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William Peckitt 1731 - 1795.

The Peckitt family, unlike the Gyles family, were neither citizens of York nor
glaziers. They were fellmongers who came from Boythorpe in the East Riding in
the early 17th century. Thomas Peckitt moved from there to Stonegrave, near
Hovingham, in the North Riding about 1630. The next three generations lived
at Husthwaite and William Peckitt, the glass-painter, was born there in 1731.
The Peckitt's had links with York for some years before this and some time
after the birth of Henry Peckitt, his youngest child, in 1734, William Peckitt
of Husthwaite, father of the glass-painter, moved to York. He became a "noted
glove-maker" in the city and had premises next door to the Sandhill in

Colliergate. (1) He and his wife Anne were buried in the churchyard in Davygate,

belonging to St. Helen's Church, Stonegate. Their gravestone still stands

there and readss-
"Hic iacet Guli Peckitt Obit Aug. 21
1776 Ae 85. Anna quoque uxor eius
ob. Nov. 22 1787 Ae. 97."
Although the pariéh registers of Husthwaite do not record the birth of their
son William, the glass-painter, the manuscript pedigree in York Art Gallery
states he was born there on April 13th 1731. He was the fourth of six children,
four boys and two girls. (*F(Lj].?
It would be interesting to know when William junior accompanied his father to
York. The first we hear of him publicly in the city is in his advertisement in
the 'York Courant' of July 14th, 1752 when, at the age of twenty one and living
with ﬁis father,he was sufficiently confident to announce "William Peckitt,
son of William Peckitt the noted glove-maker next door to the Sandhill in
Colliergate, York. thinks proper to advertise all gentlemen, clergymen and
others that by many experiments he has found out the art of painting or staining
of glass in all kinds of colours and all sorts of figures, as scripture pleces

(1) The 01d Sandhill, was a coaching house with a large yard upon the site of

which the Territorial Drill Hall was built in 1871.
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for church windows, arms in heraldry, etc. in the neatest and liveliest manner,
specimens of which may be seen at the house aforesaid. He likewise repairs old

broken painted windows or in gentlemen's houses and will wait on any person in
town or country that desires it." In fact there is an earlier reference to him

as a glass-painter, for he begins his Commission Book on the opening line with
the statement "I, William Peckitt of the City of York, began the Art of Painting
and Staining of Glass at Michaelmas in the year 1751." (1)

He began, then, to practice his art in his twentieth year. DBut where did he
learn it? There was no glass painter in York at this time and Henry Gyles, as

we have seen, died twenty two years beforgf Peckitt was born, "without leaving

any behind him to transmit to posterity that art.™ (2)

Peckitt's trade notice states that he discovered the art "by many experiments™
and . both his wife Mary and his daughter Harriet maintained after his death that

he was self taught. (3) One wonders how the son of a Husthwaite fell-monger

managed to acquire the skills of so technical an art.

However, Peckitt came of a family that appears to have been ready to move about

and adapt itself. One of his ancestors was an "ingenious engineer", his own

father turned to glove making and his younger brother became an apothecary of

some standing. Moreover, in York there were a considerable number of talented

artists and craftsmen from whom Peckitt could obtain some materials and

equipment if not specialised skills.

It is notable that he married Mary, the eldest daughter of Charles Mitley, the

York statuary and carver, and Davies, citing no authority, says Peckitt "was

brought up to be a carver and gilder." (4) Vhilst this is not unlikely, it is

(1) York City Art Gallery. Box D3.

f(2) Thoresby Correspondence II p206. The Victoria County History; City of
York (1961) p247 stated 'Peckitt was probably a pupil of Gyles.'

(3) See Harriet Peckitt's letter in the 'Gentleman's Magazine' May 1817
(Appendix III L) and William Peckitt's obituary, written by his wife,

in the 'York Chronicle' Oct. 15th, 1795.
(4) ‘'Walks through York.' (1880) p176.
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noticeable that Peckitt married Mitley's daughter five years after Mitley's
death and twelve years after he had executed his first windows for the Deanery.

Of course, Peckitt could have gone to London to learn his craft; his sister
Elizabeth moved there, his younger brother settled in Soho, and his two sea-

faring older brothers most probably passed through the port. Moreover, there

was certainly a prominent glass painter there in the person of William Price
the younger son of William Price the elder and brother of Joshua, who had

painted the glass for Wren's north rose window in Westminster Abbey. The link
with the Prices seems to be strengthened by the fact that cartoons drawn by Sir
Jemes Thornhill for Joshua's rose window, passed to William the younger and upon
his death (1765) were bought along with other of his materials by Peckitt. (1)
It is chiefly this fact which prompted J. A. Knowles to believe that "there are

very strong grounds for the suspicion that William Peckitt of York had learnt

»

his business from Price.m (2)

There is yet, however, no decisive fact to show that the statements of Peckitt
and his family are untrue. The artist's later life showed him as an inventor
of sorts and his character gives no hint that he was prone to boast or lie.
William and Anne Peckitt had presumably lived in Colliergate, following their
arrival in York, and their son William lived with them there. Whether he
subsequently moved with them to their house in North Street is not known. The
house, now number 62, was built at some time shortly before 1760 and was sold
by them in 1761. (3) Where they moved subsequently is uncertain. They may
have gone to live with their son William after his marriage.

At this time William was courting Mary liitley, daughter of Charles Mitley a
carver and gilder in the city. Mitley had executed the statue of George II in

1739 which originally stood on the Cross in Thursday Market and was subsequently

----—------—--ﬂ----------‘----—_------“---_----'-—-“_-------—-—----——-----—--—

(1) Appendix III E/3.

(2) "The Price Family of Glass Painters." Antiquaries Journal, XVII (1929)
p190.,

(3) R.C.H.M. 'The City of York.' Vol. III (S.W. of the Ouse) p99.
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erected over the entrance to the Guildhall. He was also the draughtsman of a

plan of a Roman hypocaust and bath, discovered at Hovingham., It was engraved

by Vertue and published in 1745 with a description by Drake, the author of

'‘Eboracun,* (1)
When Davy Hall was pulled down at the end of 1745 a portion of the ground became

(2)

a graveyard for St. Helen's church and part was leased to Charles Mitley.
Mitley, together with William Carr, joiner and carpenter, built six houses on

the site in what was called Cumberland Row and is now known as New Street.

Mitley lived in one of the houses and this property evidently passed to his
daughter and so to William Peckitt by marriage. (3)

Peckitt was married to Mary Mitley in St. Helen's church in 1763. He was named
in the parish register as "glass-painter and stainer of the parish of St. Martin,
Micklegate.™ (4) The house where he lived is not known but he seeﬁs to have

taken his wife to live there and their first daughter, Ann, was born there and

baptised in St. Martin's in 1764.

Peckitt appears to have moved to live in the house his father-in-law had built
soon afterwards, for his three other daughters Mary, Charlotte and Harriet

wvere all born in Davy Hall or Cumberland Row. (5) ‘However he still kept some
links with St. Martin's Church in Micklegate, for Ann and Charlotte were buried

(1) Jo. A. Knowles. 'William Peckitt, Glasspainter.' Walpole Soc. VII (1929)
pd>5.

(2) York City Archives B43/174, 179 and 192B. (ﬁjﬂg

(3) Appendix IIT H/4. J. A. Knowles says Mitley and Carr built 5 houses and
that "this property eventually came into Peckitt's possession, probably
through Carr, who had married Mitley's sister." 'William Peckitt, Glass-
Painter.' Yorkshire Architectural & York Archaeological Society's Annual
Report. 1953-54 p99.

(4) Ibia. p100.

(5) He was listed as a "glass stainer" of Davygate in 1787. York Guide.

Directory p4b,



there, as wagePeckitt and his wife.

Peckitt appears to have directed his business from Davygate until 1791 when,

on February 4th, he advertised the house there in the York Chronicle 'to be

let and entered on by May Day next.' (1) About this time he moved to Friar's
Walls where he subsequently died in 1795. The house there passed to Peckitt

in the will of Thomas Rawson and stood in spacious grounds on the site of the

house of Friars Minor. Peckitt's house, known as Friars House, and the summer

house, which contained some of his glass, no longer stand. (2)

William Peckitt, then, owned at least two or three comfortable houses during his
lifetime, having inherited property from his own and his wife's parents. (3)

We know little about the type of life he led, but he was certainly not a poor
man like his predecessor Henry Gyles. This was chiefly on account of the fact

that he was more widely patronised and also that he was a better businessman,

as his letters show.

His surviving correspondence is largely concerned with his business and, unlike
the letters of Henry Gyles, reveals nothing of his family life or circle of
friends. He certainly was a devoted husband and father. His wife described
him as "a kind and affectionate husband and a pious Christian." (4) This is
about the only contemporary description we have of his character.

All his working life was spent in York and he seldom left the city, except to
vislit particular places where his work was to be set up. He had no apprentices
nor assistants other than his wife and daughters. He worked hard, as his
Commission Book shows, and executed the 315 items listed between October 1751

(1) Walpole Society VII (1929) p47.
(2) See no. %18,

(3) Peckitt also owned two small cottages in Marygate, Bootham as his will
shows (Appendix III H/1).
(4) Peckitt's obituary in the 'York Chronicle.' Oct. 15th, 1795. His daughter

Harriet's letters to the 'Gentleman's Magazine.' exhibit a strong filial

pride and affection.
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and September 1795. This amounted to an average of seven commissions each year,
over and above the other items not listed in his Commission Book., The table
(fig. 79 ) shows his listed income from glass painting over three years was
£187 per annum or £3 - 12 - 0 per week. This sum must have been even smaller
when one considers his expenses on materials which are not known.

Peckitt must have had some other source of income to be able to live as the
comfortable artisan of York which the pictures of him and his family portray.
The fact that family portraits were painted suggests a more comfortable income
than £3 -~ 12 - 0 per week.

Peckitt listed in his will eight properties in York which were estimated to be
worth £3,080. The supposed rents from them amounted to £207 per annum,
including the artists own house on Friars Walls, which was reckoned at £49,

and the house in Davygate where his daughter Mary Rowntree probably lived, which

was worth a rent of £29. This would still have left Peckitt a clear £129

income from rent during the last years of his life. Whilst not a large sunm,

it no doubt was a useful subsidy to the artist and meant that, unlike Henry
Gyles, he had something to fall back on, 1In addition, in his will, he left
equipment connected with his work valued at £700.

Two portraits of William and Mary Peckitt by an anonymous artist hang in York
Art Gallery. (1) They are not a pair, the former being executed about 1760 and
the latter some ten years later (pls. III 1 & 2). Five years later he
conmissioned the miniaturist John Stordy (d.1799) (2) to paint family portraits
of himself, his wife and their daughter Charlotte. These are now in the Castle
Museum, York along with another unsigned and undated miniature of Peckitt

painted late in his 1life (pls. III 3 & 4). (3) An engraved portrait of Peckitt

(1) See 'Preview’ No. 19. July 1952. UGM \rﬁu!fin Limner c?ijm«y AMAns bane
poanlid Hha Lavtust prrbraid . L p277 Hlow -
(2) D. Foskett. 'A Dictionary of British Miniature Painters.' (1972) p533.

(3) The miniatures together with the Peckitt portraits and papers in the Art
Gallery were all part of the 1951 bequest of Miss Rowntree. The miniatures

are about to be placed in the Art Gallery.
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by John Raphael Smith (1752-1812) is also known to have been made. (1)

The recording of himself and his family in portraitures bears out Peckitt's
interest in his family and its origins. In general he was interested in
genealogy and heraldry. Thus he kept the old family Bible with its records
of births, deaths and marriages and he and his brother Henry, sought to find

the origins of the Peckitt family in various books like Dugdale's 'Monasticon

Anglicanm' and in the records of the College of Arms. (2)

Henry Peckitt's notes show how concerned he was to establish his family as an
armigerous one dating back to the Norman Conquest. He identified the arms of
Picote and presumably it was this coat that his brother painted for him on
glass (no. 174). William Peckitt himself assumed a crest which he:used on the
seal of his will., This curious device with the motto 'Ductore Deo' resembles

a wound up scroll (no. 174) and is quite different from the crest of a lance

broken in three pieces which Peckitt sketched on a piece of paper. This is
obviously derived from the Conyers-Darcy crest (nos. 323 & 88), (%76)
Peckitt gives us an idea of his interests in that part of his will which lists
his books and scientific equipment, (3) Apart from the family Bible, which is
not listed, he mentions thirty nine books. These show his principal interest,
not surprisingly, to have been history. Of the twenty one books on history
only one survives - 'The Hystory of London.' This in fact is 'A FNew and
Universal History, Description and Survey of the Cities of lLondon and West-

minster, the Borough of Southwark and their adjacent parts.' (Iondon n.d.) It

is inscribed on the first blank page 'Wm. Peckitt 1778' and is now in York

(1) See J. A. Knowles., 'William Peckitt.' Notes & Queries 12s IX Nov. 5. 1921.
p365. The portrait is catalogued by Evans in his 'Catalogue of Engraved
Portraits.' and also by W. Boyne in his 'Yorkshire Library.’ (privately
printed) 1869. Like J. A. Knowles, the present writer has never seen a
CODY .

(2) Appendix III K.

(3) Appendix III H/A.
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Library. <1/
The catalogue also listed seven dictionaries and four "Books of Peerage and

Guil: Heraldry." The latter items were invaluable for the genealogical and

armorial knowledge which Peckitt required for his heraldic glass painting.
The last book,'A Display of Heraldry,' by John Guillim was the first great

text book on heraldry and was published in London in 1679. Peckitt's very
copy survives in York ILibrary and is inscribed on the first blank page in ornate

script 'Wm. Peckitt Book 1752' and again in the artist's normal hand on the
title page. This date tallies with the entry in the Commission Book for

October of that year when we are told that Thomas Salvin of Easingwold gave
him the book in part payment for eleven coat of arms and crests painted on

sash panes (no. 3). The book is hand coloured throughout and contains Peckitt's

annotations and cuttings from his sketch books.

Along with Guillim, as a source book for designs, must be listed 'The Book of
Engraved Ornaments' though one cannot be sure of its real title.

Finally in Peckitt's small library there were 'The Newman Book on Chymistry'

and 'The 4 small Books of Chymistry.' These, no doubt, gave him some assistance
in his early experiments for making and colouring glass and ultimately led to
the writing of his unpublished manuscript 'The Principles of Introduction to
that Rare, Fine and Elegant Art of Painting and Staining on Glass.' (pl. III
61). (2)

This work contains numerous chemical recipes. His patent of 1780 for coating

white glass with coloured glass, for the purposes of engraving designs, (3)

was also the result of much patient experiment and no small chemical knowledge.
Peckitt was not a chemist nor was he a scientist, though he obviously had an
interest in science, Jjudging by the equipment he lists in his will. The
telescope and the microscope illustrate the width of his interests, whilst the

(1) 7Y927.28. The book does not appear to have been of any great use to

Peckitt in terms of illustrations.
(2) Appendix III J.

(3) Appendix III I.
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ring dial may have been a device for making the calculations necessary for

painting glass sundials.

Most interesting of the items in this part of Peckitt's will is the 'little
trunk and manuscript book and drawings in it.' He left this to his daughter
Harriet and she kept it, eventually passing it to the Rowntree family into
which her gister Mary had married. Thus the contents, or some of the contents,
of the trunk came to York Art Gallery in the Rowntree Bequest in 1952.

What the contents of the trunk were initially is uncertain. York Art Gallery
now possesses in Box D3 all its Peckitt's manuscripts and drawings. These
consist of his Treatise on 'The Principles ... Painting and Staining on Glass',
his Commission Book, a receipt by the Dean and Chapter of York for the bequest
of three glass paintings to the Minster, a copy of his brother's notes on the

history of the Peckitt family and thirty three unsigned drawings for glass
paintings, (1)

The Treatise was obviously the most valuable manuscript, for it represented the
record of Peckitt's successful experiments and his life's work as a glass
painter. It was obviously Peckitt's intention to publish the work, which was
probably completed in the last years of his life., His wife tried to carry out
his wishes after his death, but there were not enough subscribers and the

manuscript remained unpublished., In 1796 Mrs. Peckitt advertised a sale of her

husband's effects including:

"The Manuscripts for Painting and Staining of Glass with
a complete Assortment of Colours ready prepared, Cartoons,

(1) All the manuscripts are printed in Appendix III, with the exception of the
Commission Book, which is used as the basis for the catalogue of Peckitt's
work. Some of the drawings are reproduced as plates (III 28) and all are
described in J. T. Brighton's 'Cartoons for York Glass - William Peckitt.’
Preview 85 (XXII) Jan. 1969. Peckitt also mentions in his will "fourteen
oil paintings of Figures as large as life and other cartoon drawings."

The former have vanished; the latter may have included those drawings now

in York Art Gallery.
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Drawings and Utensils which will enable an ingenious person

immediately to conduct the Art." (1)

For some reason the manuscript was not sold. It was not advertised in the sale

of Harriet Peckitt's effects in 1866 and did not appear on public view again
until 1952. (2)

The Commission Book similarly passed through the family and so into the Art
Gallery. Some might call it an Account Book but it simply lists, chronologica-

lly, by year and month, the artist's work, the patron's name and the cost.
There are no figures dealing with the cost of materials and only rarely is the

cost of carriage and packing given., Thus it is not an account book in the

fullest sense and is a summary based on fuller accounts.

1S
It is not, for the most part, written by Peckitt, butjin a neat and youthful
hand which is undoubtedly that of his daughter, Harriet, to whom his manuscripts

were left, (3) She and her mother assisted Peckitt in his work, Harriet, no

doubt, with accounts and records, and Mary with the practical work involved in

glass-painting,

The Commission Book is obviously a compilation from other sources - correspond-
ence, bills and receipts - for there are a number of errors in the transcript-
"ions of proper names.

The Commission Book has not been a subject for study until now, though
references have been made to it in the past. Thus Harriet Peckitt, in her
attack on the Reverend James Dalloway in 1816, used the list of works she had
compiled for her father to correct Dalloway's dates and present him with other
facts he had either overlooked or not known. (4) Before her death in 1866

Harriet also allowed John Brown, historian of York Minster, to use the book and,-

mucth of the mfma/ﬁ/m Brmn MDMLS oV

(1) 'York Chronicle.' July Tth and Aug. 25th 1796.

(2) This sale is advertised in 'The Yorkshire Gazette.' Feb., 24th, 1866,

(3) The final payments, after Peckitt's death, are entered and signed by his
wife Mary, The meaning of the crosses entered alongside most of the sums

in the left hand column igs uncertain.

(4) Appendix IIT I.
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the restoration of the Minster windows'is patently taken from this source. (1)
Thereafter the Commission Book vanished from view, passing on the death of

Harriet Peckitt into the Rowntree family. After it was deposited in the Art
Gallery, J. A. Knowles had his first sight of it but was too o0ld to give it more

than a passing reference in the Journal of the British Soclety of Master Glass-
Painters. (2)

Thus this unique document, compiled under Peckitt's direction, has come down
to us as, perhaps, the earliest and fullest account of the work of any glass-
painter. It is not quite complete in that some of his known works are not

listed within its pages. These have been gathered together here at the end of

the accompanying catalogue of his works, (3)

Little beyond this can be said of Peckitt's life in York where he lived, was

made a freeman of the city and died.

Although he published none of his manuscripts on glass and glass painting, he
did, at the end of his life, write a religious tract which was published in
York in 1794 under the title of 'The Wonderful Love of God to Men: or, Heaven
opened in Earth.' (4) Whilst not a remarkable document, it bears out the

epitaph which his wife set up in glass in St. Martin's, Micklegate, that he

was a "plous christian,™ (5)

(1) J. Brown. ‘'History of the Metropolitan Church of St. Peter, York.'
London 1847.

(2) Vol. XIII, No. 1, 1959-60. p342. ™1752-95 Three Hundred windows eeee
Wm, Peckitt ..... Account Book in possession of York Art Gallery."

(3) See nos. 316-350.

(4) See Pl. III 65. A copy of this work in York Minster Library.

(5) See P1. III 67.



Patronage and the Distribution of Peckitt's Work.

By the mid eighteenth century York might have seemed a more difficult place
in which to practice as a glass-painter than in the days of Gyles and
Dinninckhoff, one and two hundred years earlier. Henry Gyles' artistic life
was not the most encouraging example for someone wishing to re-discover the
art of glass-painting and make a living from it. Although York's importance
as an administrative centre had declined by the mid eighteenth century, the
City still remained one of the chief centres for artistry and craftsmanship
outside London and in this sense was still the 'Capital of the North.'
Moreover, it still remained the centre of fashion and taste and attracted
the gentry and aristocracy from the surrounding three Ridings, whilst the

Minster and the Archbishop's Palace at Bishopthorpe drew important people

within the Church. Patronage was therefore readily available for talented
artists and craftsmen. There was no real necessity for Peckitt to remove
himself to London. He remained in York until his death.

In a curious way the City maintained an interest in one of its great legacies
from the past - glasspainting. The Corporation was always ready to reward
anyone attempting to revive the art. Just as it had patronised Dinninckhoff
and Gyles, so it was "for encouraging the Arts and Sciences" that it granted
the freedom of the City to Peckitt for his gift of a glass-painting (no. 12).
Peckitt had only been glass-painting for two and a half years when he was
accorded this honour and his work was still in an experimental stage. His
work must have been promoted considerably in York and Yorkshire by this
gesture;leven though the glasspainting he had executed was, unlike Henry
Gyles' earlier large window, an item of less than moderate size which was
fixed in the Council Chamber, out of public view.

The citizens of York provided early encouragement. Although their commissions
were small, they must have persuaded Peckitt to continue with his work.

Merchants and gentlemen in the City commissioned small nursery pieces such as
Mr. Woodhouse's elephant and rhinoceros (no. 4) and Mr, Horsefield's birds

(no. 38). Dr. Drake the physician commissioned his arms and crest (no. 2),

as did the tea merchant, Mr. Maude (no. 113), and a certain Mr. Yerrow.
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The latter also commissioned an antique head and paid Peckitt with some

books, prints and four shillings (no. 9). John Bourchier, a country gentle-
man with a large town house in York, commissioned two glass-paintings of
dogs for his daughter's amusement (no. 25).

The most important patronage which Peckitt received within the City came
from John Fountayne, Dean of York. He, perhaps more than any other single
person, encouraged Peckitt and helped him achieve a national reputation.

Significantly and appropriately, Fountayne's name appears first in Peckitt's
Commission Book when, in 1751 he commissioned some armorials for the Deanery.
He later commissioned Peckitt to paint heraldry for the windows of the
church on his estate at High Melton (nos. 16 & 54) but, most important, he
began the 18th century restoration of York Minster's mediaeval windows and
employed Peckitt to carry out the work. Peckitt not only restored some
windows and repainted parts of others, but he inserted some newly painted

windows “of his own. The Minster was the best 'exhibition' he could have
wished for in order to display his skill as an artist and a restorer. The
gentry and aristocracy of Yorkshire duly took note. (@ 7:?)

Peckitt and his family came from the North Riding and a few of his early,
small works appear to have been executed for friends or relatives there at
Linton (no. 5), Easingwold (nos. 3 & 44) and Hovingham (no. 34), just north
of York. On the other hand he did work in the North Riding for the parson
at Wigginton (no. 152), the gentry families of Yorke of Richmond (nos. 157

&% 163) and Robinson of Kirkdale (no. 144). Among his early aristocratic
patrons were Viscount Fauconberg (no. 23) and the Earl of Holderness (no. 88).
Peckitt's first aristocratic patron in the West Riding was a peer, the
Marquis of Rockingham, a person not only influential in Yorkshire but also
in London. Indeed, Peckitt's work, like Gyles' and Dinninckhoff's earlier,
was appreciated most in the West Riding, although comparatively little-of it
survives there today. The Fairfaxes continued their ancient patronage of
glass-painting (no. 290) and a number of new gentry families commissioned
work for their houses. Among the nouveaux riches, anxious to display their

gentility in armorial glass, were the Ibbetsons (no. 205) the Fentons (nos.
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92, 112 & 164), the Carters (nos. 17 & 20) and the Willsons (no. 267).
One of the most incredible of Peckitt's patrons was John Milnes, the merchant

of Wakefield, who, between 1781 and 1794, is listed ten times in the
Commission book. (1)

Even more persistent among Peckitt's East Riding clients was Sir William St.
Quentin of Harpham. Between 1760 and 1790 he commissioned no less than
nineteen pieces of work, largely armorial, from Peckitt. No doubt through

him the few other commissions were secured for Peckitt in the East Riding -

for the Boyntons (no. 192), Strickland (nos. 202 & 215) and Constables (nos.
71, 82 & 149).

Through ties of friendship, and especially of blood, Yorkshire families

helped to make known Peckitt's work throughout England and in Wales, Scotland,

Ireland and even France. Thus we find Peckitt's work at Padworth in Berkshire

(nos. 97, 120 & 133) because Christopher Griffith had married Catherine,

daughter of Sir William St. Quintin, in Harpham Church, which is still one
of the best places in which to study Peckitt's armorial work, and which must
have appealed to the bridegroom. (2) Similarly the marriage of Dean

Fountayne's daughter to Edward Weston of Somerby, Lincolnshire brought
Peckitt patronage there (nos. 42, 126 & 134) and illustrates how ececliastical
links, as well as a marriage, could promote his work. (ﬁﬁ 79)

The first commission Peckitt received outside Yorkshire occurred as early

as 1753 when "a gentleman" from Gainsborough in Lincolnshire, doubtless

who was passing through York, purchased "a prospective view of York Minster"
(no. 7). In the same year, and more important, was the commission of Sir

Thomas Dyke (no. 10), followed by a second in the following year (no. 13),

(1) Yos. 233, 247, 258, 266, 273, 275, 291, 301, 302 and 303.
(2) For st. Quintin's commissions see nos. 63, 69, 79, 81, 87, 91, 102,

109, 127, 137, 140, 168, 180, 183, 214, 224, 244, 283 and 286.



which took Peckitt's work as far afield as Kent.
Two events helped to make Peckitt the pre-eminent glass-painter in England

by 1760. The first was the retirement, as a glass-painter, of William

Price the younger. The second was Peckitt's exhibition of examples of his
work at the Free Society of Artists in London.

William Price the younger came of a glass-painting family which had already
produced the brothers William the elder (d. 1722) and Joshua. The last
two,Henry Gyles' contemporaries, had dominated glass-painting at the end

of the 17th and the beginning of the 18th centuries. William the younger
was the son of Joshua and was held in high regard by his contemporaries.

He had executed major works at New College, Oxford, Winchester College and

Westminster Abbey. Horace Walpole particularly admired his work and employed

him to arrange his old glass, and paint additional pieces at Strawberry Hill,

Walpole said of him, "His colours are fine, his drawing good and his taste

in ornaments and mosaic is far superior to any of his predecessors, is equal
to the antique, to the good Italian masters, and only surpassed by his own
peculiar modesty." (1)

As long as Price remained in business Peckitt's work would have remained
secondary in importance - especially in the south of England. Peckitt could
hardly have hoped to obtain patronage in London. However by 1761 Price
retired and died five years later. Thomas Gray, poet and friend of Walpole,
wrote on May 9th 1761 to their mutual friend Thomas Wharton, "The glass
manufacture in Worcestershire (I am told) has fail'd. Mr. Price here has

left of business and retired into Wales: the Person who succeeds him does
not pretend to be acquainted with all the secrets of his art. The man at
York is now in town, exhibiting some specimens of his skill to the Society

of Arts: him (you say) you have already consulted ..." (2)

-_-_---------l—-—---—“-—l—_-ﬁ—_-——----ﬂﬂ-————------—i-----_----4-----——----_---

(1) '‘Walpole's Anecdotes.! Bohn's ed. 1892, p.20. See also J.BeSM.G.Po,
Vol. 13 (1960-63) 'Glass Painters 1750-1850.' p.514.
(2) P. Toynbee and L. Whibley. 'Correspondence of Thomas Gray.' Oxford,

1935. II p.T36.
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So those who had patronised Price began to turn to the new man Peckitt.

The latter wrote to inform the Free Society of Artists that he had received
the patronage of the "Worth, Nobility and Gentry of this my Country" and
that "through the help of Divine Goodness, by great expence, study and
experiments for the space of nine years, have fundamentally found out,
improved and brought to perfection in all its parts the Art of Painting and
Staining in Glass Scripture History, Coats of Arms, and other designs of
the like kind, so much as could reasonably by expected to anyone in that
space of time, and being yet under thirty years of age ..." (1)

The chief work Peckitt exhibited was "a window measuring four feet and (a)

half broad and eight feet high, Our Saviour's crowning with Thorns." (2)

Gray saw it and Horace Walpole and his fellow 'Goth', Thomas Wharton, must

certainly have done so. In any case Walpole may have already seen the work

Peckitt had done for the Earl of Sandwich at Hinchingbrooke House, Huntingdon

in 1758 and 1759 and that for his friend George Selwyn in 1757, 1758 and
1761, (3)

Walpole commissioned work from Peckitt in 1761, 1762 and 1772 (nos. 77, 83,
184, 189). Although many others commissioned larger amounts of painted
glass from Peckitt, the work done for Strawberry Hill, was of paramount
importance for the artist's growing reputation. Strawberry Hill was the
centre of the 'Gothick world' and anyone of importance who aspired to build
or design in the Gothick taste had visited the house and marvelled at its
contents. As a result Thomas Wharton also commissioned Peckitt to put
coloured windows into his gothick house at 01d Park, County Durham in 1761
and 1762 (nos. 80 & 84). Walpole's friend, Richard Bateman of 0ld Windsor
had been converted by Horace from a “"Chinese"™ to a "Goth"; he also
commissioned Peckitt (no. 95). Thomas Barrett of Lee in Kent was yet

another of the close circle who employed Peckitt (nos. 281 & 284) and so

(1) Appendix III A.

(2) 1Ibvig.

(3) Nos. 51 and 53; nos. 39, 49 and 75.
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was Lord Dacre (no. 169 etc).

The vogue for gothick glass paintings was truly established and remained
strong for the rest of the century. Through Walpole's comnections with the
Marquis de Paulemy et d'Argenson, Peckiti despatched some of his work to
France,

Willjiam Mason.(1725-1797) was also an important agent in promoting Peckitt's
work. He was a poet and man of taste whose patron was the Earl of Holderness
and whose close friends included Gray and Walpole. As a Canon and Precentor
of York he was well acquainted with Dean Fountayne (1) (nos. 12 & 32) and

he knew William Peckitt. No doubt he was instrumental in securing Lord
Holderness' patronage for Peckitt in 1762 (no. 88) and his correspondence
with Walpole reveals that he was a go-between for the latter and Peckitt,

Thus we find him paying Peckitt and delivering packages to him from Walpole

in 1775. 1In the following year Walpole requested him to enquire if Peckitt
could "sketch the exact faces of Henry IV and Richard III from their statues
on the screen of your cathedral." (2)

Mason was also a friend of Frederick Montagu (1773-1800) and Edward
Bedingfield of Oxburgh, Norfolk. It was through the influence of his
brother-in-law, Dean Fountayne, that Montagu obtained for Mason his Canonry
al York in 1762. Through this connection Peckitt may have been introduced
to John Montagu, 4th Earl of Sandwich in 1759. Through Edward Bedingfield,
no doubt, Peckitt was introduced to his relative Bacon Bedingfield of
Ditchingham, Norfolk in 1794 (no. 310).

At York then, in the persons of Dean Fountayne and Canon Mason, were two
exponents of Gothick taste. The Minster and the Deanery in the North of
England were the equivalent of Peckitt's 'exhibition gallery' in the south,
Strawberry Hill. Nor must one forget the Archbishopsof York who patronised

Peckitt - Matthew Hutton, John Gilbert and Robert Hay Drummond. Archbishop

(1) B. Barr and J. Ingamells. 'A Candidate for Praise: William Mason 1725 -

97.' York 1973 p.12.

(2) W. s. Lewis ed. 'Horace Walpole's Correspondence with Rev. William

Mason.' 1955 I, pp.213, 216, 227 and 253.
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Drummond was chiefly responsible for rebuilding Bishopthorpe Palace in the
Gothick style and used Peckitt to paint windows for the appartments and the

chapel (nos. 22, 59, 93, 101, 165, 175 & 229).

Again this had a seminal effect and increasingly Archibishops, Bishops and
Deans began to gothicise their houses and insert glass paintings in their
windows. (1) Peckitt did work for the Archbishop of Canterbury and the

Bishops of Bangor, Carlisle, Durham, Exeter, lLondon, Lincoln, Peterborough

(2)

and Worcester. In Ireland he was employed by the Archbishop of Armagh

(nos. 218 & 227) and the Bishops of Clogher (nos. 172, 201, 212 & 225).

Peckitt was also called on to design windows for the Dean of Exeter (no. 141)

and the Dean and Chancellor of Lincoln (nos. 89 & 90).

Naturally Peckitt embellished a number of English cathedrals in consequence,
Apart from his continuing work at York his principal works were the great
east window at Lincoln (no. 86) and the great west window at Exeter (nos.
128, 138 and 141)., These two huge works now only exist in fragments within
the two cathedrals and the smaller items he executed for Carlisle and Ely
(nos. 151 & 288) no longer exist.

Some fifteen minor clergy also patronised Peckitt and erected windows in
their churches or their parsonages. Little of this work now survives. The
principal commission was from the Dean of Ripon for the great east window
in the Minster. (nos. 280, 285 & 296). This now survives only in fragments
in the Library. It is questionable if Christ in Judgement Hall, after

Rubens (no. 68) was ever put up in St. George's Chapel, Vindsor whilst his

east windows for the new churches at Clapham (no. 203) and Sheffield (no. 313)

and the gothick insertions at Kirkby in Nottinghamshire (nos. 128, 139 & 147)

have not survived,

(1) Bishop Maddox of Worcester was one of the first bishops to espouse

Gothick taste when he employed John Rowell, the glass-painter at
Hartlebury Castle Chapel. See S. M. Gold 'John Rowell.' 1965. ppdT7-51.
(2) Respectively nos. 100 & 160; 269; 151; 105; 125; 116; 135 and 194; 107;

26, 252 and 278; 178.
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His ecclesiastical works for lay patrons have been more fortunate. The

east window he painted for the Earl of Craven in Binley church (no. 193) is
largely intact and one of the two windows which Sir John Griffin commissioned
for his Gothick chapel at Audley End survives (nos. 179 & 186). The windows
in Sir Thomas Dyke's church at Lullingston and that executed for Sir
Griffith Boynton at Burton Agnes church (no. 192) have also survived, as has
that for Sir James Ibbetson at Denton (no. 205). On the other hand the

circular east window in Rothwell church (no. 164), together with all the

glazing in Clumber chapel for the Duke of Newcastle, has vanished (no. 211
etc).

The colleges of the two universities were rather late in commissioning Peckitt.
Cambridge had never been in the forefront in encouraging glass-painting,
whiist Oxford following the death of Henry Gyles, had been bestowing its
patronage on thé Prices and on John Rowell (1689-1756) of Reading. (1)
Following the death of Rowell in 1756 and of William Price in 1761 the way
was clear for Peckitt and in 1765 New College commissioned from him what
was his second largest work at that date, after Lincoln cathedral's east
window; this was the west window of the ante-chapel (no. 118). Within the
year small commissions followed from Lincoln College (no. 122) and Trinity
College (no. 124). Oriel College followed suit in the following year,
1767, by commissioning a large east window for its chapel and New College
in 1774 added another three windows by Peckitt to the north side of its
chapel (no. 197).

It was not until 1775 that Cambridge saw Peckitt's work, when his famous
window, based on Cipriani% cartoons (no. 198), was erected in the Wren
Library at Trinity College. Significantly the window was allegorical and
no religious work by Peckitt was ever commissioned for Cambridge. The
rest of his work for Trinity College was armorial and for the Hall. It

was finished by 1787 (no. 268) and in the following year Peckitt painted

the heraldry of Lady Margaret Beaufort for St. John's College (no. 271, )

(1) S. M. Gold. op. cit.



The Inns of Court had commissioned work from Peckitt two years before the

Universities. Lincoln's Inn and Gray's Inn set up armorials in 1763 and

Staple's Inn the following year. This work, locked away in halls and
chapels cannot have made much impact in London. Indeed Peckitt received

little patronage there. He received no commissions from Westminster Abbey,

which had patronised the Prices, nor from St. Paul's or any of the City

churches.,
His brother Henry who was an apothecary had the arms of the Apothecaries'
Company painted, but whether for himself or the Company is not known.,

Certainly none of the great Livery Companies took any of Peckitt's work,
Henry Peckitt may have been instrumental in introducing his brother's work

to London merchants like Mr. White (nos. 73 & 76) and Mr. Pilon (no. 121).

Henry Peckitt also had links with the Society of Antiquaries and his brother
was patronised by many of the members who were much more influential in

their taste than Henry. Chief among them was Dean Milles of Exeter who,

was not only instrumental in setting up Peckitt's work in the Cathedral,

Bishop's Palace and Deanery there, but was also influential in securing for
him the later commissions at New College, Oxford.

The College of Arms was also a valuable London source for patronage. Two
heralds in particular, both Fellows of the Society of Antiquaries, must

have promoted his work in a way that the Commission Book only faintly reveals.
The first was John Warburton, Somerset Herald, who was Peckitt's earliest

link with the Heralds' College., We find Peckitt painting his arms free of

charge in 1755 (no. 18) and only charging him a guinea for the achievement
of the Deputy Earl Marshal in 1758 (no. 45)- Exactly what commissions

Peckitt secured through Warburton is not known. However, a little more can

be said about John Brooke, the Yorkshireman, who was created Somerset
Herald in 1790. Peckitt painted his arms free of charge, too, in 1791
(no. 293) and it was Brooke who drew all the heraldry for the lucrative
commission Peckitt received from John Milnes of Wakefield (no. 300).

Brooke's voluminous notes, correspondence¢ and pedigrees survive in the

College of Arms and they reveal that he did a considerable amount of
L56



genealogical work for the Milnes family in general. (1) He was related to
the Fentons (2) for whom Peckitt had worked, and he did research for a

number of Peckitt's other patrons including the Chadwicks of Staffordshire,
the Kayes, the Beaumonts and the Currers. (3) At the Society of Antiquaries,
he tells us, he "keeps company with Lord Hardwick, Sir Joseph Ayloff the

Dean of Exeter and other gentlemen." (4) All these names were Peckitt's

patrons.

Perhaps Peckitt's greatest advertisement in London was the work he did for
the Foundlings' Hospital Chapel. (5) This chapel was open to public
inspection to allow the many gifts by prominent artists to be seen, as well
as performances of the music of Handel and other composers to be heard. A
number of the donors of armorial glass had already commissioned work from
Peckitt elsewhere and no doubt they were delighted to bring friends to see
such a display of armorial splendour with the achievement of Lord North, the

Prime Minister, resplendent over all.

Peckitt's favour with the nobility was well established by the 1770's. The
nobility of Ireland and Scotland were also, to a lesser degree, offering
their patronage. DMost prestigious among these was that connoisseur of the
Arts, the Earl of Bute. 1In 1761, having no doubt seen Peckiti's exhibit at
the Society of Arts, he commissioned a portrait on glass of the king himself,
Peckitt was honoured to execute the work free of charge (no. T4).

Eight years later Peckitt was even more honoured to present "to His Present
lajesty (in person)" his royal achievement (no. 156). Within eighteen years

of beginning as a glass-painter, and in his thirty eighth year, he had

achieved the highest honour in terms of patronage.

(1) College of Arms. Brooke Mss. Letter Book 5 ff. 15, 32-33, 36-37, 81.

(2) 1Ibid. Letter Book 2 ff 79-80 and f 98.

(3) 1Ibid. Letter Book 5 ff 61 and 1023 2 ff 29-30, 133 and 317; 2 ff 231
and 2153 2 ff 127, 129 and 132.

(4) 1bid. Letter Book 2 f 185.

(5) Yos. 145, 162, 176, 181 and 190.
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William Peckitt's Technioues and Materials,

Generally speaking Peckitt carried on the art of glass painting in the

tradition and style of Henry Gyles'. The similiarity of their techniques
and designs - especially in Peckitt's early work - together with the fact
that Peckitt lived for a good part of his working life in Micklegate, has

prompted some, including the present writer, to speculate that Peckitt may

have acquired some of Gyles' equipment and materials. However, from the

death of the former in Micklegate in 1709 to Peckitt's first known work in

1751 is no small gap. Much of Gyles' equipment was disposed of after his

death and his books and manuscripts seem to have been scattered. Perhaps

a large fixture such as a glass furnace may have survived intact in Micklegate.

However, Peckitt was in no position to make glass in 1751 nor for many years

after. TFurnaces for firing glass were smaller, moveable pieces of equipment

and Peckitt could have purchased one in London, as had Gyles, or have made

one himself. (1)

If the link with Gyles is tenuous, that with William Price the younger is

more so. J. A. Knowles'! suspicion that Price taught Peckitt has no real
grounds apart from the fact that Peckitt used some of Price's cartoons for

his great west window at Exeter, (2) He had purchased these from Price's

executors and the Dean of Exeter may have been instrumental in procuring

them for him, (3) There is no evidence to suggest that Price and Peckitt

ever met,

That it was possible to acquire the tools, materials and techniques of glass
painting in the early eighteenth century is proved by the case of John

Rowell (1689-1756), of High Wycombe in Buckinghamshire. He "was never

apprenticed to the glass painting trade and in fact, was over 40 before he

(1) Peckitt illustrated such a furnace in his ms. treatise. See plil62.
(2) J. A. Knowles. "The Price Family of Glass Painters."™ Antiquaries

JOurnalg 1953 PPe. 188'190-
(3) Appendix III E/3.

258



ever produced painted glass. He was trained as a plumber and glazier in his

home town, Wycombe." (1)

Rowell had advertised as follows in 1733 when Peckitt was barely two years
old. (2)

THE Antient Art
of

Staining of Glass

With all the Colours reviv'd and Performed by John Rowell, at
Wycomb, in Buckinghamshire, a specimen of which may be seen at
Epethorpe in Northamptonshire, four miles from Oundle, and six
miles from Stanford, where (at the charge of the Right Hon. the
Earl of Westmorland) he hath lately made and set up a chancel
window, representing Our Lord Jesus Christ Instituting the
Sacrament to the Twelve Apostles, And also hath repaired an
Ancient window in the said church, that much was defaced,

which represented The Fall of Man, the Suffering of Christ,

his Triumphant Resurrection, and the Last Judgment, it appears
to be done in the year 1621, when a rich and curious monument
was erected to the memory of that honourable Family. He
likewise hath set up, (at the charge of the Rev. Dr. Hutchinson
of Hammersmith) a chancel window at Newnham in Hampshire, near
Basingstoke representing the History of Our Lord Jesus Christ
made known to his Two Disciples at Emmaus., He also set up a
Chancel Window for the Reverend Dr. Kenrick, at Hambledon, in
Puckinghanshire, near Henley on Thames, which History is of
Our lord's Resurrection Triumphing over Death and the Grave,
the Figures are above five feet high. He also hath made 'and

(1) S. M. Gold. "A Short Account of the Life and Work of John Rowell,"
1965 p. 7.

(2) 1bid. p.i1 citing "The London Journal® of Jan. 27th 1733 and the

"Craftsman" of Feb. 3rd of the same year.
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set up at his house at Wycomb, a large Window of stain'd
Glass, representing the Birth of Christ attended by the

Shepherds; the figures are as Large as the Life. And for

the Encouragement of the said Art performs it very reasonable,

having a son that ('tis hoped) will survive him. He also
makes Sun-Dials and Coats of Arms in the Stain'd Glass,

and repalrs any ancient work in that Art.

It is interesting to note that the art of making coloured windows is now
roundly called the staining of glass and Rowell's advertisement may be the
earliest use of this term. Henry Gyles had described himself as an artist
and glass-painter and Messrs. Winch and Halsey of Bread Street and Holborn
were using the same terminology in 1691 and 1692. So was one William Fells
in 1693, (1) As late as 1705 the Price brothers, William the elder and
Joshua advertised their skills as "glaziers and glass painters" in a news-
paper colunn headed "Glass Painting Revived.™ (2)

Whether Rowell coined the term "stained glass" is uncertain but this
unsatisfactory term has contimied in use since his day. Thus Peckitt in his
advertisement of 1752 says he has "found out the art of painting or staining
on glass™ and he is subsequently referred to in Directories and elsewhere as
a glass stainer.

Of course Peckitt needed to know much more than the skill of staining glass.
First of all he needed to have a ready source of glass itself. This had
been a more difficult commodity to acouire in Gyles' day but was no longer
g0 by the 18th century. The glasshouse known in York in 1666 may not have
survived to Peckitt's day but his Commission Book suggests that he acquired
glass from the Hensels of Newcastle (no. 173) and nearer at hand from the

Fentons of Glasshouse, near Rothwell Haigh, Wakefield (nos. 92, 112, 164)-

o b gpp M ol @ T ap b EY s e O o TP wb TP G S Ol O gy gy TR O SR GED gun ST R UG O TUT aup AE% OED A ane amp mu - T I D T Y S D A G e R TED gy SR W g, G Y U gy gp T RS guy GUR VS gup TN GND WES

(1) J. A. Knowles. "Glass-Painters!“Advertisements." JeBeSM.G.P. III 1927~
28 ppl 18"‘22-
(2) 1bid.
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Associated with the Fentons may have been one Mr. Cotton of the Haigh (no.
100).

Indeed, Haligh loor was the area which puzzled J. A. Knowles when he strove

to ascertain where Peckitt obtained the special coal used in firing his glass.
The glass and coal used by Peckitt obviously came from the same source.
Apparently this local coal was superior to the usual wood or charcoal used in
firing glass. and Peckitt recorded his secret in a rather unusual way. It was

ryritten in a2 minute hand which can ody be read by the aid of a lens, scratched
with a quill or needle point out of a thin "matt" or coat of white enamel on

a piece-of glass measuring only 3.1/8 in. by 2% in, This, when laid on the

studio table or held casually in the hand, would not attract attention, as

it appears to be nothing more than a small piece of ground glass. It is

entitled "The Opperation of staining and fluxing the colours on glass.""(1)
Peckitt was here using the words "staining and fluxing the colours"™ to refer
to enamels., Like Dinninckhoff and Gyles before him, he used enamels as his
chief source of colours throughout his working life. They were particularly
invaluable for the intricate and many-quartered armorials that continued to
be popular commissions throughout the 18th century. Initially, and for some
ten years, his skill in firing enamels was a hit-and-miss affair. This
accounts, as with Gyles, for a number of commissions which he had to repaint
and replace during his lifetime and also for the poor state of much of his
early work that has survived. This is particularly true, for example, of the
work in Iullingston Church, Kent (sls. III 2-10). Here the poorly fired
green enamels on back-stained glass, have shelled off to leave a rather

curious pea-green effect. Indeed he continued to have difficulties in fluxing

and firing green enamels as can be seen in armorials for the Foundling Hospital
in 1769 (sls. III 96-104) and for Bishop Hinchliffe of Peterborough in 1785

(sl. III 144). It is noticeable that Peckitt tended to use green enamels

(1) YMotes and Queries. 125 IX, Nov. 5th, 1921 pp. 364-365.
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as little as possible, employing green pot metals where he could. (1)

Peckitt reverted to Dinninckhoff's technique of black enamelling back-
gstained glass in order to cut inscriptions through the black and show

yellow lettering. However he never achieved as solid a black as did

Dinninckhoff and his early inscriptions using this technique have lost their
black enamel. (2) His black enamels used later in his career have been

solarised to dark grey, as is seen, for example, in the armorials at Ripley

Castle (sls. III 145-150).

Peckitt also employed the technique used on the small piece of inscribed
glass, described above by J. A. Knowles on actunl windows, where he wished
to reduce the entry of light and to draw attention to the colours in a
window, be washed over the greater part of it with a coat, or matt, of
milky grey enamel and then took out a reticulated pattern with a stick.
These patterns he commonly refers to as “fretted glass" in his Commission
Book (see fig. €0 ). Excellent examples of this technique can be seen in
his windows at Harpham (sls. III 108-111), Boynton (sl. III 122), New
Street, York (sl. III 185) and especially at Ripley Castle (pls. III 34 & 35)_
The borders of such windows as these were often enriched by polychrome

mosaic strips of coloured pot metals and yellow stained fleurons. Peckitt
was not abashed at putting together purples and blues or greens and reds

and where space was small he cunningly, as at Harpham (sl. III 111) simulated
leaded mosaics with painted enamels. His skilful use of mosaic pot metals

within mediaeval traceries is well illustrated in York Minster (pl. III 15b).

In the St. Quintin Chapel at Harpham he used coloured bullions in the centre
of the tracery lights (sls. III 63-66).

Peckitt also used enamels to simulate marble, and with no small skill as
(1) Peckitt's recipe "For a Green Colour upon Glass" omtlines the
difficulties in fluxing and firing this enamel. Appendix III J.

(2) As in the York Guildhall inscription (sl. III 76) and those at

Allerton Mauleverer Church (sls. III 38-43),
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Dinninckhoff had done. His earliest example is on the black purple and
yvellow striated plinth of the arms of Viscount Pauconberg in Coxwold Church,
1755 (sls. III 26 & 27). His largest example is in the tiled floor and
columns of the *Presentation in the Temple,' 1767; in Oriel College, Oxford
(sl. III 86). The design here was by Dr. Wall of Worcester and bears some
resemblance to Joshua Price's finely marbled floors in his windows at

witley Church near Worcester (sl. I 92). Peckitt's last example is seen

in his window of engraved glass in New Street, York (sls. III 185 & 187).
Here he incorporates a marbled pot of auriculas on a marbled plinth,into

the design.

This last item illustrates his skill at stippling in enamels - a skill which
he employed widely in his portraiture on glass. This is nowhere more
clearly demonstrated than in his own self-portrait on glass (sls. III 176 &
177).

Yet not all his early major works were successful, not least because of the
weakness of his enamels. A case in point was the great west window which he
painted for New College Chapel, Oxford in 1765 (no. 118). It was removed in

1788. Peékitt was indeed fortunate to receive further commissions from the
cbllege to glaze three more windows in the Chapel. However, he had obviously
made considerable improvements in his art., He had spent much time and money
in experiment since he first began in 1751 and since he summed up his progress
over nine years in his letter to the Free Society of Artistis. (1) He

hastened to tell the New College authorities in 1772, "The considerable
improvements I have made since I painted your Great West Window, afford

finer productions but require more labour in the execution,™ (2)

Peckitt nowhere specifies what those improvements were, but in general one
notes that after 1772 his enamels are more firmly fluxed and his pot metals have
a greater range of colour. '

(1) Appendix III A.

(2) Appendix IIX E/4.
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Peckitt incorporated pot metals in his glass paintings from the beginning,

as can be seen at Lullingston (sls. III 2-10) or Coxwold (sl., III 26). Most
of his pictorial windows and his larger figures incorporate pot metals in the
draperies. Unlike Henry Gyles, who had to make his own pot metals, Peckitt
was able to purchase coloured glass fairly easily, though where exactly he

acquirediit is uncertain. In 1751, the year of Peckitt's first commission,

Dr. Pococke noted in his "Travels through England," (1)
"Came to Stourbridge, famous for its glass manufacture which is
here coloured in the liquid in all the capital coiours, in their
several shades, and if I mistake not is a secret they have here."
0f course, others had their secrets too. We have seen that John Rowell's
advertisement of 1733 spoke of "The ancient art of staining on glass with

211 the colours revived." Even earlier in 1705 the Price brothers advertised

as follows. (2)

Glass Painting Reviv'd

Whereas the ancient Art of Painting and Staining Glass has been
much discouraged by reason of an Opinion generally received.
That the Red Colour (not made in Europe,for many years) is
totally lost: These are to give Notice, that the said Red and
all other Colours are made to as great a degree of Curiousity
and Fineness as in former Ages by William and Joshua Price,
Glasiers and Glass Painters, near Hatton Gardon in Holborn,
London where Gentlemen may have Church History, Coats of Arms,
& Painted upon Glass, in what colours they please, to as

(1) H. J. Powell. "Glassmaking in England." Cambridge 1923 p. 117. He
goes on to say that "this is the first definite information about the
making of coloured glass in England ... It is, however, doubtful whether
any genuine copper ruby glass was made whther in Stourbridge or abroad

during the 18th century." J. A. Knowles was of the same opinion.

(2) London Gazette, 14th June, 1705.
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great Perfection as ever; and draws Sun-dyals on Glass,
Wood or Stone, &c. and cuts Crown Glass, with all sorts
of ordinary Glass, and performs all kinds of Glazing work.
J. A. Knowles, ignoring Gyles' statement that he had made coloured glass

and could make more if encouraged, doubted the veracity of the Prices and

(1)

wrote.

"There is no need to take too literally the statement that

they made the glass themselves, for the Prices were glass

painters and glaziers, and could have no practical knowledge

of glass-making. The probability is that they employed a

refugee from Lorraine to do it."
Following Knowles' earlier statement that the Lorraine glass works had been
finally destroyed in 1636 there is something of a contradiction here,
unless the refugee was approaching ninety years of age or more!
William Price the younger also had coloured glass at his disposal and with
2ll these precedents it is hardly surprising that William Peckitt could
obtain it. Indeed, so plentiful was his supply that he was able to sell
large amounts to the glaziers of York Minster for general repairs to the

| mediaeval glass. (2)

Whether the coloured glass came From Stourbridge or Peckitt's glass suppliers
at Newcastle and Rothwell is not known. Later it is pretty certain he was
able to manufacture his own, despite Knowles' scepticism about Peckitt's

ability, or that of glass painters in general, to master the technical
aspects of glass making.

More interesting is the question of Peckitt's use of ruby glass. J. A.
Knowles admitted that he used it in his earlier works though he cites no
examples. C., Winston declared that Peckitt's ruby in the great east window

(1) Je A. Knowles. "The History of Copper Ruby Glass." Transactions of the

Newcomen Society Vol. VI 1925-6. p. 68.

(2) See the Minster Fabric Accounts cited in Appendix III G/1-13,
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of Lincoln Minster (no. 86) was the latest use he had seen of it until its

revival in the 19th century. (1) Among earliest examples of Peckitt's ruby
noted by the writer is that incorporated in the curious armorial window of
Dean Fountayne at Melton Church (no. 191) and executed in 1772. (2) If the
glass is flashed, then it is so badly done as to be ineffective. The red is
barely visible and the glass is not translucent. This must have been one

of Peckitt's first experiments. His pot metal blue in the same window is

hardly more successful. Though Knowles remained sceptical, Peckitt did
flash ruby glass successfullyas can be seen in a number of his works, for

instance in the draperies of his Moses, dated four years earlier than the

Melton window, now at Yarm (sl. III 81. no. 324).

0f course J. A. Knowles did not know of the existence of the many recipes
and instructions given in Peckitt's unpublished Treatise. He did know of
Peckitt's 1780 patent for "a new method of composing stained glass of
whatever colour, with unstained glass, whether crown, flint or any other
sort, and making the same into tables, thick vessels and ornaments, and of

producing thereby many curious works which he conceives will be of great

utility." (3) "Phis looks on the face of it," says Knowles "“as a re-
discovery of flashed glass. But it is difficult to tell where Peckitt could
have acquired any practical knowledge of glass making.™ (4)

Yet Peckitt had certainly acquired over theyearsisome knowledge of glassg-
ma_king. We can agree with Knowles that the chemistry books mentioned in
Peckitt's will were not enough to give him all the requisite knowledge. But
Knowles had not known of his contacts with a number of glass makers. Peckitt

also co-operated with the physician Dr. Wall who experimented with enamels

(1) C. Winston. "Hints on Glass Painting." 1867 p. 25.

(2) Interestingly, this coincides to the year with Peckitt's letter to New
College, Oxford announcing his new improvements.

(3) Appendix III 1.

(4) DNotes and Queries. loc. cit.
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and glazes at the Worcester porcelain factory. Doubtless he acquired much
practical information from these sources. His recipes give the initials of
two other contributors to his Treatise. (1)

Recipes for making copper ruby glass were not lacking in the 17th and 18th
centuries; the difficulty lay in the technique of flashing the thick black/
red glass thinly on to a table of clear glass. That Peckitt had mastered
this skill is apparent in his Patent for Engraved Glass and in his 'Principles
of paintihg and staining glass.! Not.only does he give recipes for copper
and gold ruby, but he describes in close detail the methods of flashing it
a_nd illustrates his work‘with coloured drawings. (pl. I1T 62)

There can be little doubt that Peckitt could make and flash copper ruby and
we need no longer cling to the belief of C. Winston, which was adopted by

J. A. Knowles and H. J. Powell and others, that the art of making flashed

ruby had awaited rediscovery by Bontemps in 1826,

j

Peckitt had also broken free from the old enamel reds of Gyles and Dinninckhoff .

which had been produced by staining kelp and producing, at best, an orange-
brown. Peckitt includes in his Treatise a recipe "For a scarlet Red |
Colour.™ (2) This was laid in two washes upon the glass and the result from
a distance is difficult to distinguish from ruby. The portrait of Sir i
Thomas Burnett (no. 320, pl. III 58) in the Victoria and Albert Museum
illustrates this technique well and B. Rackham commenting on Peckitt's red,
remarked that "a scarlet stain with almost the translucency of ruby glass E
is a remarkable feature of this medallion.™

For those still doubting Peckitt's ability to flash glass there are a

number of pieces which he flash?and engraved, in the manner described in his

r-"-ﬂ.*

patent, in the Victoria and Albert and the Yorkshire Philoaophica& Museums

(nos. 3%2-%34)., The latter museum contains six drinking glasses and two

(1) Appendix III J. Two recipes are given for "Flint Glass for Vessels."

by M. C. and G. P., neither.of whom are identifiﬂ%ble.
(2) 1Ivid.
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small plates on which Peckitt flashed various colours and ground away the
surfaces. Compared with the neat and striking patterns he achieved on his
flashed and stained plates for windows the results are crude.

In general Peckitt constructed his large window in squares of glass similar
to those used earlier by Henry Gyles. Larger, stronger pleces of glass were
available in the 18th century which helped to produce a stronger picture
window in terms of structure. However large leaded squares of glass

supported by iron tie-bars still did not constitute a strong a window as
those made in the middle ages and much of Peckitt's work has suffered from
storm and gale, as was recently the case at Ripley Castle (pl. III 34 ). (1)
Although there is ample evidence that Peckitt's work often had wire grills
placed on the outside there is only one hint in the whole of his Commission
Book which suggests that he may have double-glazed some of his windows. This
occurs in the discription of a semicircular window and frame he made for

gir John Ramsden of Byram Hall (no. 240). (2) Of course a number of his
small portraits on glass were painted to be suspended inside a window and
were even provided with gilded picture frames (no. 227). Others, like many
of his armorials, were painted on single panes for immediate insertion into a
sash window. His earliest surviving piece at Burley Hall (no. I1I 1) 1is one
such example.

One of Peckitt's most remarkable windows, in terms of its construction is that

at Ripley Castle, where enamelled armorials and patterned pieces of pot-metal
glass are suspended in a three light venetian staircase window, which is

primarily composed of white fretted glass. The effect is jewel-like but the
underlying structure is an important part of the design and isc perhaps of
unique construction. Here is the description of the architect who surveyed

(1) His mosaic windows, being more closely leaded, have generally survived

better.

(2) See the correspondence on this item in News Letter 13 and 14 (1975) of

the Corpus Vitrearum Medii Aevi.
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it following its damage by storm in 1962 (1)

"Mhe construction of the framework is most unusual consisting of a half
round lead casting or extrusion, into which had been inserted a

steel strip approximately £" wide, about 16 gauge, thus the lead
casting forms the back stop to the rebate and the metal strip the
glazing leg to the rebate. The frame work has been agssembled by
cutting this section to length, mitring the corners and either lead
burning or soldering the butt joints together. Equally, the metal

strip has been soldered at the joints. On to the face of the lead

casting small decorated lead medallions have been soldered to create

a decorative feature on the internal face.

Having fabricated this metal grille the painted glass panels and

background enamelled sheet glass have been glazed into this frame

work with an ordinary mastic putty. The metal frame work itself is

fixed into a timber frame by copper nails,

This type of construction is most unusual and we have not come

across it before.M

This technique, in fact, is not uncommon on 18th century front-door fan-
lights whose sun-ray divisions were of iron outlined with lead castings.
lead found a new decorative purpose in the late 18th century house. Soft
pure lead was used and hardened by a process invented by William Storer in
1770. By this method "all sorts of girandoles, frames for pier glasses,
tablets, friezes and bréckets for chimney pieces and rooms could be chased

to the full relief of the boldest and richest carving in wood." (2)

Peckitt's window frame at Ripley illustrates this technioue magnificently. (3)

(1) Letter of J. Stanley Wright, Architect and Surveyor of the Building
Centre, Brunswick Terrace, Leeds to Sir Jocelyn Ingilby, Bart.
(2) "DMhe Late Georgian Period 1760-1810." The Connoisseur. 1956 p. 103,

(3) The lead paterae and cusps in the Adam style may have been gilded
initially.
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The Style, Design and Sources of Peckitt's Work.

The variety of Peckitt's glass-paintings, ecclesiastical and secular, was
far greater than that of Dinninckhoff and Gyles. The 18th century, with

jts diversity of taste and its greater sense of artistic and religious
tolerance, was more fertile than the 17th in which to practice as a glass-

painter. Even so, by far the greatest part of Peckitt's output, like that

of Dinninckhoff and Gyles, was heraldic and some idea of proportion is

given by the fact that out of 315 entries in his Commission Book 187 are
armorial.

Heraldry is still one of the principal 'gothic survivals' in art and Peckitt,
as will be seen, was primarily an exponent of gothick taste., Like Gyles',
however, much of his heraldic work was in the barogque style and owed much

to the illustrations in his copy of Guillim's 'Heraldry', which was hand-
coloured throughout. Guillim was obviously his prime source and he used it
as a note book and a scrap book for a variety of cuttings. Besides this he
collected the baroque book plates of his clients and received much assistance,
as has been seen, from officers at the College of Arms in terms of design

as well as armorial advice.

Peckitt's earliest surviving work at Burley Hall (no. 11) is an armorial on
a sash pane. Allowing for the technical deficiencies of its execution it is
not very assured as a piece of heraldic art. It lacks boldness in execution

and the treatment of the mantling is brown and spidery. Similar weaknecsses

are evident in his next surviving heraldic work at Iullingston (nos. 10 & 13)-
His lack of a good red enamel at this period and bis inexperience in fusing
enamels in general and of controlling his use of stain make the many-
quartered shields more difficult to comprehend than Dinninckhoff's precise,

if faded, armorials of a century and a half earlier. Again his mantling is

untidy and spindly and the helms are weakly drawn. He overloads the design

of his achievements (sl. III 10) using a stained tent, or canopy with
ermine lined curtains beneath which to set his helm, crest, mantling and

motto around an oval shield within a baroque cartouche.
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His next heraldic work of 1755 (no. 23; sl. III 26) is in Coxwold church and

shows more firmness of treatment in form and line, though his sense of
proportion is still unsure. He uses a similar canopy over the achievement
vhich is more successful than that at Lullingston because its drapes are cut

from blue pot-metal sheets and the whole is not cluttered with unnecessary

additional mantling.
Peckitt's sense of heraldic design thereafter steadily improved and at times

his work is equal to the best of 18th century heraldic art. His archiepiscopal
achievements at Armagh (nos. 218 & 227) are particularly fine and his Ripley
Castle window (nos. 234 & 256), whilst unique in style and construction,

contains armorial work of high proficiency and execution,
Although much of his work was baroque in conception, he did design some
curious and successful armorials in a gothick setting. Most unusual of all
must be his insignia for York Guildhall with its strangely cusped gothic
canopy and civic arms over a baroque car of Justice (1) (nos. 12 & 119). A o
curious amalgam indeed! Perhaps his most successful gothick armorial
windows were done for Hinchingbrooke House (sls. III 44-49; fig. 8‘9_
They illustrate his love of the yellow-stained and inscribed quatrefoll -

a motif he used in profusion in the St. Quentin chapel at Harpham (sls. III

62-67) - and the cusped or engrailed borders to his work. These wvorks are
"eingerbread" gothick indeed. Yet it is interesting that in the armorial

work he did for Horace Walpole at Strawberry Hill the shields are plain and

are the nearest he ever came to the heater-shaped shield of the 14th century

(fig.

Gothick, in the 1750's, was never far from rococo or chinese taste and

Peckitt flirted a little with the former in his heraldic work., His cartouche-
work and mantling in the Warburton achievement {pl. III 63 sl. III 19) and

in those at Allerton Mauleverer (no. 35; figs §%%¥3 ) show less heavy and

mopnmental treatment, but he never allowed the rococo style to get hold. He

realised that its flippant, unruly line was,in its extremes, inimical to

(1) see J. . Brighton. "York's Car of Justice Pursued." J.B.S.M.G.P. 1976
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sound heraldic art. He only rarely used the style outside of his heraldic
work too - as in his frames for his dog portraits and flower pieces (sls. 28,
29 & 34).
Easily his most remarkable rococo work is a religious window of fine design

wm Yrrk Art Gatllery
and superdb execution?(no. 316; sls. IIT 190-193; pls. III 55 & 56). At the
top are four winged cherudbs' heads, the sacred name in the centre and a bowl
of grapes and wheat beneath, Otherwise it is a pure piece of decorative
design with gothick frets and a gothick quatrefoil in the centre, whilst the
borders are treated in a controlled rococo manner, with shell-like motifs at
the corners and vines twining up the sides of the frame from the base.
As for chinoiserie, Peckitt never used a style that could not be readily
turned to serious christian usage. One faint hint of the chinese style occurs
in his curious fretted windows in the gothick saloon at Padworth (nos. 97, 120,
1333 fig.
Stalned and painted glass itself, like heraldry, was also a gothic survival
and interest in it grew as the 18th century progressed. It became a collector's
item and men like Horace Walpole would search widely to acquire it or employ
agents on the continent to bring it back. Walpole travelled far to see
stained glass in England and in France.
Dutch and Flemish glass were of particular interest in the mid 18th century.
The windows of Gouda church, for example, became a place of pilgrimage for
stained glass lovers. About 1748 Thomas Hollis had gone "to see the celebrated
rainting upon glass which is in the great church there" and so great was the
interest of the English that by about 1780 a guide book to the glass had

been printed in the city in English. (1)

Walpole tells us how the vogue for collecting small Flemish roundels grew up

- e an
-_-----------4-_-_------_--—------—-'--—----ﬂ_—----------_‘-_--—---------‘---

(1) JeBeS.M.G.P. IV 1931-3 p.161. The title page of the book was published
in J.B.S.M.G.P. XII 1955-59.

(2) H. Walpole, "Anecdotes of Painting." cited by J. A. Knowles in "Exhibition

of Stained 01333 in London-" JlBISiMIG’iPi’ X1 1951-55 p'44'
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"About the year 1753 one Asciotti, an Italian, who had married
a Flemish woman, brought a parcel of painted glass from Flanders,

and sold it for a very few guineas to the honourable Mr. Bateman,
of 014 Windsor. Upon this I sent Asciotti again to Flanders,

who brought me 450 pieces, for which, including the expenses of

the journey, I paid him thirty-six guineas. His wife made more

journeys for the same purpose, and sold new cargoes to one Palmer,

a glazier in St. Martin's lLane, who immediately rose the price
to one, two, five guineas for a single piece, and fitted up
entire windows with them, and with mosaics of plain glass in
different colours. In 1761, Paterson, an auctioneer at Essex
House in the Strand,‘exhibited the first auctions of painted
glass, imported in like manner from Flanders. All this
manufacture consisted of rounds of scripture-stories, stained
in black and yellow, or in small figures of black and white
birds and flowers in colours, and Flemish coats of arms."
Paterson not only sold stained glass, he made it. In 1764 attention was
drawn to "the great progress which Mr, Paterson ..... has made in an under-

taking to establish a manufacture of painted glass, several of the pieces

produced by him exhibiting colours in an equal, or, perhaps greater perfection
than is found in the old paintings." (1)

In 1761, the year of Paterson's firstrauction, Peckitt himself was exhibiting

in London and he probably made contact with Paterson then. Paterson
subsequently sold works by Peckitt (nos. 96-187) and so the auctioning of

new as well as old glass began. Thomas Jervais, the glass painter held a
number of exhibitions in London between 1772 and 1779, as did James Pearson
in the latter year. (2)

Peckitt was sufficiently established at this time to withstand competition
from relative newcomers in the field. He stayed in York, sent‘work up to

(1) "The Handmaid of the Arts." 1764. I p.363. Cited ibid.
(2) Ibid- pp- 45-47-
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London and continued to attract important patrons, chiefly those with a

taste for gothick.

In one sense Peckitt was nearer to sources of true gothic art, expecially
the art of painted glass, than any of his rivals. He lived in York and for
most of his working life was engaged in the restoration of the Minster's
mediaeval windows. However he never acquired a fundamental appreciation of

gothic glass-painting and his own style of gothick was very unarchaeological.

He was never really successful in his attempts at copying or restoring

mediaeval work, as can be seen in some of the work he did for York Minster

(plss III 12-16). Where he did exercise some taste, albeit unmediaeval, was
in his ability to reset mediaeval fragments against a background of his own

pot metal mosaics, or simply in his mosaic compositions themselves. This

can clearly be seen in his restoration work at St. Martin's, Stamford (pl. III
10 & 11).

Peckitt's attempts to paint entirely new glass for old windows had mixed
success and his huge windows at Lincoln, Exeter and Ripon have all been
removed - partly on account of their decay and partly on account of changing
taste. His attempts to achieve gothic solutions at Lincoln with a mixture

of heraldry and mosaic, at Exeter with heraldry and hagiography and at Ripon

with heraldry alone, were too eccentric to survive the more authentib

requirements of the 19th century Gothic Revival. Strangely Peckitt's window
recording the Chancellors of Lincoln survives in the Minster (no. 89; sl. III
61) and illustrates the jarring effect his work often had in an older setting.
Conversely, his heraldic work in the 14th century St. Quentin chapel at

Harpham is more acceptable and has survived. This is not because Peckitt

had more feeling for the 14th century gothic here as opposed to the 13th
century at Lincoln - he (and most of his contemporaries)had little understand-
ing of period styles., Rather it is because he limited his motifs to those

of heraldry and genealogy, the work is smaller in scale and, filling all the

windows of the chapel, has a pleasing unity.

Undoubtedly Peckitt's gothick work was at ils best in contemporary settings in
the gothick idiom. Ecclesiastically this must have been the case in the
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gothick churches of St. John's, Manchester (no. 148; pl. III 23) and of

Kirkby-in-Ashfield (no. 147; pl. III 22), or in the chapel at Clumber (nos.
211 etc). There survives, however Hobhouse's fine gothick interior of the
chapel at Audley End (nos. 179 & 1863 sls. III 105-107) where one of Peckitt's
two windows - The lLast Supper - is not only in situ but in accord. On a
lesser plane in terms of splendour, but no less interesting in terms of

gothick style, is his east window in Carr's church at Boynton (no. 215; sl.

IIT 122).

In a secular setting the little gothick lodge at Padworth has a certain charm,
with its mixture of rearranged mediaeval glass, heraldry, portraiture and a
slight hint of chinese taste. Most striking must have been the complete

series of windows he executed for the library at Hinchingbrooke House.
Sufficient remains to illustrate the crepuscular effect that opaque washed
enamels and yellow stain could give to a gothick interior. Fittingly, the
glass is still in the library and enables one to recapture the sort of interior
in which Walpole, Beckwith and others enjoyed an artificial mediaeval

twilight whilst composing their gothick novels.

Peckitt's essays in the gothick design remained romantic in feeling and
decorative in style to the end of his*life. Despite attempts to recapture
the authenticity of effigial attitudes in his kneeling figures in Burton
Agnes church (no. 192; sls. III 114 & 115) or in his standing knight at
Bretton (nos. 241 & 257; figEQG: ) his creations are picturesque and his
heraldry beneath the figures at Burton Agnes is enshrined in "gingerbread."
It is impossible to identify a particular source book for Peckitt's gothick
design. The two design books he is known to have owned cannot be identified.
He may have known the architectural works on gothick design by Batty Langley

or the drawings of gothic work by Halfpenny of York (1) but none of his work

L .
---_ﬂ--‘—-—--—-ﬂ_---r—-_-__—-_--_------ﬁ---—---—-----_-lh-------ﬂﬂ---------‘-

(1) Joseph Halfpenny (1748-1811) acted as clerk of works to.John Carr the
architect (1723-1807) when he was restoring York Minster and skilfully

restored some of its old decoration. From the scaffolding he made the

drawings of Gothic ornaments for which he is principally remembered.
See D,N.B. P £6'K .
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reflects the former's attempt to classicise gothic or the latter's to create
archaeological copies of mediaeval work. None of Peckitt's own drawings in
the gothick idiom survives with the exception of some pencil ideas for
trefoil-cusped borders and acanthus paterae (fig 77 ). He commonly used
such borders, executed in yellow-stain and enriched with strips of pot-metal
mosaic on a ground of white, fretted glass. This can be seen to good effect

in the churches at Boynton and Harpham and appears to have been a feature at

Kirkby.

Three painted designs for gothick lancets survive in York Art Gallery (no. 3203
pl. III 53; sl. III 200) which display his love of coloured lattices with
inset quatre- and octofoiléi The motifs here would have been executed in
enamels and stain like the gothic panels in the window on display in the Art
Gallery (sls., III 190-193) on other occasions he used leaded pot-metals to
create a checkered pattern at Kirkby and Stamford (no. 55: sls. III 54-58),
Peckitt's work was certainly admired by the 18th century doyens of gothick
taste, not least by Walpole who commissioned him to paint glass and also to
make drawings from the screen of kings in York Minster. (1) Jeremy Milles,
Dean of Exeter and prominent antiquarian,was delighted with Peckitt's great
west window in Exeter cathedral. In regommending him to the Warden and
Fellows of New College, Oxford he remarked that "Mr. Peckitt has good taste
in forming gothick niches for his figures and arranging the proper ornaments
for them." (2) When commissioned by New College to paint three more windows
for the chapel he made drawings of the surviving mediaeval canopies in order
to match his own "niches, pedestals and pinnacles." +to them. (3) However,
his interesting effects (sls. III 117-119) did not please everyone and J. A,
Thorpe, on behalf of the Fellows, wrote abruptly to the artist, "I am sorry
to remark that the shrine-work of your niches is not of that pure gothic I

could wish, bearing too much resemblance to those grotesque designs which

(1) sSee p. 253

(2) Appendix III E/3.
(3) 1bid. /4.
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should never be admitted into any serious compositions.™ (1) The gothick
motifs which offended Thorpe are not so fantastic at New College; what might
he have said about Peckitt's Moses window at Yarm? (no. 324; sl. III 181).
Thorpe was asked to deal with Peckitt because the Warden and Fellows wished
to halt his work and pay for two windows only. They were obviously dissatisfied
and were not convinced by Peckitt's claims that he had made considerable

improvements in his art since he had painted the west window of the chapel.

From the start they had been worried about securing a good draughtsman to
draw- cartoons for the figures. Peckitt was not adept at figure drawing and
made no pretensions to be so. His chief prodblem, living in York, was to
secure the assistance of prominent artists. He sometimes employed a "York

liminer" (2) and it may be that this anonymous artist had drawn the unsuccess-

ful figures for New College chapel's west window. The Dean of Exeter drew

attention to the problem in a letter to the Warden: (3)

"Everyone who has seen the two windows, which Peckitt executed for
your college and this Cathedral, has lamented the want of a skilful
draughtsman in the former of these works, and nothing has done Mr,

Peckitt so much credit as the Cartoons from which he painted our

figures."
The Dean went on to say that the cartoons were bought from the executors of
William Price, the London glass-painter. Price himself had not drawn them;
they had been done for him by Sir James Thornhill in 41721 for the north rose
window of Westminster Abbey. (4)
The "York liminer" was rejected by the College and so was Peckitt, who had

offered to work up some drawings in- his possession. The Dean of Exeter

advised that Peckitt should be consulted but not used a draughtsman and took

(1) 1bid. EB/16. | §
( o [Lrnld this hnws bon Joton, Stwstir, Limner of Sy “wha Wﬂi{f{yw:’?f%.
2) Ivide B/6d%ukets, Luser, pposite Oimist Quurch , mugh Telergats bust, York ‘i 1763 - A
(3) 1Ibid. E/3 s Faces, L%dfb&%- k. Courant’, 16 fi0f1753 anst /3/:%53.

lhe artust howe . b bbann NMattinas tev (1715 71758 kiman
M}ﬁW‘M" rewer, owe of & famuly of ﬂ:vjffljl‘?%’% Berfan (cflzghi:gggfeeZ) Lec p 24 atbor

(4) Jo A. Knowles. "The Price Family of Glass Painters."™ Antiquaries Journal,
Y 1953 PP-188-190-
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it upon himself to find a suitable artist. (1) First he approached one

Blackburn but his charge of ten guineas was prohibitive. (2) Then he tried

Samuel Wale, foundation member of the Royal Academy who agreed to do the

drawings for a guinea and a half. (3) The Dean was dubious from the start

about Wale's ability to produce suitable drawingsbut remarked "I have no

doubt of his executing them better than any draughtsman whom Mr. Peckitt
may have at York."“ (4) Wale's work was unacceptable and he was fobbed off

with a crown for his pains. (5) The Dean was now at a loss where to turn
next. Presumably he knew that Peckitt was at that time working with Biagio
Rebecca on two windows for Sir Griffin Criffin at Audley End (nos. 179 & 186).
Rebecca was the assistant of Baptista Cipriani, the Florentine who, like
Wale,was a foundation member of the Royal Academy and the Dean considered

that Peckitt shoulg approach him. Peckitt replied: "I am sorry Mr. Cepriani
is not my friend, I do not know the reason why; I was never in his company

but once, when I waited on him the desire of the Bishop of Peterborough, and
he seem to behove to me extreamly civil."™ (6)

The Dean, the College and Peckitt ultimately settled for Rebecca's designs

and the association with the Italian at Audley End and New College considerably
enhanced Peckitt's reputation. Shortly Peckitt was to enter into partnership
with Cipriani himself when, in 1775, they combined to produce the famous
allegorical window in the Wren Library at Trinity College, Cambridge (no. 1983

pl. III 30; sl. III 91).

The contrasts in style and intent of the work of the two Italians at the two

(1) Appendix III E/3.

(2) Presumably the artist was John Blackburn who exhibited at the Royal

Academy between 1772 and 1775.

(3) Wale also painted landscapes for John Sadler, the Liverpool pottery
printer, with whom Peckitt had links. See p.280

(4) Appendix III E/T7.

(5) Ibid. E/8.
(6) 1bvid. E/6.
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colleges is interesting. Rebecca at New College, whilst striving to be
Gothick produced drawings - especially of Adam and Eve - after the style of
Raphael. These were certainly not to the Dean of Exeter's taste. (1) At
Cambridge, Cipriani produced an academic allegorical window, more appropriate
to a library setting. He worked in the Italian baroque manner drawing, one
feels, from the Rubens ceiling at wWhitehall.

In short, much of Peckitt's picture and figure glass was baroque in style,

as i1s the case with the "Presentation in the Temple" which he painted from
cartoons by Dr. John Wall, a talented amateur painter and co-founder of the
Worcesler porcelain factory. Wall had already done the cartoon for "Our

Saviour's Passion in the Garden" which John Rowell painted about 1744 for

the Bishop of Worcester's chapel at Hartlebury Castle. (2)

Peckitt derived some of his sources from earlier masters. Thus he drew from
an unidentified Rubens in 1760 for his lost window of "Our Saviour in the
Judgement Hall" (no. 68) and his painting of the battle of Solebay at
Hinchingbrooke House was taken from the picture by Van der Velde the Younger,
which hung in the house (sl. IIT 49<ns1:XMLFault xmlns:ns1="http://cxf.apache.org/bindings/xformat"><ns1:faultstring xmlns:ns1="http://cxf.apache.org/bindings/xformat">java.lang.OutOfMemoryError: Java heap space</ns1:faultstring></ns1:XMLFault>