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INTRODUCTION

The proximity with the End of the Year is a wonderful occasion to see retrospectively
the work done along the year.
For the Gelonch Viladegut Collection’s Blog is a huge opportunity to observe and to
analyze the quality of the articles published during the year and related to diverse range
of aspects of the prints and of the printmaking process.
In 2016, we published 8 articles regarding different topics in this field: from Gauguin to
Mary Cassatt, from Brueghel to Ruscha, from Monet to John Singer Sargent… and the
reader will say if these articles and their content are pondered, comfortable and friendly.
That is our job, our purpose, and our interest.
With this Crop, we would like to prove our interest and our engagement with Art and
with Life. Thank you very much for your help and constant support.
And now, it’s time to read!! It’s the crop’s time!!
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GAUGUIN AND THE NOA NOA PRINTS
7 Jan, 2016

In 1891 the French Symbolist painter and engraver Paul Gauguin journeyed to Tahiti (in
French Polynesia), aiming to live simply and draw inspiration from what he saw as the
island’s exotic native culture.
Although he was disappointed by the rapid process of Westernization of the local
community he encountered (in any case, a common reaction among American and
European visitors of that time), his works from this period nonetheless celebrate the
myth of an untainted Tahitian idyll, a myth he freely helped perpetuate upon his return
to Paris in 1893.
That fall, he wrote Noa Noa (“Fragrant Scent“), a largely fictional account centered on
his immersion in the spiritual world of the South Seas. To illustrate it, Gauguin turned
for the first time to the woodcut medium, creating a suite of ten dark, brooding images
he intended to publish in tandem with the text, a publication that never materialized.
Through its combined sense of immediacy (in the apparent directness of the printing
process) and distance (through the mechanical repetition of motifs), the woodcut form
offered Gauguin the ideal means to depict a paradise whose real attraction lay in its
being always just beyond reach. Many essays explore the notion that the Noa Noa prints
allowed Gauguin to convey a deeply Symbolist conception of his Tahitian experience
while continuing to experiment with the reproductive processes and other technical
innovations that absorbed his mind and hand during the 1890s.
Concretely, throughout February and March 1894, Gauguin engraved, gouged, and
carved his wood-blocks in a self-consciously primitive manner and began pulling proofs
by hand, without the aid of a press. With these proofs, he abandoned any idea of
consistently printing the woodcuts as an edition, choosing instead to experiment with
various monotype techniques to ink and color the blocks, thereby producing a series of
works in which no two impressions were alike. Printed mostly in shades of black and
brown with selected color accents, the woodcuts differ markedly from the vibrant
canvases Gauguin previously had painted in Tahiti and suggest a significant new phase
in his development. When his innovative methods proved to be impractical for
publication, he hired the Breton artist Louis Roy, with whom he had associated in PontAven, to print the woodcuts in thick black ink on heavy Japanese paper and use stencils
to apply abroad areas of bold color.
In the late spring or early summer of 1894, Gauguin left Paris for Brittany, where he
produced, among other works, a series of pastoral watercolor monotypes and side-grain
color woodcuts that reflected on some of the themes explored in the Noa Noa suite.
Eventually, after extensive text revisions, the poet and critic Charles Morice managed to
publish sections of Noa Noa in the literary and artistic journal La Revue Blanche in
1897, followed by a complete edition in 1901. But theses appeared without Gauguin’s
approval.
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Although Noa Noa never materialized in the form Gauguin had originally proposed, his
woodcuts enjoyed a widespread independent notoriety; they survive today not only as
his collective printmaking masterpiece but also as one of the most innovative print
series produced in the 19th century.
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RUSCHA, PRINTS AND TATE
14 Jan, 2016

The celebrated American pop artist Ed Ruscha is donating a collection of prints to Tate
in what its director, Nicholas Serota, called “a wonderful Christmas present to the
whole nation”.
Ruscha will donate 18 recent print editions and has also promised to give one
impression of all future prints he creates in his lifetime.
Tate said the gift would allow public museums around the UK to stage exhibitions of
the artist’s works on paper.
Serota said: “This is a rare and generous commitment, not to mention a wonderful
Christmas present to the whole nation … These works on paper will be a wonderful
resource for future exhibitions here in the UK.”
Ruscha, who turns 78 on Wednesday, said: “It is a great honor to know that Tate will be
a home to a collection of my editioned works.”

“Wall Rocket”, 2013
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His work hangs in major collections around the world as well as the White House and
possibly Downing Street: American President Barack Obama gave British Prime
Minister David Cameron a Ruscha print as a diplomatic gift in 2010.
Ruscha was born in Nebraska but moved to Los Angeles in 1956 and has become
closely and active associated with this City in a stellar career spanning six decades.
Serota said Ruscha’s work had been much admired in the UK when it was one of the
Artist Rooms travelling exhibitions organized by Tate and the National Galleries of
Scotland using the collection donated by the dealer Anthony d’Offay.
Tate holds seven paintings, 23 unique works on paper and 111 prints by Ruscha, most
of which were part of the d’Offay donation in 2008.
The prints coming to Tate include Jet Baby 2011, an edition of which sold for 30.000
American dollars at Christie’s in New York last year and That Was Then, This Is Now,
2014, after the SE Hinton novel.
It’s really pleasant and excellent good news, it’s really an exciting present, and it’s a
concrete example of generosity. This important gift and engagement reinforce the
privileged relationships between America and the UK, also in the art domain and
reinforce also the position of Tate in the domain of prints. It’s really a very wonderful
and appreciate Christmas’ gift for the Tate gallery. Congratulations!
Prints works of Ed Ruscha are present in different Museums and Collection around the
World. And, perhaps, it’s interesting to know in this sense that in 2001, the Achenbach
Foundation for Graphic Arts, a branch of Fine Arts Museums of San Francisco,
acquired the entire archive of Ruscha’s 325 prints and 800 working proofs. The
museum bought the archive and negotiated for impressions of future prints for $10
million, with funds provided by San Francisco philanthropist Phyllis Wattis. Another
major collection of Ruscha’s print was compiled by the Los Angeles County Museum
of Art.
Ruscha is also represented by 33 of his works in the permanent collection of the
Museum of Contemporary Art, Los Angeles; the San Francisco Museum of Modern Art
owns 25 important Ruscha paintings, works on paper, and photographs; and the
Hirshhorn Museum and Sculpture Garden has 21 Ruscha’s in its permanent collection.
Private collections holding substantial numbers of Ruscha’s work include the Broad
Collection and the UBS Art Collection.
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BRUEGHEL AND PAINTED ENGRAVINGS
3 Mar, 2016

It will soon be Fat Tuesday. Eggy batter will sizzle heartily in pans across the land. One
of modern Britain’s last lovely echoes of pre-industrial life, our pancake festival on the
last Tuesday before Lent is a homely relic of the great carnivals that once rocked every
village in Europe, releasing laughter and communal joy, and flipping the whole world
upside down.
The art of Pieter Brueghel the Elder preserves that lost age of carnival in plump
rollicking pictures that overflow with life. In his 1567 painting The Battle between
Carnival and Lent, a village square explodes into subversive fun. Masked revelers, dice
players, dancers and drinkers let it all hang out. Broken eggshells litter the ground as a
cook heats up an iron skillet to cook the next batch of pancakes. Brueghel is riotous,
generous, and Shakespearean in his appetite for the whole of human life.
Yet he also has a Lenten side. The Battle between Carnival and Lent is not quite the
simple ode to boozing, eating and questioning the social order of Renaissance Europe
that it first appears. As the title implies, it is a struggle between two phases of the
Christian ritual year, between two states of being. The thin grey figure of Lent, under
whose sway meat will be banned and everyone must fast and purge, jousts listlessly
against a chubby personification of Carnival. It looks like no contest, but once the
empties are collected and the eggshells swept away, Lent will begin.
The Courtauld Gallery’s new exhibition of Brueghel (Brueghel in Black and White:
Three Grisailles, until 8 May) is certainly Lenten fare. It has no cakes or ale. Instead it
revels – literally – in the dark side of this well-loved artist, bringing together three
“grisaille” paintings by Brueghel, small pictures in black and white whose restricted
palette suits their somber themes.
Christ and the Woman Taken in Adultery (1565), which belongs to the Courtauld, is
modelled like a painted sculpture: Brueghel uses his stony colors to create the effect of a
tragic monument. Three Soldiers (1568), lent by New York’s Frick Collection, is a
slighter work but touches on one of Brueghel’s most disturbing themes. The soldiers are
accurately dressed as mercenaries like the ones he saw parading and fighting in the
Netherlands as war began with the region’s Spanish rulers.
In his chillingly real version of The Massacre of the Innocents, the world is turned
upside down horribly, as soldiers ride into a Netherlands’ village to slaughter the firstborn. It would have been nice to see the painting, which belongs to the Royal
Collection, in this show. Instead we get copies of Brueghel’s black-and-white works by
lesser artists, including his descendants. But this does raise interesting thoughts.
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“Three Soldiers”, by Pieter Bruegel the Elder

Brueghel was an artist who worked equally in painting and printmaking. The prints
here show how the “high” art of painting and the popular industry of print-selling
intertwine for him: his black-and-white paintings are, in effect, painted engravings.
Working with print, Brueghel sees the positive power of black, its eerie authority. He
uses it to truly devastating effect in his great painting The Death of the Virgin (c1562–
65), lent to this show by the National Trust from its usual home in Upton House,
Warwickshire.
A woman lies dying in a bed lit by candlelight, and by the Holy Spirit. All around the
bed is darkness, punctuated by a tiny candle and the waning flames in the fireplace.
Another woman keeping vigil has gone to sleep. The disciples gather in the shadows.
Any death might be as moving as this one. What makes the painting so powerful is
Brueghel’s enveloping blackness. Light and darkness, death by night – it is harrowing.
It is also revolutionary. In this moving masterpiece, Brueghel anticipates another artist’s
shadows. This is a Rembrandt painted years before Rembrandt was born.
It makes what is otherwise a somewhat slight exhibition worthwhile and there is more
sustenance for anyone a bit starved by this brief encounter with Brueghel.
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REMEMBERING FORGOTTEN FEMALE PRINTMAKERS FROM THE 16th
TO 19th CENTURIES
7 Apr, 2016
In the 19th century, Henrietta Louisa Koenen, wife the Rijksmuseum Print Room’s first
director, took a prescient interest in acquiring prints by women artists. These
works date from the 16th century, such as a woodcut by Marie de’ Medici, daughter
of Grand Duke of Tuscany Francesco I de’ Medici, to the 19th, with hand-colored
engravings by Madame Alliot. In this moment the exhibition Printing Women: Three
Centuries of Female Printmakers, 1570-1900 is opened at the New York Public
Library’s Stephen A. Schwarzman Building, highlighting this collection for the first
time since 1901. It’s a real homage to intelligence and anticipation’s sense of Mrs.
Koenen.

“Half-length Portrait of a Woman, with a Child Holding an Apple” (1763), etching

Madeleine Viljoen, curator of prints in the Miriam and Ira D. Wallach Division of Art,
Prints, and Photographs, writes in an accompanying essay that “this group of
engravings, etchings, woodcuts, and lithographs by female printmakers demonstrates
women have been active in the medium for almost as long as its origins, in the early to
mid-15th century.” She adds that while “more recent histories have rightly drawn
attention to the longstanding contributions of women to the arts, Koenen’s collection,
assembled well before such revisionist accounts were written, and demonstrates that
printmaking in particular was never just a male endeavor.”
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Printing Women includes among its over 80 pieces some supplementary selections from
the New York Public Library’s Spencer Collection and the Wallach Division. Taking
over two hallways on the top floor of the NYPL’s flagship building on Fifth Avenue,
the prints range from amateur experiments to professional works made for commercial
sale, each arguing for women’s place in early modern printmaking history. Most of the
artists were aristocrats, such as court painter to King Philip II Sofonisba Anguissola,
granted the freedom by their position for artistic exploration, as long as they stuck to
domestic and romantic scenes rather than grand histories and mythologies that were
generally the realm of men.
For example, Princess Sophie of Saxe-Coburg-Saalfeld, Queen Victoria’s aunt, has a
couple of idle 17th-century etchings that act as a sort of sampler of things she was
drawn to at the age of 17, with horses, hairstyles, and flowers mingling on a single page.
Queen Victoria later practiced printmaking herself, with quiet domestic scenes from her
royal life. Other elite women were more adventurous with their subjects, like Maria
Anna of Austria, daughter of Holy Roman Emperor Francis I and Empress Maria
Theresa, whose 1772 aquatint shows men fighting a fire by a stream, the darkness of the
night illuminated by the blaze.
Prints like these were generally shared among friends, although Printing Women has
exceptions. Adélaïde Allou, whose biography has mostly vanished into the fog
of history, has two 18th-century landscapes that were made for market, and there are
women like Maria Sibylla Merian, who in the 17th century researched caterpillars and
butterflies, illustrating their witnessed metamorphoses in The Wonderful
Transformation of Caterpillars. In the New York Public Library exhibition, a copy of
this historic book is open to a page featuring a rose with a small butterfly
approaching. Alongside the other prints in black and white and color, there’s a variety
of themes and skills that shows how women were working with the same new artistic
media as men, even if there were limitations to their access and subjects.
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MARY CASSATT PRINTS AND THE COLLECTOR SAMUEL PUTNAM
AVERY
14 Apr 2016

On 2013, up in a hallway off the Rose Main Reading Room of the New York Public
Library was a small exhibition of prints from one of Impressionism’s iconic artists.
Created between 1878 and 1898 by Mary Cassatt, the quiet depictions of women in
repose with family pets or viewing the opera might not immediately catch the eye of
those who happen to pass by, but they represent not just the early experimentations of
Cassatt, but one of New York’s greatest overlooked art collections.

Mary Cassatt, “Under the Lamp” (1883), soft ground and aquatint

The reason it goes overlooked is that you usually have to make a special request to see
any of the thousands of prints in the library’s Samuel Putnam Avery Print Collection,
which includes work by hundreds of artists like Francisco Goya, Edouard Manet, and
Camille Pissarro. They were assembled by Samuel Putnam Avery, an art dealer who
had started as an engraver in publishing. Avery traveled throughout Europe in the 19th
century, importing art for his showroom at 88 Fifth Avenue at 14th Street — the best of
what was happening abroad.
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The Cassatt prints in have never been assembled together into one exhibition like this
before this exhibition in the New York Public Library on 2013. Arranged
chronologically, her experimentations, both successful and less so, are shown through
different printmaking methods, working up from scratching monochromes to those in
startling color. Cassatt was close to Degas, who encouraged her to try etching, one of
his favorite mediums. He even did some etchings himself of Cassatt from their visits to
the Louvre, one of which is on display in Daring Methods. While Cassatt has definitely
been heralded for being the only American artist among the French Impressionists —
not to mention a successful woman artist in the 19th century — the prints demonstrate
her progressive quiet confidence in embracing the ordinary as something refined. They
also show her dedication to reworking ideas repeatedly until she perfected her grasp of
lithography.
Avery donated the prints to the New York Public Library in 1900, just before his death
in 1904, making it the first public print collection in the city. While his influence as an
art dealer isn’t readily apparent on the current landscape, his name and eye for art is still
visible. As one of the founders and then a trustee of the Metropolitan Museum of Art,
he contributed heavily to its first selection of paintings. He also donated an extensive
archive of architecture books to Columbia University, which are held in the Avery
Architectural and Fine Arts Library in Avery Hall. The library is actually named as a
memorial for Henry Ogden Avery, Samuel’s son, who was a professor of architecture at
Columbia and died suddenly just as his career was starting. In the Smithsonian Archives
of American Art are Avery’s correspondences with everyone from Victor Hugo to John
La Farge to Samuel Colman, and in the Metropolitan Museum of Art Libraries you can
view a whole book of autographs and sketches from his artist friends that represent an
extensive web of people that were the spirit and foundation of art in the late 19th
century. While it’s a shame that these lovely prints are not in one of the better lit, more
central galleries in the New York Public Library’s main building, they do offer a portal
into the creative process of Cassatt and reveal the wealth of art held by Avery’s print
collection.
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HOW JAPAN INSPIRED MONET, VAN GOGH, AND OTHER WESTERN
ARTISTS
28 Apr, 2016
Claude Monet owned more than 200 Japanese prints and once told a critic, “If you insist
on forcing me into an affiliation with anyone else … then compare me with the old
Japanese masters; their exquisite taste has always delighted me.” Vincent van Gogh
thought of Japan, a country he had never visited, as a paradise where everyone loved art
and lived in brotherhood — a situation he hoped to replicate in his south-of-France
studio. Mary Cassatt was influenced by flat, unmodulated Japanese woodblock prints —
for her their depictions of mothers and children were new and freeing.
When US Commodore Matthew Perry landed in Edo Bay with a fleet in 1853, forcing
Japan to sign trade agreements with Western nations, the country opened up after
existing in almost total isolation for nearly two centuries. North American and European
collectors, artists, and designers swiftly embraced the nation’s art and culture, which
had the allure of being novel. Looking east, an exhibition organized by Boston’s
Museum of Fine Arts, explores this craze, called Japonisme, and how it dramatically
changed Western art.
The 170 or so pieces in the show illustrated the trademarks of Japanese art of the time including scenes of urban life, landscapes in changing seasons, and bold color contrasts
– in the process showing how they influenced Impressionists and Post-Impressionists,
as well as designers like Louis Comfort Tiffany and architects like Frank Lloyd Wright.
Although the influence of Japanese art on the West is a familiar topic in art history, the
exhibit was unique in showing examples of the two side by side, and in demonstrating
the impact of Japanese culture not only on the French but on Americans as well, says
Laura Allen, the Asian Art Museum’s curator of Japanese art. “Seeing the influence on
designers and in the decorative arts extends the story further,” Allen said.

Left: detail of Kikukawa Eizan, “Otome” (c. 1818–23), woodblock print, ink and color
on paper; right: Mary Stevenson Cassatt, “Maternal Caress” (c. 1902), oil on canvas
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In Cassatt’s 1902 painting “Maternal Caress,” for instance, one can detect Japanese
styles, such as dividing space into geometric units, reflected in the composition. And
though certainly Western art history had plenty of paintings of mothers and children, the
way Japanese artists showed intimate affection between the two was something
different, said Helen Burnham, the show’s organizing curator.
“It would have been very unusual to show a mother bathing her child,” Burnham said.
“People were looking for alternatives to Western art, and they found affirmation and
inspiration of that path in Japanese art.”
Burnham further pointed to the energized figures (known as manga) in a sketchbook by
Katsushika Hokusai; their expressive gestures are mirrored in the freedom of movement
found in Henri de Toulouse-Lautrec’s and Edward Degas’s work, hung nearby.
Meanwhile, stylized portraits of Kabuki actors -which portray them close-up, with
intense facial expressions and dark outlines-, influenced van Gogh. His 1888 painting
“Postman Joseph Roulin” is flanked in the gallery by Utagawa Toyokuni I’s 1795
“Actor Sakata Hangoro III as Omi no Kotota” and Utagawa Kunimasa’s “Actor
Matsumoto Yonesaburo,” painted in 1796. The van Gogh is by no means a copy,
explained Laura Allen, the Asian Art Museum’s curator of Japanese art, but elements of
the Japanese prints are apparent.

“You see it in van Gogh’s work in the flat background, and you see it in the angular
position of [the postman’s] arms and his gnarled hands,” she said. “Another element
from the prints is representing somebody who is an ordinary person — like with the
woodblock prints of actors, not elevated people in Japanese society — which was
affirming something French artists were already interested in.”
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Van Gogh’s painting of the postmaster in his blue suit with brass buttons and a cap
doesn’t directly mirror the portraits of the Kabuki actors that hang alongside it; the
borrowing is subtle. But in some other works in the show, the use of Japanese style is
more obvious — as in Monet’s 1900 “The Water Lily Pond,” which features a bridge
nearly identical to the one in the painting alongside it, Utagawa Hiroshige I’s “Bamboo
Yards, Kyobashi Bridge,” from his 1857 series One Hundred Famous Views of Edo.
“Monet’s water lilies are very familiar, but probably many people don’t know they were
inspired by Japan. The bridge right next to Monet’s is the same shape — almost a direct
copy,” said Jay Xu, the director of the Asian Art Museum. Juxtaposing the works of
these different cultures invites us to look closely and think about how artists influence
one another across borders. “Pairing Western artists and Japanese masters tells a
powerful story about the global relevance of art.”
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JOHN SINGER SARGENT, ENGRAVER
5 May, 2016
Rare examples of John Singer Sargent’s printmaking have been on temporary exhibition
(John Singer Sargent’s drawings and lithographs, since January 7, 2016) at the
Metropolitan Museum of Art of New York City, demonstrating his interest in the
expressive shapes of the human body and lithography’s potential to show these figures
in darkness and light. The lithographs were donated by his sister Violet Ormond in
1950, but like many other works in the museum’s rotating Drawing and Prints:
Selections from the Permanent Collection exhibition in the Robert Wood Johnson, Jr
Gallery, they are not on permanent view due to their sensitivity to light.
Sargent made the series of six lithographs in 1895, even asking his valet Nicola
d’Inverno to model for a couple of intense standing portraits, his body framed by a
flowing cloak. The lithographs were a change from Sargent’s painting, created in
preparation for an exhibition commemorating the centennial of lithography’s invention
by Alois Senefelder.
Constance C. McPhee, curator in the Department of Drawings and Prints, writes in a
post for the “Now at the Met” blog: “Galerie Rapp organized a section of the exhibition
devoted to contemporary artistic prints and asked the British printer Frederick
Goulding to help find participants based in London. Artistic lithography had flourished
earlier in the nineteenth century, during the days of Daumier, but then largely became
the domain of commercial printers. Around 1890, however, new transfer papers
sparked renewed artistic interest. Goulding himself invented such a paper and
volunteered to supply London artists, Sargent included, with the necessary materials,
and then to print their work.”
The installation of the prints, which was accompanied by some Sargent figure drawings,
coincided with the museum’s recent exhibition Sargent: Portraits of Artists and
Friends. That showed similarly highlighted art that is often missing from the narrative
of Sargent’s work, with unfinished, small-scale canvases that, while not as extreme in
experimentation as other late 19th- to early 20th-century painters, demonstrate his
subtle variations in technique and portraiture.
Seeing the lithographs together, some joined by their original preparatory drawings,
shows a gradual evolution of the sensual male figure surrounded by sculptural draping
into something more shadowy and intense. Sargent eventually chose “Study of a Young
Man, Seated” to be included in the lithography exhibition at the Palais de Beaux-Arts in
Paris, where a man leans forward from a couch, the tones and texture of the lithograph
offering an almost theatrical shading, as if the darkness would be a pall encroaching on
his body.
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John Singer Sargent, “Study of a Young Man, Seated” (1895)
But, who was Sargent? John Singer Sargent (January 12, 1856 – April 14, 1925) was an
American artist, considered the “leading portrait painter of his generation” for his
evocations of British Edwardian era luxury. During his career, he created roughly 900
oil paintings and more than 2,000 watercolors, as well as countless sketches and
charcoal drawings. His œuvre documents worldwide travel, from Venice to the Tyrol,
Corfu, the Middle East, Montana, Maine, and Florida on the Unites States.
His parents were Americans, but he was trained in Paris before moving to London; he
lived most of his life in Europe. Sargent enjoyed international acclaim as a portrait
painter, although not without controversy and some critical reservation; an early
submission to the Paris Salon, his ‘Portrait of Madame X’, was intended to consolidate
his position as a society painter, but it resulted in scandal instead. From the beginning
his work was characterized by remarkable technical facility, particularly in his ability to
draw with a brush, which in later years inspired admiration as well as criticism for a
supposed superficiality. His commissioned works were consistent with the grand
manner of portraiture, while his informal studies and landscape paintings displayed a
familiarity with Impressionism. In his late years, Sargent expressed ambivalence about
the restrictions of formal portrait work, and devoted much of his energy to mural
painting and working en plein air.

CROP OF ARTICLES / Gelonch Viladegut Collection

Page 18

PRINTS AND LONDON BUILDINGS DISAPPEARED IN THE 1666 GREAT
FIRE
8 Sep, 2016
350 years ago, the Great Fire of London burned through 400 of the city’s streets.
Matthew Green reveals, in The Guardian on 30 August 2016, the extraordinary
structures lost in the blaze – from old St Paul’s to a riverside castle – and what survived,
only to vanish later.
“Oh the miserable and calamitous spectacle!” wrote John Evelyn in 1666, “Mine eyes
… now saw above 10,000 houses all in one flame.” The conflagration he witnessed from
2-5 September destroyed much of the medieval metropolis, swallowing 400 streets,
13,200 houses, 87 churches, and 44 livery halls.
Many of the City of London’s most iconic buildings were consumed: St Paul’s
Cathedral, the Royal Exchange, Newgate Prison, Christ’s Hospital, and even
Whittington’s Longhouse, one of the biggest public toilets in Europe, in the Vintry.
Evelyn was aghast at the destruction of so much of the medieval center: “London was,
but is no more”.
Yet this wasn’t exactly true. By the time of the fire, only a quarter of London’s
population actually lived in the walled city, compared to three-quarters a century earlier.
The growing eastern suburbs like Wapping and Stepney were left unscathed – as were
much of Holborn, the Temple, western Fleet Street, the Strand, and the emergent
squares of the West End.
Nor, as contemporary scorch maps reveal, did the fire even decimate the whole of the
walled city: around four-fifths of it was destroyed (an area of 373 acres), leaving the
north-eastern and some eastern parts (including the Tower of London) unaffected thanks
to the gusty east wind.
It was here, outside the fire’s trail of destruction, that many extraordinary buildings
survived only to be destroyed later on – whether by demolition works, other fires, or
bombs. As we reach the 350th anniversary of the fire, it is fitting to commemorate not
just the buildings destroyed in those four hellish days in September, but also some of
those that survived, only to vanish later on.

Some landmark buildings destroyed in the Great Fire and that we know by Prints:
Castle Baynard
This riverside castle was built in the late 13th century, inheriting the name of a
destroyed castle further to the west –the Tower of London’s lost twin– that had been
built by the Norman Ralph Baynard after the Conquest. Many of Henry VIII’s wives
lived here and, according to tradition, Richard of Gloucester was offered the crown here
in 1483.
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After several rebuilds, it appeared on the eve of the fire as a big, brooding stone
structure with gabled projecting towers soaring from the Thames, a dock, thick curtain
walls, central courtyard, and meaty turrets. The scene of lavish banquets and
coronations, the castle was destroyed save for one round tower, later converted into a
house, now vanished. Today, part of the site is occupied by a brutalist office block and
commemorated by a blue plaque on Castle Baynard Street, just south of St Paul’s
Cathedral.

Bridewell Palace
Built in 1515-20 on the western bank of the River Fleet near Blackfriars, this lost innercity palace was one of Henry VIII’s favorites. It was a large, rambling brick structure
set around three courtyards with gardens and a private wharf. An imposing feature of
the riverfront, it was probably the scene of Catherine of Aragon’s final meeting with the
king in 1529 (over a quarrelsome dinner).
Under Henry’s son Edward VI, it became a poorhouse but was decimated on the third
day of the Great Fire. The Fleet, contrary to expectations, proved no firebreak at all
even though attempts were made to pull down the riverside houses.
Gothic St Paul’s
Old St Paul’s was the wonder of medieval London. It was the fourth cathedral to stand
on the site, built from Caen stone after the Norman Conquest, and finished in 1314. It
was its monumental timber-and-lead spire that visitors noticed first (until it was struck
by lightning in 1561), rising to 489 feet.
The remorselessly gothic exterior was much sterner than Christopher Wren’s
neoclassical successor, with flying buttresses, pointed windows, and sharp turrets. As
one of the biggest covered public spaces in London, a bazaar-like atmosphere prevailed
inside, with lawyers tossing coins in the baptismal font, farmers’ wives selling fruit and
ale, and apprentices shooting arrows at the jackdaws and pigeons in the rafters,
smashing the holy windows. Riding high in the eastern wall was the famous rose
window, bathing the high altar in kaleidoscopic light.
When St Paul’s burned down on the third day of the fire, a local thunderstorm broke out
with forks of apocalyptic lightning radiating from the blazing building. Eventually, the
roof melted, sending streams of molten lead pouring down Ludgate Hill “glowing with
fiery redness” as people ran for their lives.

The Royal Exchange
This vast, open-air trading piazza was the brainchild of the merchant Thomas Gresham.
Christened the Royal Exchange by Queen Elizabeth I in 1571, it became the epicenter
of England’s burgeoning trading empire, emitting onto Cornhill “an incessant buzz, like
the murmurs of a distant ocean”. Along its colonnaded walks and finely pebbled
courtyard, merchants from all over the world, customers and suppliers would meet
twice a day to seal deals that would send ships to the four corners of the world.
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It was a broad and a bell tower surmounted by a large grasshopper, the emblem of the
Gresham family. Watching from niches above the colonnade were statues of all the
English kings and queens since William the Conqueror.
The Great Fire swept through the Exchange on 3 September, filling the courtyard with
“sheets of fire” and sending the kings and queens plummeting from their niches,
smashing to pieces below. As a totem of England’s commercial prowess, the Exchange
was swiftly rebuilt after the fire, opening in 1669. But this, too, was destroyed by fire in
1838, and the site is currently occupied by a third exchange.
History and prints…the long life of prints!

Clockwise from top left: Bridewell Palace, Castle Baynard, Old Saint Paul’s, and The
Royal Exchange
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