George Scharf and improving collection care and
restoration at the National Portrait Gallery

Jacob Simon

Figure 1 George Barker, Sir George Scharf, 17 June 1863. Albumen carte-de-visite, 8.3 x 5.5 cm. London, National
Portrait Gallery. NPG Ax30345.

When George Scharf (1820t 95) was appointed as secretary of the newly founded
National Portrait Gallery in 1857, he was thirty-six and already had extensive
experience as a draughtsman, lecturer and, most recently, exhibition organiser at the
Art Treasures exhibition at Manchester in 1857.! [Fig. 1.] He was later designated as
Ul 1 w& E @rectot) Hig appuintment brought him three collection challenges:

1 See Elizabeth A. Pergam, The Manchester Art Treasures Exhibition of 1857: entrepreneurs,
connoisseurs and the public, Farnham: Ashgate, 2011, 61¢7. She identifies that Scharf was
employed as Secretary for the department of the Ancient Masters; he was one of a number of
experts hired by the Executive Committee. 2 1 1 WE OU O w, | TOespitit,"tHd flekh@udw s ?
the milliner?: Hanging the Ancient Masters at the Manchester Art-Treasures Exhibitiong

Bulletin of the John Rylands University Library of Manchester, 87:2, 2005, 53 62.
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housing the collection, protecting it from damage and deterioration and, if

necessary, restoring individual works of art. What distinguishes the work of a

curator such as Scharf from that of an exhibition organiser or an art critic is the need

to take ongoing responsibility for the care of a collection and its public display. This

xExl Uwl BEODOI Uw2ET BEdbdnit thtmnexd thelrénBrort of wdld &1 U U w
art and places him in the context of the developing role of the museum professional

in Victorian England.

In the century before the Portrait Gallery was founded, a series of collections
had opened in London: the British Museum in 1759, Dulwich College Picture
Gallery in 1817, the National Gallery in 1824, Sir John Soane's Museum in 1837 and
the future South Kensington Museum, later the Victoria and Albert Museum, in
1852. These institutions were in the public eye. On his appointment to the Portrait
Gallery, George Scharf will have been only too aware of the recent Royal
Commission into the management of the British Museum and the even more recent
parliamentary committee into the controversy surrounding the cleaning of pictures
at the National Gallery.?

By the 1850s the distinction between artists, picture restorers and curators
was hardening into three separate professions.> Charles Lock Eastlake at the
National Gallery and Richard Redgrave at the South Kensington Museum began as
artists and became curators.* George Scharfz U WE E E Odadh®d5Kilked
draughtsman. They were leaders in the first generation of professional museum
curators working with pictures. They did not expect to undertake picture
restoration themselves.

What differentiated the work of curators of public galleries and museums
from the management of other collections, whether those of royalty, the aristocracy,
collegiate institutions or city companies, was the degree of public accountability.
Such accountability took varied forms: to government through regular reporting
and parliamentary scrutiny, to a body of trustees who would oversee the work of

2 Report of the Commissioners appointed to inquire into the Constitution and Government of the
British MuseumO w+ OOEOOo w' 1 Uw, ENT UU0azUw2UEUPOOI VUaw. i I PET OwhiU
National Gallery, Report, together with the proceedings of the Committee, minutes of evidence,
appendix and index, 1853.
El 60UUaz OwbOw- b E O @EharigigActENthéeehthICdtwry FaibtigAragtick O w
and Conservation, London: Archetype Publications, 2017, 5¢7.
4 For Eastlake and restoration, see Susanna Avery-0 UEUT OQws 2D Uw" | EUOTI Uw$ EVUUOEOIT w
"OO0UI UYEUDOOWE UwU Birlingtol M&a2iaeF 871281 & £16 54 Far Rédgrave,
Ull w- PEOOE wW" OUUEUE U O uigss)Dikst clirdlick off paintinigstaithe Bauttpru WY K
*1 OUDPOT UOOw, UUIT U Oz OwenBanitiortrEtie NiGeteanth Coriukyl, [fdan: E S O w
Archetype Publications, 2013, 541 66.
5 To take the example of George Scharf, he hardly ever carried out restoration work himself
beyond treating the Hilliard miniature of Queen Elizabeth I in 1863, discussed below.
EEDUPOOEOOa wb Owhwt Kwi 1 wE Ol Wilddm &Maokfall Fo Geed ithe) wO T w3 T OOE U w!
E U U bighbtgré(Ndiional Portrait Gallery records, NPG20/3, letter, Scharf to William
Smith). And in 1870 he carried out overnight retouching of a bare spot on an unnamed
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the director and staff, and to the wider public, particularly those visiting the
collection or making donations of works of art. The National Gallery used its annual
report to parliament to provide a summary record of restoration work but the
Portrait Gallery did not follow suit until 1887. In the aftermath of the National
Gallery cleaning controversy, the ongoing interest of public and press helped
encourage higher standards in the museum profession, including in picture
restoration and in collection care more widely.®

Housing and protecting the collection

Povsibly situadione f 0B, ot e cnitin
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Figure 2 George Scharf, z ( 2 Y1 wi O U w @®86%uself-dorttditwadi€dturde, Pepr and ink, 17.8 x 11.1 cm. London,
National Portrait Gallery. NPG 5344.

The first concern for curators was in housing their collection. The British Museum,
the National Gallery and the South Kensington Museum greatly expanded their
exhibition spaces as their collections grew in the nineteenth century, and numerous
great public galleries and museums were built outside London.” As to the National
Portrait Gallery, in the space of forty years it saw four homes, a cramped Georgian
town house in Great George St, Westminster (1858t 69) [Fig. 2], the Royal
Horticultural Society's old exhibition building on Exhibition Road, South

7 For a wide-ranging account of institutions outside London, see Giles Waterfield, The
/1 Ox 0Ol Z UAnt&ntiseumd ahd Bxhititionsiin Britain, 18004 1914, New Haven and London:
Yale University Press, 2015.
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Figure 3 George Scharf, s %D U1 wEUwUT 1 w( O Riud888l Pecfd B. Oxid. 7ein, Pag®1l, Brisfees'
sketchbook, no. 32. London, National Portrait Gallery. NPG7/1/3/1/2/28.

Kensington (18704 85), the Bethnal Green Museum (18851 95) and finally the present
purpose-E UDOU Wl EOOI UPI UwbOw2 0w, EUUDPOZz Uw/ OEET OwEl UDI
opened in 1896. South Kensington provided cleaner air but the building was
deemed unsuitable after a fire in an adjacent gallery [Fig. 3]. Bethnal Green (now the
Museum of Childhood) was claimed to be an unsafe environment for works of art:
the iron roof with its glass skylights gave little protection against heat and cold, and
it suffered from leaking and condensation.® Only St Martin's Place was fit for
purpose and Scharf never saw the collection hung there, dying at the age of seventy-
four in 1895 as building work approached completion.

Perhaps the second concern in collections care for a museum professional
such as Scharf was preventative conservation through controlling environmental
conditions and avoiding accidental damage and vandalism. This was a considerable
challenge for all museums in London and there were those who felt that the
National Gallery and other institutions would be better off in a location such as
South Kensington away from the polluted atmosphere of Central London.? SchaU I z U w
growing understanding of the insidious nature of pollution is a theme of this paper.

The most obvious way to protect pictures was by glazing and backing,
effectively an enclosing sandwich, and this was gradually achieved at most public
collections, including the National Gallery, South Kensington, the Soane and

2 OOOWE! U1l Uwl0T 1T wEOOOI EUPOOWPEUWPOUUEOO]I EwEOwW! 1 UT OEOuU
U1 wUOOT wEEOT wUxOOwUT 1T wUUUI EET wOi wiNktbnalU EOwOT wlOT 1 wx D
Portrait Gallery records, 3 UUUUIT | Uz wOPOUUI UOw! Kw, EUET whwwt A&

9 See especially Report of the National Gallery Site Commission [to] Parliament, London: printed

by Harrison and Sons, 1857.
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Dulwich. It was the National Gallery that led the way, following a report in 1850.°
A programme of glazing pictures was put in hand in 1854 and of backing canvases
in 1856. Further advice was taken from Michael Faraday (1791t 1867) concerning the
best way to back pictures in 1858.!! The South Kensington Museum followed suit,
backing pictures from 1857 and glazing them from 1860.12 At the Portrait Gallery the
process was begun in 1866. Scharf later reported that certain portraits were dikely to
suffer from the constant action of dust and from the effects of steamy warm breath
at holiday seasonsz'® Glazing a picture had further advantages: it greatly reduced
the likelihood of petty vandalism, an important consideration given the many early
reports of visitors scratching or puncturing pictures, and it meant that pictures did
not need to be surface cleaned so frequently.!

A third concern was the treatment of individual works. For Scharf, assuming
responsibility for a burgeoning collection meant going beyond the process of
acquisition, framing and public display. He had to learn about the conservation
needs of a collection in a very wide range of media, not only paintings but also
miniatures, works on paper, documents, and sculpture in marble, bronze, terracotta
and plaster. ( UwDU w2 ET EUI ZUWExxUOEET wOOwUUI EUDPOT weOEwWU
the main focus of this paper.

To explore these themes, it will be helpful to focuson SET EUT z UWET Y1 OOx DB OT w
understanding in caring for the collection and providing advice by considering
some of the constituencies he dealt with: fellow museum professionals, leading
restorers and scientists, collectors and country house owners and, of course, the
&EOOI Uaz UwbpOwOUUUUI T UB

Working with  fellow museum professionals

George Scharf worked closely with colleagues at other institutions, as Elizabeth

Heath discusses elsewhere in this publication. William Hookham Carpenter (17924

bWt + AOQwOl 1 x1T UwoOi wxUPOUUWEOwWUT 1T w! UntidUT w, UUT UOOL
years. Scharf used the staff of the O U U1 U@intbland drawings department for

10 William Russell, Michael Faraday and Charles Eastlake were appointed in 1850 to

investigate glazing picture in the National Gallery (National Gallery Archive, NG1/2, pp. 80t

NOWNRAGwW3T I PUwUI xOUOwUI EOOOI OEDPOT wi OEaDPOT Ows 3T 1 w/ UG
&EOOI VAwWEaAwW&OEUUZ wp- EUDOOE Owé Eldih priated fddkih DY 1T Ow- &k ¥ WK
Report from the Select Committee on the National Gallery, 1850, appendix A (reprinted in Sarah

Staniforth, ed., Historical Perspectives on Preventive Conservation, Los Angeles: Getty

Conservation Institute, 2013, 2704 5).

i FaradayUl EOOOI OEI EwUUDOT ws EOOOOOwWwPOUUUTI EwUOUI | zwbOwE wk
of the risks of using chemically treated fabrics (National Gallery Archive, NGA2/3/21/3, 24

August, 16 September 1857, 9, 22 January 1858; see also Faraday to Eastlake, 23 January 1858,

in Frank James, The Correspondence of Michael Faraday, London: Institution of Engineering and

Technology, 5, 2008, 331t 2).

20 QUOEUEUOwWs 1PET EDEwL] ET UEYI z Owk A Owt |

13 National Portrait Gallery records, 3 UUUUI 1 Uz wOPOUUI UOwhl w) UOI whiWA | &
14 For surface cleE OB OT OwUI T w" 6 +8 WS EVUUOEOTI wNUOUOws 3T 1 w EOPOPUU
Ul UU O Windtegnill CeMtury and After, 54, 1903, 942.
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restoration work on occasion.'® He also knew Augustus Wollaston Franks (1826-97),
theOUUI UOz UwOIl | x1 UwOi w! UD U DWHowevé htuwasiChaflds YEOwW OUDEZ
Eastlake (17934 1865), Ralph Wornum (18124 77) and, subsequently, Frederic William
Burton (1816t 1900) at the National Gallery who were more significant to him in the
care of the National Portrait Gallery collection. Working with colleagues did not
mean turning to one institution exclusively. When Scharf was offered an early panel
portrait of Henry VII in 1876 both Franks and Burton examined it and
recommended acquisition."”
2 E | Eddrlyzelationship with Eastlake was one of professionals with a
shared interest rather than of a particular friendship. It was Eastlake as a trustee of
the Portrait Gallery who recommended the restorer, Henry Merritt (1822477), to
Scharf in 1859, a recommendation which proved its worth in the following years.
Eastlake and Scharf visited the Barber Surgeonsz w' thgethetito examine the great
unconditional. He opposed theidea Ol wx UUET EUDOT w3 1T OOEUwW/ T DPOODx Uz
William Blake for the National Portrait Gallery in 1863, O OWEEEOUOU woOi w! OEOI z Uu
of importancez!® The portrait was acquired three years later, after $ E U U ©dedth] z
and is now one of the highlights of the collection.
When the National Portrait Gallery moved to South Kensington in 1870,
Scharf developed new working relationships, notably with Sir Henry Cole (1808t
82), Richard Redgrave (18044 88) and Captain E.R. Festing (1839t 1912), respectively
superintendent of the Department of Practical Art, keeper of paintings and assistant
director works. It was 2 E | EdlbbeZriend (and deputy chairman of trustees at the
Portrait Gallery), William Smith (1808t 76), who provides a nice insight, d am glad
you are getting on so favourably with the new officials, as well as with the South
Kensington swells. My small intercourse with Cole has been very pleasant, and I
believe R. 1 1 ET UEYI ZUwExxEUI OUwWPEOU WO wE®MUubBT Ua wbUwEa
Ol w2 Ebukindds with wfficials at South Kensington tended to be mundane:
monitoring repairs to roofs and leaking windows, and adjoining building works.
But an occasional entry in his journal suggests a closer contact, as in November

5For2 ET Eusd of the prints and drawings department staff for restoration work, see

below.

6%OUW2ET EUI zUwi UPI OEUT bxwbkpbUT wwUE OQwoAmong thew' 1 O1 OEw, D
Archives: Writing the Lives of George Scharf, Victorian Bachelor, Edinburgh: Edinburgh

University Press, 2015, 724 3. Scharf depicted Franks in his lithograph of himself and friends

at a dinner party he gave in 1873 (repr. Eloise Donnelly, article in this publication).

17 Scharf to William Smith, National Portrait Gallery records, NPG20/3, see Elizabeth Heathz U
article in this publication. The portrait, by an unknown Netherlandish artist, dated 1505, is
NPG 416.

18 National Portrait Gallery records, NPG7/1/1/4, Letters from trustees, Eastlake to Scharf, 8
February 1859. Given that Merritt wrote a series of articles for the Art-Treasures Examiner on
the occasion of the Manchester exhibition in 1857, it is possible that Scharf was aware of him
before 1859 (information from Elizabeth Pergam).

19 National Portrait Gallery records, Letters from trustees, Smith to Scharf, 7 November 1863.

20 National Portrait Gallery records, Letters from trustees, Smith to Scharf, 14 November

1869.



Jacob Simon George Scharf and improving collection care and
restoration at the National Portrait Gallery

1871, when Scharf noted, Mr. Cole, Captn. Festing & Mr. Thompson came to the

Gallery. Mr. Cole was struck by the glazed metal tablets attached to the frames.2'

Later, Scharf was able to take advantage of the presence of the South Kensington

, UUT U0z UWEUUwWUI U U O &lolhld then Botfaiy Gallesy) ifOpar@aularE O O

Frederick William Andrew, for cleaning sculpture and restoring miniatures, as is

discussed below.
Despite the distance of Trafalgar Square from South Kensington, it was often

staff at the National Gallery that Scharf consulted, given that both institutions had a

focus on paintings. In 1873 he seeks advice from the keeper, Ralph Wornum, about

photography of pictures on display,?? and in 1877 concerning arrangements for

polishing pictures.> Subsequently Scharf records examining various pictures

together with the director, Frederic Burton.2s When Karl Anton' B E OdufSizeU w

canvas of the Reformed House of Commons was on its way to the Portrait Gallery from

Vienna in 1885 Scharf sought advice from the National Gallery about importing

pictures from the continent, clearly a subject in which the National had much more

experience than the Portrait Gallery. When the Portrait Gallery moved to its third

home at Bethnal Green late in 1885, some of the pictures were deposited at the

National Gallery. Lining large pictures was another area where Scharf could learn

from the National Gallery. In 1887 the Reformed House of Commons was lined there by

William Morrill (1838t 1910) at considerable expense. Burton had to reassure Scharf,

s(wl EYTI wOl YI UwOEUT UYI EwbOw, OUUDPOOWEOawEl UPUI wU

that both his honesty & his experience may be relied upon in any recommendation

[T wOEOI UWEUwWUOwWUT T wUOUOET UOwBEOUUUT wOOwxUUUUT wh(
In turn Scharf helped staff at the National Gallery. He was called on to join

the committee set up by Burton to advise on the restoration of Sebastiano del

/ D O O Egfdgt Rhising of Lazarus in 18802 1 wx UOYPET EwEIl UEPOUWE U w! UU U

in August 1882 as to which of the Haines picture restoring businesses, i.e. William

Henry Haines or Frederick Haines & Sons, the Portrait Gallery used, and a year later

Burton was said to be much pleased with the latU | Wgrkitucleaning National

Gallery pictures transferred to the Portrait Gallery.?” And in 1885 when the National

&EOOI Uaz UwEEUI woOi wl E xAngidei Ozdthoaltdns in@dd Oa wx UUET EUI E L

attack,” Burton was able to refute accusations of miscare on the basis of a diagram

21 National Portrait Gallery records,2 1 EUIl UEUaz UwNOUUOEOOwWNw- OY1 OEIT UwhWA |
provided information on the sitter and artist for each portrait. Thompson is probably to be

identified with Richard Anthony Thompson (18194 1908).

22 National Portrait Gallery records,2 1 EUIl UEUaz UwNOUUOEOOwhA w, Ea whiWAt 8

23 National Portrait Gallery records,2 1 EUIl UEUaz UwNOUUOEOOwhY w, EUET whWA A8
24 National Portrait Gallery records, 2 1 EUT UEUa z UwN O U U O B1Febuubri 27# 1 E1 OET U whil;
July 1878, 22 November 1879, 1 April 1880, 22 September 1883.

25 National Portrait Gallery records, 3 UUUUI 1 Uz wOPOUUT UOwhNw, EUET whWWA &

2 National Gallery Archive, NG1/5, 21, 27 June, 2, 21 July 1880.

27 National Portrait Gallery records, TrusUT 1 Uz wOl 1 UDOT wEOUUI UxOOEI OEIT OwOl | |
-0YI OEl Uwhwwl Qw21 EUI UEVUaAazUwWwRNOUUBGEOOwW! | w21 x01 OET Uwh Wl
( UUWEUEEO]I EwEx x| EUEOE]l wPEUWEOOXxEUI EWEEYIT UUI QawbbUT
EOOEDUDPOOOWI OE bThd Aththzewmird 800530 Olhyl 18833 704p
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made by Scharf at Blenheim in 1870, showing that the cracks in the picture then
already existed.?

Working with restorers and improving collection care

By the time of the foundation of the National Portrait Gallery, painting restoration
work at leading institutions was rarely carried out by curators, as it had been earlier
in the century by William Seguier (17724 1843), with help from his brother, John
(17851 1856), at the National Gallery, or by Stephen Poyntz Denning (1795t 1864),
miniature painter and watercolourist, at Dulwich. Instead restoration was seen as
the province of a professional picture restorer. At the National Gallery, Eastlake
employed John Bentley (c. 17944 1867), and then from 1858 Charles Buttery (18124
78), Henry Merritt and Raffaelle Pinti (c. 18261 1881). At the Portrait Gallery, Scharf
liked to have two or three painting restorers on the GEOOI Uaz UWEOOOUWEUwWE Oa wo
In the 1860s and into the 1870s he used George Barker (1818t 83), Henry Merritt, and
then John Lewis Rutley (18364 1921) and Manfred Holyoake (18444 1921). From the
Haines & Sons, and from the late 1880s William Morrill and William Dyer (18224 96).
What set Scharf apart from other curators of the time was his exceptionally
close connections with both practising picture restorers and with owners of great
country house collections. On the one hand, Scharf enjoyed privileged access to
Ul U U Gtddids Where he could study portraits in the course of restoration, often
from institutions or country houses.?* On the other, he would sometimes make
recommendations to the owners of important pictures to employ one of his
favoured restorers. His public role and trusted position meant that a
recommendation from him would carry weight.
"1 Ul Qw2 ET EUI zddeddadirfg @8ddek, Henty BleHittuare used to
illustrate these connections and just how a restorer could contribute to the care and
understanding of the & E O O Icdlléxtiotl Merrittz UWEDUUDOT UPUT 1 EWEODI OUI1 C
the National Gallery and the Royal Collection. At the Portrait Gallery he fulfilled a
OUOEI UwOi wUuOOIl Udw' | wUl UOOUI E wx Eérloalishiryp OUD OT UwU |
in 1860 and canvases including) OT Qw2 B OT Ol U Gléngth LOrd Kdngdietdthwi U O O
1864. He advised on collection care as when sending his assistant to polish pictures
EQOwOT 1T w&EOOI UawhbOwhWwt + ows (wl EYT wUI UOUDPEUT Ewl DO
had much practice, he can do no harm. ... The defects of the portraits is the
accumulation of ordinary London smoke deposit & it requires experience to remove
thisd &' 1 provided advice as to whether inscriptions and signatures on early
portraits were original or not, as with a panel portrait of the Marquess of Winchester
DOwhWt OwbT 1 Ul wUT 1T whbOUEUDxUDPOOwWs 2P0 w%d w* OOOOI1 U:

2 UPUDPUI w+PEUEUaAOwW EEdw, 2wt NYt WOw! UUUOOwWUOwW+EAEUEOQuI
The Times, 3 June 1885.

% For a listing of collections which Scharf studied while in restoration, see Jacob Simon,

forthcoming history of conservation at the National Portrait Gallery, appendix, at
www.npg.org.uk/research/programmes/directory-of-british-picture-restorers.php.

31 National Portrait Gallery records, 3UUU U1 1 Uz wOIl 1 UPOT wEOUUI UxOOEI OEI OQwOl
1866.
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Scharf respected , 1 UUD U Uz ExpedtiSeDVhorucktfokuing the pictures
at Lambeth Palace in 1864 he took Merritt along to examine the pictures with him
EQEwWExx] EUUwWOOwWI EYT wUUI T Ul EwUI U868 skh OO wb OU O wb ¢
made several visitsto, | UUPUUz UwUUOUEDPOwWOOWUUOUEawWUT T wi Ul EVwE
portrait of Richard II during its problematic restoration. The artist, George
Richmond, was involved and on one occasion Scharf noted going to the studio to
Ol T OwlPET OOOEwWs UOWPEUET wxUOT Ul UUwOPwWOT 1 wEOI EOD(
2ET EUT wOEOI OUI Eearly de@th dt thie apeldlibyfivit)1877, which he
1 O0wOUUUWET ws EwUl UPOUUWOOUUwWUOWUT T wbOUI UT UUU w
xEDOUDPOT Uz 6

Figure 4 Unknown photographer, George
Barker, c. 1865. Albumen carte-de-visite,
5.6 x 4.2 cm. London, National Portrait
Gallery. NPG Ax5056.

It has been observed that Scharf enjoyed the company of men, often
professional man, such as Augustus Franks at the British Museum.* His personal
friendships with picture restorers remain to be explored in detail. In the case of
George Barker not only did Scharf own a photograph of this leading restorer [Fig. 4]
but Barker took 2 E T Edwh phdtograph® Owl DU w2 Uw) O Quitkue OOE wi EUE]T O
studio visit in 1863 [Fig. 1].% In a better documented case, that of Manfred
Holyoake, Scharf extended his friendship to Holyoake following the death of his
wife and this friendship became particularly close in 1875 1 1 OQws , HsOfteb 1 Ez w
00Ul EwPOw2ET EUI z Uwx Withhion® HOracenbriendédbimbow U U E a D O1

% National Portrait Gallery records, Secretaryg journal, 6 October, 9 November 1864.

33 National Portrait Gallery records, 2 1 E U1 U E U a 18 SeptéhBdi, U Odobed1866.

34 National Portrait Gallery records,2 1 EUl UEUaz UwNOUUOEOOwh! w) UOa whiWA A 8

35 Michie and Warhol, Love Among the Archives, 71-79

3% Now in the National Portrait Gallery, Ax30343¢ 30345.

% Scharf had a remarkably close friendship with Holyoake during the course of 1875; in his

personal EDPEUa wi O0Ua wi OUwKw, EVUET whWA kwl T wul EOUEUOws, EOI U
EOQwUOOwPT 1 O YT Uwl 1 wEOUOEOWUEUT T UwUT EOQw( wUT OUOE WET wWE
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several collections, including to Lady Camden at Bayham Abbey. The extent and
depth of 2 E T Eddringctibn meant that he was particularly upset when Holyoake
had to be dismissed from the Gallery in 1877 for seeking loans from more than one
of the attendants.

Figure 5 Martin Droeshout, William
Shakespeare, 1632? Engraving, 19.1 x 15.9
cm. From the second or third editions of
the First Folio of Shakespeare's plays,
either 1632 or 166344. London, National
Portrait Gallery. NPG 185.

MEWEOOOI EUDPOOWEVUwWPPET wUEOT DOT wEUVwWUT | w- EUDPOO
to cope with the conservation needs of works on paper and of sculpture in various
materials, learning through experience and through his contact with leading
experts. Straightforward treatment of prints and drawings would be handled by the
& E O Gslfrhhéemaker, Henry Critchfield (c. 18234 1887), but occasional more
ambitious work went to the British Museum, where George William Reid (18194 87),
future keeper of prints and drawings, was asked to clean, mount and inscribe the
newly acquired Droeshout engraving of Shakespeare in 1864.* [Fig. 5.] The more or
less permanent display of works on paper at the Gallery was not without its
difficulties. Ten years later in 1875 the Shakespeare engraving needed refitting
because an impression of both the engraving and the lines written below in
facsimile had transferred on to the inner surface of the glass.* Perhaps learning
from this experience, so-called sunk mounts, introduced at the British Museum and

Ol R0wUPRWOOOUT Uw' 00aOEOI wi Ul gUI OUGawUO!l xUwEUW2ET EUI :
(National Portrait Gallery records, NPG7/3/1/32).

3 National Portrait Gallery records, NPG7/1/1/3/5.

% National Portrait Gallery records,2 1 EUIl UEUaz UwNOUUOEOOwhw21 xU1 OEI UOuwI ;
RNl Awi OUwWOOUOUDPOT WEOCEwWUI xEPUDPOT WEUEPDOT UOwUIT T w2l EUI
1870, 31 July, 21 September 1876.

10
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the National Gallery in the 1850s, began to be used at the Portrait Gallery, initially
for a recently acquired pencil portrait of Thomas Gray in 1876.4
There was a somewhat similar learning curve when it came to exhibiting
autograph letters of famous people, a feature of the displays at the time. In 1884
Scharf had to transcribe a letter written by George Eliot which he noted as
sUOT ExxPOawi EU0Owi EEPOT ZWEOGEWI T wOT T OwlUOOOwWOOT woi
as a control in assessing fading.*2 The lesson is evident from the precautions the
following year in displaying a newly acquired miniature of Sir Henry Lawrence:
2ET EUl wul xOUU0I EwUT EOwEwWsT Ul 1 OwUDOOWEEUDOT wi EE wl
the original from fading & the miniature at no time to be exposed to too powerful a
O B 144 Stibge§uently, Scharf will no doubt have read Russelland E Ol az UwOEOEOEUOuwW
Report on the Action of Light on Water Colours with interest (his copy, dated in his
hand 30 August 1888,isDOwUl | W& EOGI Uaz UwOPEUEUAaKAS
The young National PortraD Uw& E OO1 Ua wU OE | lddde&Hipbuilk | w2 ET EUIT 7|
up a collection of sculpture, including marbles, terracottas, plasters and electrotype
copies. Each type of sculpture came with its own challenges. SchaU | z UwOYI UUDPEDOT w
concerns were twofold: firstly, finding ways of ensuring the long-term future of
delicate plaster busts and casts, leading to the production of electrotype versions
and, at a later date, of bronze casts; secondly, keeping marble and terracotta
sculpture clean in the heavily polluted London atmosphere of the time.
Initially marble busts were maintained in house, with Scharf purchasing
conservation measures by protecting busts through the production of Brown
Holland bust covers.* On a visit to Windsor in 1863 Scharf noted how they cleaned
busts in the Royal collection, by laying on potash and a little hartshorn (a traditional
ammonia-rich solution) with no soap, using a hog bristle brush and drying with a
sponge# %O O000OPDHOT wlT PUOwWPOwhWt KWEOE whWt kwl I wOEET wx
marbles. White marble busts easily showed up the grime of the London atmosphere
and cleaning busts had to be repeated every few years (a problem the British
Museum was no nearer resolving with its collection of antique marbles). In 1885
Scharf called at the South Kensington Museum, still the GalleUa z Uw Ol BT T EOUUOwWU O wl
about their arrangements for cleaning busts, leading Frederick William Andrew

41 National Portrait Gallery records,2 1 EUl UEUaz UwNOUUOEOOwt Yw UT UUUOwhI w.
May Scott at the British Museum is credited with the introduction of the sunk mount in

Alfred Whitman, The Print-" O O O1 E U O U, Z.dhdon: EBEIE1G00) Q06.

42 National Portrait Gallery records,2 1 EUIl UEUaz UwNOUUOEOOwWw) UOaOwk w#l ET «
4 William James Russell and W. de W. Abney, Report to the Science and Art Department of the

Committee of Council on Education on the action of light on water coloursOw+ OOE OOo w' 1 Uw, ENT UUa
Stationery Office, 1888.

4 National Portrait Gallery records, NPG7/1/1/2/2/1, cash book entries.

46 National Portrait Gallery records, - / & A ¥ huyt ¥+ ¥y Ky NOwUI i 1 UUD®W]. wOOwW3 UUUUI |
2, p. 60a.
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(182241903) 0 wUT T wOUUT U0z UwUI tu deénttwebtyuddientoE thell WOE NT EUU O
marble busts in the collection.”

A terracotta was a desirable acquisition if deriving directly from the
UEUOxUOUzUwl ECEWEUwWPOWUT T wEEUT woOi wl1GUEDPODPEEZ Uuwt
18610 WEOE wUIl UUOUI EwUT E0wal EVwEawlOT 1 w&EOOI Uaz UwUE
Co. But on more than one occasion Scharf found that potential acquisitions were
plasters painted to look like terracotta. Here the advice from an expert was
invaluable.s 3 Ow! EU0OI U0z UwOOwUIl U1 U0wEwWUx1 1 EawbOUxI E|
noted on 18 March 1864, U1 E1 DYDOT wlOT T wUl UxOOUT wUT ECwPUOwb E U ws

Figure 6 Sir Joseph Boehm, Queen Victoria,
c. 1887. Plaster cast of bust, 86.4 cm high.
London, National Portrait Gallery. NPG
858.

Plasters were prone to breakage in the exposed conditions of the galleries.
s OwWEEEPEI OUwi EEwli Exx1 Ol EwOOwUT 1 wOEGH I wx OEUUIT UL
1891 of a newly acquired bust of Queen Victoria by Sir Joseph Boehm [Fig. 6],
continuing, $ 31T 1 WEUOPOwWOOwWUT T wlOx wOi wil Uwli il EEwgZPEU¢ wb
I O &OBedsqlution, if there was one, was to have a cast made in bronze or as an
electrotype although it is not easy to discern why some plasters were cast and others
not. Much earlier in 1869 Scharf had OEUE D Ol EwUi | WUEUOx UOUOw' 1 OUa w6

47 National Portrait Gallery records,2 1 EUl UEUaz UwNOUUOEOOWKWEOE wt w, EVET wl
EEOUOUUOWYOO8 wl Owxd wwWyOw3UUUUIT 1 Uz wOD @diotdhgU Owl w, Ea wh

miniatures in the late WWA Y UOwUT T w21 EUI Uk hdDztdben B HIeOED Owl + w, EUE

1877, 31 March 1879.

48NationalPortraitGalleryrecords,2i EUI UEUéZ UwNOUUBEOOWhNWWEOE wl huw, EUE]

49NationalPortraitGalleryrecords,2i EUI UEUéZ UwROUUBEOOWWwW, EUET whwt t &

% National Portrait Gallery records, 2 1 EUI UEhhB 7ZAliJlglm§t BOI10
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Figure 7 Elkington & Co. after Henry
Weekes, William Buckland, 1869, based on
a work of 1858. Electrotype of bust, 74.9
cm high. London, National Portrait
Gallery. NPG 255.

agreement that his bust of William Buckland [Fig. 7] should be cast by Elkington &

"OUQuwx UUT WEOx x1 UwWE a, sohQd xEUIADIERU Eull BsdbrhibadsOr O w

Of wOT 1 woOOU U wbbutwidttlee lloss Bf the @iithBptaster in the process.s!

(OQwUl UxOO0UIl wOOwW2ET EUI ZUWEOOETI UOWEEOUUOWUT 1 wi OB
explained that 'the glossy appearance of the surface will soon subside, and be much

better after a time than were it now altered. Experience has proved that.' 3> The

polluted London atmosphere presumably hastened this natural process. Other than

the South Kensington Museum, the Portrait Gallery was the institution that

commissioned the most electrotypes.>

Taking advice from s cientists

One of the interesting features about museums in the mid-nineteenth century is the
importance attached at this particular time to obtaining proper scientific advice on
environmental and restoration matters. It was Charles Eastlake in a wide ranging
open letter to the then prime minister, Sir Robert Peel, in 1845, who first openly

51 George Scharf, Historical and Descriptive Catalogue of the Pictures, Busts, etc, in the National
Portrait Gallery, London: Her Majesty's Stationery Office, 1888, 7.

52 National Portrait Gallery records, RP 255.

321 1 w) EE OE w2eBAQPtOrOfargdets:@ éhort history, section 3. Electrotypes from
Wk Yz OQOwi BT 8 wKOwwd OB, O1/resdtdHIHDOE @ nuadbtbure-sculpture-
founders-history.
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identified the need for access to advice from an experienced chemist or
investigator.>

Figure 8 Nicholas Hilliard, Queen Elizabeth |, 1572. Watercolour on vellum, 5.1 x 4.8 cm. London, National Portrait
Gallery. NPG 108.

Michael Faraday was called on to advise at several museums and galleries.
He sat on the National Gallery Site Commission in 1857. His opinion was sought on
glazing pictures and on the effects of pollution on the National Gallery's collection
in the 1850s, on cleaning the Elgin and other marbles at British Museum in 1857 and
on gas lighting at South Kensington in 1859.% Faraday was also consulted by George
Scharf in 1863. But by now in his early seventies, he referred Scharf to a colleague at
the Royal Institution, the chemist, Edward Frankland (1825t 99), who was able to
advise Scharf on a newly acquired Nicholas Hilliard miniature of Queen Elizabeth I,
then the only portrait of the queen in the collection [Fig. 8]. Scharf had withdrawn
the miniature from display when it began to suffer from blackening of lead white in
+ O O E G@phurows atmosphere. The process of treating the blackened lead white
with hydrogen peroxide is very well EOE UO1 OUI EwPOwUT | w&aaEsOO0l Uaz UwUl

54 Charles Eastlake, Observations on the Unfitness of the Present Building, London: W.

Clowes and Sons, 1845, 18.

5%OUwW0T 1 w- EUPOOCOEOW&EOOI UaOwUIl T ws3i 1T w/ UOGUI EUDOOWOI w/ i
cited in note 10 above, and for his recommendations on backing pictures see note 11 above.

For the British Museum, see Report of the National Gallery Site Commission, cited in note 9,

1857, 149 (appendix 1), republished in The Literary Gazette, 29 August 1857, 835¢6. For

200071 w*1 OUPOT UOOOWUT T w" OUUEUEUOwWs 1PET EUEwWLl ET UEYI z O
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EI 1 QOwx UEODUI I E webbiteds h Very 8aHyrdé sthdyzeExueptionally,
it was Scharf himself who treated the miniature.

The experience of acquiring a very important miniature and seeing it
EPUEOCOOUUwWPDUT DPOWEWEOUXx Ol wOl wal EUUWEVUWEwWUI UUOU L
approach to the collection. Scharf continued to turn to Frankland, in 1865 asking
him to test the paper that he used for his precious notebooks for durability against
hydrogen sulphide as a pollutant and in 1867 to test what would appear to have
been early examples of photolithographs.’” Scharf seems neurotically precocious in
his precautions in proactively testing out materials against deterioration from
environmental causes.>

Later in the century there is less evidence of public galleries in London
feeling the need to seek scientific advice and few such instances are recorded. At
South Kensington in 1869 the physicist, John Tyndall, provided advice on the
heating, lighting and ventilation of the museum and in 1888 the chemist, William
James Russell, and the chemist and astronomer, W. de W. Abney, reported on the
fading of watercolours.”® At the National Gallery in 1881 Dr John Percy, consultant
on ventilation at the Palace of Westminster, was called on to investigate atmospheric
conditions in the galleries, thought to be the cause of paint flaking in panel
paintings.®® But scientific advice was rarely sought on the treatment of individual
works of art.! It was not until after the First World War that a scientist was taken on
to the staff at any institution, in the first instance at the British Museum.

Providing advice and assisting country house owners

Over a lifetime of close study Scharf gained a deep knowledge of country house

collections. He became a trusted adviser to several country house ownersé w2 ET EUI z Uw
contributions were three-fold: researching and publishing collections and individual

portraits, advising on or even directing picture restoration, and on occasion

assisting in hanging collections. In many ways he became the authority to go to.

%211 w) EEOEwWw2pO0O0OOO0Ows 00Ul 1 Ow$sOPAEEI Ul w( wEaw- DPET OOEUW' B
www.npg.org.uk/research/new-research-on-the-collection/queen-elizabeth-i-by-nicholas-

hilliard

7211 w2DOOOOws0UI 1 Ows OPAEEI U7 w( zOwWEEETI OEUOOw- OYI OEI1 UL
these references to my attention.

58 In an early instance of active testing at the South Kensington Museum in 1857, Richard

11 ETUEY]I wEOEwW6DPOOPEOwW, UOUI EEawxUl xEUI EwxEDOUWUEOx OI |

59.

»ForTA OEEOOOwWUI 1 w" OUUEUEUOws 1 D anid Blhéypsdebbove bhd Y1 7 Owt b wnO
note 44.

¢ See National Gallery Archive, NG1/5, 13 June 1881.

a( OWEWEPAEUUI wbOEPEI OUwWPOWhHWWNWEODOET UOPOT wlOT 1 WwEOOEDI
at the National « EOOT UAa OwPUWPEUwWUUx x OUT EwUT EQwUT 1T Ul whEUWE ws U1
xEOI Oz UwUUUI EET 6w( OwUOOOw UUT UUwW"TUUET OwxUOi 1T UUOUwWO!
Pl Ul ws O Ul Qawi UET 01 O0UwWOIi weEOGUUOOWPOOOWUUT Ewi OUWEOIT E
EUUUZ wp- EUPOOEOQW&EOOI Uaw UETHBYI Ow- &hurt OwKw) UOT whWWN,

15


http://www.npg.org.uk/research/new-research-on-the-collection/queen-elizabeth-i-by-nicholas-hilliard
http://www.npg.org.uk/research/new-research-on-the-collection/queen-elizabeth-i-by-nicholas-hilliard

Jacob Simon George Scharf and improving collection care and
restoration at the National Portrait Gallery

Blenheim Palace, the seat of the Duke of Marlborough, is a notable example:
Scharf recommends George Barker to the Duke in 1858 and visits the collection at
the same time as Barker in 1859 and checks his restoration work,®2 he himself treats
OT 1T wUIl YT UUI Anédei Madenra) theh sBilf a/Blenheim, with corrosive
sublimate the same year,® and he publishes his catalogue of the collection in 1860
with further editions in following years. Later, Scharf entrusts two of the Duchess of
Blenheim for Samuel Paskell to work on in 1875, and he passes on to Frederick
Andrew attl 1 w2 OU0T w* 1 OUDPOT UOOw, UUhidi&rwd o1 wOl wlOl 1T w# UE
repair in 1876.%

Scharf was a frequent guest at one great house or another, often for a week
or two at a time. In August and September 1875 he visited Lady Camden at Bayham
Abbey, Mrs West at Knole, Countess Beauchamp at Madresfield and the Duke and
Duchess of Marlborough at Blenheim.®> Following a visit to a particular country
house or other collection, Scharf would sometimes direct pictures in need of
restoration to one of his favourite picture restorers. His involvement extended to
Claydon House in 1861, Lambeth Palace in 1864, Corsham Court in 1866 and
Boughton House in 1887. He recommended Merritt to Sir Edward Cust in 1865 and
Manfred Holyoake to Lady Camden in 1873. He was asked by Lord Bath, a Gallery
trustee writing from Longleat, to recommend a good picture restorer in 1878.%

Scharf would also on occasion advise on the arrangement of pictures. At
Knole in 1875 he participated in hanging the collection. The great pictures by Joshua
11 a000EUwPT Ul wi UOUxT EwOOT T 0T 1 U ptGalignT ECwBDUwUUD O
pictures in another room, and portraits by Sir Peter Lely in a third.®” Family pictures
were hung in the lower corridors. This is a hang that has survived in part until very
recently. What is fascinating is to gain an insight into how Knole came to have its
thematichang P D UT w2 ET EUI z U wE El&sHfying pibrded by@rtidt @1 O U
school is essentially a museum idea originating in the late eighteenth century.

2&] OUT T w! EUOI Uz UWwOEQUUEUDxUws! OOOwWOi w3l UUPOOBOPEOUZ wc
Barker, 19 June 185W6 ws 31 1 w# UOT woOi w, EUOEOUOUT | wEEOT wbOWEODwWUT 1 w
EPEUAOuw! Aw-OY1 OETl UwhiWk Nows " EOOT EwOOw, Udw! EUOT UwbOwU]
Fortune TeOO1 Uwp i PET w! EVUOI Uwl EEwUl xEPUI Ewi OUwWUOT 1 w# U001 woi
82ET EUIl zUwx1 UUOOEOQWEPEUVUaAOwWt Yw xUDPOwhWk No ws EQw! O1 OT 1 ¢
¢4 National Portrait Gallery records, Trusteeszmeeting correspondence, meeting of 23

NoveOET UwhWA vOw21 EUI UEUaz UwNOUUOGEOOwW! w). UOT whWA k Qw21 EU
65 National Portrait Gallery records, 2 1 E U1 UE Ua z UBefténlbét BBOOw) UOa

¢ National Portrait Gallery records, Letters from trustees, Lord Bath to Scharf, 7 May 1878.

67 Scharf helped with the hang, 2141 Kw UT UU0whWA k OwOOUDPOT wdOOwl | w UT OUUO
UT T wi O0UT wpPUT w, UUB w61 UU w6 WNatoralPer®aid Galléryf rec@ds] UwOi wx DE U
2ET EUI z Uwx ). HEvaddeEOWilEEStdighon | Kw UT OU0wOTl ECwOT T awl EEWET |
busy ... re-arranging & classifying the pictures. The crimson drawing room is devoted to Sir

Joshua. The Venetian dressing room to Italian art and the Spangled dressing room to Sir

/1 01 U uNatiofaBPprtuais Gallery records, NPG20/3).
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Working with  trustees
The role of trustees in the management of London's museums in the nineteenth and
early twentieth centuries has begun to be explored.®® At the National Portrait
Gallery intheearlya | EUUwWOI w2 ET E Uab spcektary,ithd @ustédd ten@el | DE |
to be quite precise about what they wanted him to do when it came to treating the
EOOCOI EUPOOS wW( Ow2El EUI zUwi PUUOwWi UOOwal EUOwPI 1 Ow)
PEVUWEE@UDUI EwPOwhWk WOws 3EYVWRADEVUYEDE WD EwWuEBUOE(
the frame regilt. At the same time the writing on the back of the frame was to be
EEUI i UOOa eiAnd llated irlkhe lyearGuhen a copy portrait of Lord Chancellor
BEOEOUWPEVUWEE@ZUDPUI EOws 37T 1 w2 1D 6UE WalUURUEEDUL EENT U (
cleaned and lined. The present size of the strainer to be preserved and a handsome
1 DO0wi UEOT wU O wEHowaver thy torie bf heurhifutesp®Hikh Scharf
himself drafted, gradually changes as he gains in confidence and experience. He
makes recommendations on the care of the collection to the trustees which they
generally endorse, for example in protecting pictures by Joshua Reynolds by glazing
in 1866.7
Scharf enjoyed an excellent working relationship with his trustees, and this
differentiates the Portrait Gallery from the National Gallery, where later there were
difficulties from time to time.”> He worked closely with certain individual trustees,
most especially successive chairmen, Philip Stanhope, fifth Earl Stanhope (1805 75)
and, from 1875, Charles Hardinge, second Viscount Hardinge (1822t 94), who was
also a trustee at the National Gallery.” Initially, Scharf relied a good deal on advice
from William Carpenter at the British Museum and Sir Charles Eastlake at the
National Gallery, both founding trustees of the Portrait Gallery. Carpenter was a
EOOUI wi UDI OEWEOEwWxEUUDPEUOEUOawlUI i UOwPOwWPEI OUDI
bust of William Hogarth in 1861.7* A rare if hackneyed piece of conservation advice

% Notably by Andrea Geddes Poole in Stewards of the Nation's Art: contested cultural authority,

18901 1939, Toronto, Buffalo and London: University of Toronto Press, 2010; she focuses on

the the National Gallery, the National Portrait Gallery, the Wallace Collection and the Tate

Gallery.

¢ National Portrait Gallery records, 3 UUU U1 1 Uz wOPOUUI. UOw!l A w) EOUEUa whWk W

70 National Portrait Gallery records, 3 UUU U1 1 Uz wOPOUUI UOwk w, Ea whiWk WS

71 National Portrait Gallery records, 3 UUU U1 | Uz wOD QLD it BVAug Bl W wRUE@I OEVa wbO
attention to the importance of adopting some means for the more complete preservation of

the very valuable pictures by Sir Joshua Reynolds; namely, his own portrait and that of Lord

Keppel, and recommended that they should be protected with Plate-glass in a similar

OEOOI UwOOwUT EVWEEOx Ul EWEOwWUT T w- EUDOOEOW&E&EOOT Uad w3l i
72 Geddes Poole, Stewards of the Nation's Art, 2010, 32, provides an insightful analysis of the

EDIi i1 UI OEl UwbOwWEOOxOUDPUDOOOWI UOEUDPOOWEOEwWxUUxOUI woi
of the National Gallery and the Wallace Collection. In short, the trustees of the Portrait

Gallery were appointed for their professional knowledge and had to make decisions on the

2ET EUI wOOUI Ewli w+ OUEwW2UEOCE BwE wEl OV VWwiudUwBU EIOD @y H wd
(National Portrait Gallery records, 2 ET E U z U wx | tekth@d@EtOantrydds 20a O w

November 1875).

74 National Portrait Gallery records, Letters from trustees, Carpenter to Scharf, 12 January

1861.
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from Carpenter is a warning against allowing a certain picture framemaker to
varnish pictures.”

Charles Eastlake died in 1865. His replacement on the board of trustees was
the portrait painter, Sir Francis Grant (18034 78), a very different and less
accommodating man. Rather extraordinarily, William Smith, the deputy chairman,
wrote to Scharf x UDYE Ul OaOws # 00w/ 0O0x OUOQwl w"EYEODPI Ul w&UE(
I RET EOCT T wi OU wxO G Ewe2B0mu T TuEEODA WO Ul Etbinks ( WE OQwx1 UUU
the strongest possible Guinness stout of himself.g

There was an increasing reliance on controlled procedures in making
decisions on conservation, through initial report to trustees, investigation into the
work, followed by a straightforward restoration proposal or estimate, and a final
report back to trustees.”” Here, three specific examples of the influence of trustees on
the appearance and care of the collection are considered: the occasional cutting
down of pictures, a practice starting in 1867, the crossover with the National Gallery
in the dismissal of a picture framer in 1880 and the care of the collection when at
Bethnal Green in 1889.

It was through Francis Grant that the subject arose of reducing portraits in
size with the idea of improving the appearance of a portrait.” In 1867 Grant
proposed that a recently donated portrait, John Graham-& D OET UUz UwU Oi
Sir Walter Scott, should be reduced in size to eliminati ws UOOIT wEIT i 1 EU
EOUOI UUwOI wAkiPlesidenbdt tHe RoylalzAGademy and a portrait painter
himself, his opinion carried considerable weight with his fellow trustees. It may
now seem somewhat surprising, cutting down a picture, but for portrait painters of
the day the practice of adjusting the size of their own work was commonplace as is
known to be the case with John Everett Millais, a later trustee of the Portrait Gallery.

6 DUT w2 EOUI O portiaitod the@dmpyatdd pioneer, Charles Babbage,
Scharf and the trustees found themselves under external scrutiny. This portrait was
accepted as a bequest in 1876 but with a proviso from trustees ghat the very
extensive and unmeaning space round the head be reducedz® Obeying instructions
but keeping open the possibility that the decision might be reversed, Scharf had the
canvas folded back by Henry Merritt, rather than cut, and with reason, for two years

7> National Portrait Gallery records, Letters from trustees, Carpenter to Scharf, 23 October
1857.

76 National Portrait Gallery records, Letters from trustees, Smith to Scharf, 26 May 1866.

72 ET EUT z Uwbp E danwi? illuskraed &yBi@dpproach to a newly acquired early panel
portrait of William Paget, 1st Baron Paget, in 1894. On 8 February he made a meticulous
drawing in his sketchbook, which he annotated with research information. On 19 March he

it. On 9 July he obtained an estimate from Dyer, which was initialled by the chairman to
indicatl WEx x UOYEOS w. Owl t w) UOaw#al UzUWEPOOQuwi&E Uwx EUVUUT Ewi O
%OUwWl OUOT 1 UwbOi OUOEUDOOOWUIT 1 w) EEOCEW2POOOOws 11 EVEDOI
forthcoming on the website of the National Portrait Gallery.

7 National Portrait Gallery records, 3 UUUUIT 1 Uz wOPOUUI UOw! hvw) UOI whiwt A
80 National Portrait Gallery records, 3 UUU U1 | Uz wODPOUUI UOwWw, EUET whWA t

Ou Qu
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OEUI UOw! EEEET 1 zUwUOOOW" HOBOO 0w HEEEO U OINGEEDOT i
portrait. Scharf now faced a battle on two fronts, to prevent adverse press publicity

and to deal with his own trustees. Thanks to his deft handling, the editor of the

influential Athenaeum magazine decided not to publiU T wUOT 1T WEOOOOI Oz UwOI UUI U
protest.8! As to his own trustees, Scharf told them that the picture could readily be

restored but they decided that thi acunginue satisfied that quite enough of the dark

unmeaning background has been retained around the head.Z? It was only in 1882

that the picture was returned to its original size [Fig. 9]. In due course the Trustees

came to the view that they would no longer consider reducing a portrait in size

without the express agreement of the artist or donor.

Figure 9 Samuel Laurence, Charles
Babbage, 1845. Oil on canvas, 127.0 x 101.6
cm. London, National Portrait Gallery.
NPG 414.

Of all the restorers, craftsmen and contractors that George Scharf had to
and Francis Draper from 1884, that he had to deal with most often. The framemaker
was responsible for hanging the collection, mounting works on paper and
transporting pictures, as well as picture framing. The position was of critical
importance when it came to the care of the collection. Critchfield also worked for
the National Gallery but in November 1879, two trustees of the National Gallery, Sir
William Gregory and Lord Hardinge (chairman of trustees at the Portrait Gallery),
protested that Critchfil OEz UwET EUT I U wheh kelrefube® th tediitbBiy 1 8 w6
charges he was dismissed. Some months later it emerged that he had been in the
habit of charging on numerous occasions for attendance simultaneously at both the
National Gallery and the Portrait Gallery, as was made clear by particulars supplied

81 See National Portrait Gallery records, 2 1 EUI UE U a1 ApuiNI&Z8. U OE OO w
8 National Portrait Gallery records, 3 vouuoi i u Z wOPOUUI UOwhWw, Ea whiWA Wé

19



Jacob Simon George Scharf and improving collection care and
restoration at the National Portrait Gallery

by Scharf.®* But it was not until November 1884 that Critchfield was gently removed
from his position at the Portrait Gallery, following a report by Scharf thathes | E E w
become so neglectful & uncertain in his workz#®charf, as ever, felt a sense of
loyalty towards the professionals who undertook work for the Gallery.
When the National Portrait Gallery collection was moved to Bethnal Green
in 1885, offices for Scharf were found in Westminster, some five miles away. In his
declining years Scharf rarely inspected the collection, relying on his clerk, Laurence
' OOOEOEOWUOWEOWUOOWEOE wOOwWi PUWOEOwWOOwWUT I wUxOUOL
William Edward, who made weekly reports.®> When melted snow got in and
dripped onto five of the portraits in the winter of 1888-9, the trustees held a special
meeting to consider a report on the condition of the collection.® Many of the
pictures were found to be in deplorable condition: glreadful state. The canvas is in a
terrible statez(Godfrey Kneller's James Il) and gaint lifting and blistering all overz
(Cardinal Wolsey) were two of the comments. The trustees played a more active part
POw2ET EUI z U wkbbbkifBodHpermanént hareldd thie gallery and
seeing that questions were asked in Parliament about the damage to the collection. It
was in 1889 that the property owner, William Henry Alexander, came forward with
funding for a purpose-built gallery. The new building helped resolve many of the
problems associated with the care of the collection. It opened in 1896, a year after
2ET EUT zQUukp EWLGT 1 wi UOI POOOI OUwOT wi PUwWODI T zUwpOL

2ET EUI ZUwx OEE]I

61 EOwPEUW&I OUT T w2ET EUI zUwUDPT OPi PEEOET wbOw5bPEUOL
of the museum professional? If he was not a leader in advancing matters relating to
restoration ¢ that position probably belonged to curators of more specialised
collections ¢ he was active and well-informed and through his actions the care of the
National Portrait Galleryz diverse collection was maintained and improved.
Additionally through his influence the standard of restoration work at several major
country houses was enhanced as work was allocated to professional restorers, rather
than to a peripatetic artist, a local print dealer or a framemaker, as historically had
often been the case.
At a general level, Scharf responded and contributed to the wider process of
professionalization among museum curators of his time. At a more particular level,
whatEDUUDOT UDUT 1 Unord thdt & hid nguidumbcOntbMporaries is not so
much his personal characteristics of energy, dedication and scholarship, which can
be foundl OUIT Pi 1 Ul Gw1EUT I UwPOwPUwUT T wxl EVOPEUVUWOEUUU
mission, which has always meant working closely with portraits and with the

$8%OUw" UDUET I PI OEzUwEUU] OEEOCET WEUVUWEOUT wlOT 1T w- EUDOOE 0w
National Gallery Archives, Trustees Minutes 1877486, pp. 137, 141, 147, and National

Portrait Gallery records, NPG History, Various Notes late 19th century, 22.C.5.

8¢ National Portrait Gallery records, TrusteeszMinutes, 19 November 1884.

8 National Portrait Gallery records, NPG66/3/2.

86 National Portrait Gallery records, 3 UU U U 1 t&bz30upBIDE89; report, see

NPG66/3/1/3.

20



Jacob Simon George Scharf and improving collection care and
restoration at the National Portrait Gallery

contribution was as an expert in British history and iconography and, secondly, in
the care and arrangement of collections. In a remarkable way he was responsible for
establishing the methodology and modus operandi of the National Portrait Gallery,
through his knowledge, application, persistence and longevity.
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