. Bandinel, 6 vols, (London, 1817-30)
Dugdale: The Antiquities of Warwickshire, 2nd ed, revised by William Thomas, (London, 1730)
Fielding: T. H. Fielding: British Castles: a Compendious History of the Ancient Military Structures of Great Britain. (1825) (Rowlett
& Brimmer, London)*
Francis Grose, The Antiquities of England and Wales. 8 vols. (London, 1787)* Scotland (2 vols. 1789)* Ireland (2. Vols. 1791)*
Francis Grose, Thomas Astle & others: Antiquarian Repertory: The Antiquarian Repertory, a Miscellany intended to Preserve and illustrate
several valuable remains of old times, vols 1-4 (London, 1775-84) (Reprinted 2010) (Hathi Trust online)
T. Hearne & W. Byrne, Antiquities of Great Britain, illustrated in Views of Monasteries, Castles, Churches now existing (engraved
from drawings by Thomas Hearne) 2 vols. (1786-1806, London) [Oblong folio, total of 81 plates]*.
John Harris, History of Kent (Published by London: Printed and Sold by D. Midwinter, 1719).
Hoare, Sir Richard Colt, The journeys of Sir Richard Colt Hoare through Wales and England 1793 - 1810. (ed. M. Thompson, 1983)*
Alexander Hogg, ‘Henry Boswell's, 'Historical Descriptions of New and Elegant Picturesque Views of The Antiquities of England and
Wales ...', published by Alex Hogg, London, 1786.
Daniel King: A Description, Historicall and Geographicall of the County Palatine of Chester and illustrated with Diverse Figures Cutt in Copper
and published by Daniel King of Chester 1656. Later republished as: The History of Cheshire: Containing King's Vale-royal Entire, 1778. (John
Poole, Chester)
Edward King, ‘A Sequel to Observations on Ancient Castles’ Archaeologia Vol. 6, 1782, (pp. 231-375)
Edward King, Munimenta Antiqua, or Observations on Ancient Castles, including remarks on the whole progress of Architecture etc.
4 vols. (London 1799-1805).
Jan Kip & L.eonard Knyff. Britannia Illustrata. (London, 1708-9).
Leland: John Leland, The Itinerary of John Leland the Antiquary, in or about the years 1535-45, ed. Lucy Toulmin Smith, 5 vols,
(London, 1907-10)*
Lysons: Daniel & Samuel Lysons, Magna Britannia, being a Concise Topographical Account of Several Counties of Great Britain. 6
vols. (London 1808-22).
Samuel Lysons: A Collection of Gloucestershire Antiquities (London, 1803).
Owen: George Owen of Henllyss. The Description of Pembrokeshire ed. Henry Owen. 4 vols (London 1892-1936)
Pennant: Thomas Pennant, A Tour in Wales, 2 Vols, (London 1784)*
Speed: John Speed: The Theatre of the Empire of Great Britaine, 1611*
James Sargant Storer, The Antiquarian and Topographical Cabinet, 10 vols., with five hundred plates, (1807–18)*
James Sargant Storer, (with John Greig), Ancient Reliques, Or, Delineations of Monastic, Castellated, & Domestic Architecture, and Other
Interesting Subjects; with Historical and Descriptive Sketches, 4 vols. (1812) (London, W Clarke).
James Sargant Storer, The Antiquarian Itinerary, Comprising Specimens of Architecture, Monastic, Castellated, and Domestic, With Other
Vestiges of Antiquity in Great Britain, Accompanied With Descriptions. 7 vols. (London, 1816 W, Clarke)* (V. 1, 2 only)
Smith: William Smith ‘The Particuler Description of England. With the portratures of certaine of the cheiffest citties & townes’ (1588,
MSS) (British Library - Sloane MS 2596)
J. Slezer, Theatrum Scotiae, (1693) ed. J. Jamieson (1874) ‘Collection of papers relating to the Theatrum Scotiae and History and
Present State of Scotland by Captain John Slezer, 1693-1707’*, (The Bannatyne Miscellany Vol II).
Turner & Parker: T. Hudson Turner and John Henry Parker, Some Account of Domestic Architecture in England: 3 vols. Vol. 1 by
Turner, Vols II, III by Parker (Oxford 1851-59)*
Vertue, George ‘Vetusta Monumenta’, Vols. 1-3 (Engravings), 1733-35 (Society of Antiquaries, London)
Woolnoth & Brayley: The Ancient Castles of England and Wales; Engraved by William Woolnoth, From Original Drawings. With
Historical Descriptions by E. W. Brayley, Jun(ior), 2 Vols. (1825) (Longman Hurst & Co, London)*
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