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Brunswick Square and Terrace, built between
 and , were intended as key features of

architect Charles Augustus Busby’s (unfinished)
Brunswick Estate in present-day Hove. They housed
a heterogeneous population between the s and
the s, which included minor aristocracy, retired
army and naval officers, successful merchants and
business men and clergymen of independent means.
A number of the Brunswick Town Commissioners,

who preceded local government officers in the
administration of the area, have proved to have been
key figures in the patronage of the fine arts.One of
their number was the portrait painter, John James
Masquerier (–), who had enjoyed a
rewarding career in London, followed by a long
retirement living in Brunswick Terrace.His close
friend, Henry Crabb Robinson, the barrister and
figure of London literary society, recorded in his
diary for  a visit, with the Masqueriers to ‘. . .a
Mr Rooper’s in Brunswick Square . . . to look at
some paintings by Sir Joshua Reynolds.’These
were portraits of Dr Johnson, the Countess of
Sunderlin, Rooper’s great-aunt, and a version of the
well-known Reynolds self-portrait with spectacles.
The Rev. Thomas Rooper, also a Brunswick
Commissioner, who was residing at Wick Hill, Hove
at his death, had inherited these pictures through the
Sunderlin family.His son the Rev. William Henry
Rooper, curate of St Andrew’s Chapel, Hove, sold
them in  and the self portrait ended up in the
Iveagh collection at Kenwood House.This portrait
and the one of Dr Johnson are said to have been
painted for Thomas Rooper’s great uncle, the

Shakespearean scholar, Edmund Malone, a close
friend of both men.The act of displaying works of
art within a domestic interior to a chosen audience
is, as Marcia Pointon has convincingly demonstrated
in her work on portraiture, a key means of
transmitting cultural values, supporting Bourdieu’s
thesis that, ‘every material inheritance is . . . also a
cultural inheritance’.These paintings signified
scholarly attributes, valued and transmitted within
a family with aristocratic antecedents, as well as
being prized as examples of a famous artist’s work,
to the extent that they were available to be viewed
by other members of the same artistic and literary
milieu.
A third Commissioner was Elhanan Bicknell,

who had made his fortune processing whale oil and
spent much of it on amassing an art collection.He
owned No.  Brunswick Square in the early s
and s, although his principal residence was in
Herne Hill, London. It had been his intention to
leave his collection to the nation, but it was
auctioned by his executors at Christie’s in .

The Times provided a detailed report of the  lots
which included paintings by Landseer and Turner,
and a ‘Landscape with Sheep’ by Gainsborough,
which had been bought by George IV for Mrs.
Fitzherbert. Bicknell bought the majority of the
paintings in his collection direct from the artists. In
this he was perhaps reflecting a shift in taste towards
the collecting of contemporary paintings which
began to take place in the s; prior to this, sales of
the household effects of the smarter Brighton and
Hove houses in the s and s indicate a
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Fig. 1. Brunswick Square, Hove, west side.

Fig. 2. Brunswick Square, Hove, east side.
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Fig. 4. Brunswick Square, Hove, east end.

Fig. 3. Brunswick Square, Hove, north-west corner.



Christie’s in , with the remainder continuing to
line the walls of the bazaar which succeeded it.

To complement the public display of the art of
previous centuries, there were also attempts to
promote the work of contemporary artists through
the Brighton Institution for Promoting the Fine Arts,
founded in  with the aim of ‘affording the
benefits of an exhibition of our native school to those
who have not the opportunities of witnessing the
institutions of London’.The founding exhibition,
arranged in four rooms over Donaldson’s circulating
library near the Steyne, showed  works, of which
only  were by local artists; the rest came from
London. It was considered to have been a success,
but was not repeated the following year, as had been
planned. There were other private ventures during
the s: a gallery at Marine Parade and the
Correggio Gallery in Richmond Terrace, which, as
well as exhibiting its collection of Italian masters,
hosted lectures such as one on ‘refined taste’
advertised in the Brighton Gazette in . It was
not, however, until around , when the proceeds
of a series of exhibitions held in the Royal Pavilion
during the s were used to form the municipal art
collection, that sustained attempts were made to

preference for Old Masters and Dutch and Flemish
genre pieces. Of course the inaccuracies of many
nineteenth-century attributions must always be
borne in mind, but the artists most frequently cited
in sales notices between  and  are David
Teniers, Van Dyck, Guido Reni, Breughel, Ruysdael
and Nicolas Poussin.

Most of the aforementioned Old Masters were
also represented in the collection at the Picture
Gallery in Brighton, and thus formed part of the
wider cultural currency of the town. The Picture
Gallery was opened on Grand Parade by Mr Bodicote
in , and became a popular venue for fashionable
visitors, providing them with newspapers and
periodicals to peruse as well as pictures to view. It
opened from am to pm in summer and am until
dusk in winter, with an entrance fee of one shilling or
an annual ticket for one guinea. Despite its
popularity the continued success of the Picture
Gallery was dependent upon sales of pictures, which
Mr Bodicote did not manage to achieve. He received
support from the Marquis of Lansdowne and the
Earl of Egremont, but he did not attract the patronage
of George IV, as he had hoped.Eventually most of
the contents of the Picture Gallery were auctioned at
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Fig. 5. Thomas Clark (fl. 1810–1840),
drawing of the Brighton coast, 1826 
Regency Town House.



century. In , in Brighton, a Mr Tomkins
organised a picture lottery, with prizes of works by
Sir Thomas Lawrence, Sir William Beechey and
Benjamin West, amongst others.There is also an
example in  of ‘a pair of exquisitely finished
cabinet battlepieces, superbly framed’, used as raffle
prizes.

The successful establishment of print shops in
Brighton was another area of the commodification of
art which owed a great deal to the town’s close links
with London. As John Ford has pointed out, 

The principal London publishers provided expertise
in all aspects of print production and it was inevitable
that they should take a close interest in Brighton, not
only as a source of a variety of decorative subjects, but
because it made news and created a market for prints
in the town and outside.

It is in the commodities and services offered by the
print shops that one may observe a meeting of the
worlds of the professional and amateur artist. The
most distinguished print shop of the many in
Brighton was owned by W. H. Mason, who had
worked for the famous Rudolph Ackermann’s in the
Strand in London; he bought Ackermann’s Brighton

provide a permanent public venue for the fine arts. 

The somewhat erratic provision in this area of
cultural activity contrasted with the flourishing of
theatres and libraries, and, somewhat puzzlingly, was
taking place during a period when the public
consumption of the visual arts through the visiting of
exhibitions had long been established as a fashionable
pursuit. It would appear that Brighton, a few decades
later, was following the pattern of development set by
London. As Roy Porter has argued,

Crown and Parliament did little to mould London’s
public culture. . . .Commercial galleries opened in
Georgian London, but there was no national collection
to compare with those in Florence and France and
London had to wait until the nineteenth century
[] for the National Gallery.

The permanent and temporary population of
Brighton could, however, buy paintings and prints
through the auctions (some specialising in fine art,
others household contents) held by the many
auctioneers of the town, who were competing with
their London counterparts, some of whom also
advertised in the local press. Important auction
sales, as John Brewer has discussed, were established
as social events by at least the mid-eighteenth
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Fig. 6. Thomas Clark (fl. 1810–1840),
drawing of the Brighton coast, 1826

Regency Town House.



Amateur participation in the visual arts was an
important aspect of cultural production in the town.
The cultivation of taste, which included at least some
grasp of the rudiments of drawing, had been a mark
of the cultivated individual since the early eighteenth
century. It was also appreciated as a suitable and
pleasurable leisure pursuit. Brighton offered various
means of acquiring the necessary skills. Drawing
masters and mistresses were employed in local
schools, both for boys and girls. Artists set up their
own academies, in which the sexes were strictly
segregated by the timing of the lessons, with lessons
for ladies offered in the mornings and those for
gentlemen in the afternoon. The cost of such lessons
varied. C.J. Scott charged one guinea for four lessons
in pencil drawing or three in water colour, whereas
Mr Crosbie ‘portrait, miniature and profile painter’
offered six drawing lessons to ladies for one guinea
and the terms of Louis Parez were £ s per quarter
or £ s d per month. Private lessons conducted
in the pupil’s home were also widely available and
the professional artist’s involvement in the end
product could obviously be quite extensive; the
marine and landscape painter J.W. Pasquier ended
his newspaper advertisement ‘NB The sketches of
Tourists corrected and tinted, and drawings
executed from them’.There is some evidence that
London-based artists came down to Brighton for the
season, stating in their advertisements that they only
intended staying a short time. One such was a Mr
Futvoye, ‘teacher of painting in imitation of Old
India, Japan, Marble and Persian paintings’.This
was either the same painter, or possibly his son, who
had specialised in the same decorative techniques in
Bath in , and had followed the shifts in
fashionability of leisure towns.Thomas Clark. who
recorded a stretch of the Sussex coast from
Rottingdean to Shoreham in a series of chalk
drawings in 1826 (Figs. 5 and 6), is likely to have
been another visiting artist, since his name is not
recorded in local directories of the Regency period.
The status of drawing and painting as social

branch in .He described himself as a ‘Carver,
Gilder, Printseller and Publisher’, and, as well as
selling ‘ancient and . . . modern prints, drawings and
paintings of merit’, he also stocked artists’
equipment. In selling artists’ materials he was again
in competition with London suppliers; a London
stationery firm named Dobbs, ‘under the patronage
of the president and members of the Royal
Academy’, had been advertising similar goods in the
Brighton press since the early s.Mason, like
other Brighton printsellers, provided another
important service for the amateur artist; the loan of
prints to copy. J. Booty who ran a repository and
academy near Mason’s also lent out lithographic
stones. Print shops such as Ackermann’s and
Mason’s, described as ‘a high-class repository’,

which catered for the top end of the market, set great
store by their interior decoration and the ways in
which they presented their goods for sale, in order to
attract a wealthy, often aristocratic clientèle of
connoisseurs and amateur artists.Mason’s
customers also included ‘some of the greatest artists
in the South of England’, and many of the drawing
masters and mistresses of the town.He actually
employed some local artists, who combined this with
the teaching of drawing and executing portrait
commissions for his Repository. 
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Fig. 7. Anonymous watercolour, showing Brunswick
Terrace in background. Regency Town House.



variety of ways, some of which cut across class
boundaries and gender stereotypes. The patrons of
the visual arts in Brunswick Square included at least
one who had inherited acknowledged examples of
high art in his Reynolds paintings, and another who
supported contemporary artists through the profits
from his not very pleasant business. It was to the
families of men such as these that drawing masters
and mistresses gave lessons to supplement their
income from their own artistic output, thus helping
to form the tastes of the next generation of patrons
and collectors. Within this milieu there also existed
the fascinating figure of Masquerier, the successful
portrait painter, not only at ease within the social life
of the Square, but also wielding some political power
in his role as a Brunswick Town Commissioner. 
This broad-based investigation into the

production and consumption of the visual arts in
Regency Brighton and Hove may also provide
valuable clues about the deployment of images
within the interiors of a single house. Together with
accumulating material evidence, it helps to establish
what types of pictures were likely to have been
displayed in the rooms of No.  Brunswick Square,
now known as The Regency Town House, currently
being restored and developed as a heritage centre
which focuses on urban architecture and its
significance in the social life and material culture of
the Regency period.  A few years ago the
conservation team there was presented with a scrap
of heavily floral pink and blue wallpaper dating from
the Regency period, which had survived in a
drawing room in another part of the square; and it
was assumed that No. may have been decorated
with something similar. More recently, however,
paint analysis from the newly stripped walls of the
first floor drawing room has revealed evidence of
plain salmon-pink, oil-based painted panels with
blue/green, yellow-glazed borders, edged with gilded
mouldings, first applied in about  and possibly
renewed up until the s. ‘Shadows’ where
paintings and mirrors had hung, together with

accomplishments ensured that it was acceptable for
women both to learn and to teach the necessary
skills. Women who earned their living in this way
often combined instruction in the fine arts with
music. The Misses Miles, for example, offered
lessons in ‘the new art of mezzotinto pencil drawing’,
as well ‘the pianoforte, harp, singing and guitar’,

and a Miss Roberts advertised her services as a
‘Professor of French, Use of the Globes, Dancing,
Music and Drawing’ at s per lesson. She was
unusual in that she taught oil painting; watercolour
was widely held to be most suitable for the amateur,
since it was less messy than oil painting and not so
dependent upon technical skills of mixing and
applying paint. For similar reasons, it was deemed to
be a more appropriate medium for women to
practise in. The nineteenth-century association of
femininity with decorativeness found expression in a
wide range of decorative painting techniques which
included flower painting, painting on china, satin,
silk, velvet and glass painting in wax (‘after the
manner of the Grecians, as discovered by Mrs
Hooker of Rottingdean’ ).Objects on which to
practise these decorative techniques were widely
available. W. H. Mason’s newspaper advertisements
mention ‘ladies’ fancy articles . . . Transfer varnish
with very explicit directions for use; various
whitewood articles and prints suitable for ditto. . .’ 

Readers of the same newspaper were offered similar
goods from London suppliers such as Louisa
Tyrrell’s Emporium of Fancy in Greek Street. It is
here that the involvement of women in amateur
artistic practice merges with their philanthropic
duties, as in an auction notice for a sale of art
materials ‘for ladies who devote their leisure in
perfecting elegant materials for charitable sales’. 

Research into the activities of some of the
painters, collectors and amateur artists of Regency
Brighton and Hove has revealed a certain fluidity
with which people and objects moved from one role
to another. Permanent residents and visitors
participated in the cultural life of the town in a
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indications of the long cords or chains with which
they had been attached to the walls, have also been
preserved. The size and proportions of the visible
patches would suggest that the paintings were
landscapes, fulfilling a relatively modest role in the
decoration of the room, by comparison with the
disposition of mirrors and the manipulation of light
within the interior. As well as accumulating evidence
on the circulation of the visual arts within Brighton,
which helps to establish what types of paintings were
hung in the house, it is now possible to establish
more concretely where they hung and to begin to
consider reinstating them.
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