LAMPS, LANTERNS AND LUSTRES:
LIGHTING DESIGNED
BY GEORGE BULLOCK (d. 1818)
By martin p. levy

Knowledge about George Bullock’s life and work has grown exponentially since
the 1950s, when Brian Reade drew particular attention to this designer and cabinetmaker in Regency Antiques.1 During the 1980s and 1990s Bullock’s oeuvre began to be
more fully explored, using sources such as the so-called ‘Wilkinson Tracings’ (see
below),2 the auction sale of his ‘Finished Stock’ held in 1819, the year following his
death,3 and accounts, such as those to Matthew Robinson Boulton (1770–1842) for Tew
Park (1816–18)4 and to the British Government for furniture supplied to Napoleon
(1769–1821) and his entourage, living in exile on St Helena (1816).5 Now, as work
continues on British and Irish Furniture Makers Online (BIFMO), new biographical
details are emerging that lay unrecognised when George Bullock: Cabinet-Maker was
published in 1988.6 For example, according to unpublished research kindly shared by
Alec Berry, there is, once more, uncertainty about Bullock’s date of birth, generally
given as 1782/83; he may, indeed, as was once thought, have been born in the late
1770s. Bullock’s wife Margaret, whom he married on 11 May 1805, can now be
identified as the musical prodigy Margaret Casson (born 1774/75), painted in 1781
as a six-year-old by George Romney.7 Some of Berry’s research has been incorporated
in the updated entry on George Bullock for BIFMO.
It was in 1974 that the album inscribed on its first page ‘Tracings by Thomas Wilkinson,
from the Designs of the late Mr George Bullock 1820’, the ‘Wilkinson Tracings’, was
acquired by the City Museums and Art Gallery, Birmingham. This now unbound
album, comprising at least 203 sheets that can be associated with Bullock, together
with a further fifty-one, some of which are certainly not by Bullock,8 has long been
recognised as a crucial source for identifying work from Bullock’s workshop.9
However, whilst the ‘Wilkinson Tracings’ have been extensively trawled, they still
await comprehensive publication.
The purpose of the present note is to illuminate from the ‘Tracings’ some of Bullock’s
largely unknown designs for ‘lamps, lanterns and lustres’. Further evidence emerges
from the 1819 ‘Finished Stock’ sale. This brief contribution about work, at least some
of which made use of ormolu, is offered with warm respect to the Society’s President,
Sir Nicholas Goodison.
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As early as 1805 both George Bullock, and separately his brother William (1773–1849),
both then still in Liverpool, advertised ‘Brackets, Tripods, Branches, Candelabra,
Antique Lamps, &c. for supporting Lights’ (William) and ‘Lights, Tripods […] Lamps,
Candelabra’ (George), but it has not been established whether either manufactured
(as opposed to designed) these pieces, or if they simply bought them in for sale.10
There are in the ‘Tracings’ two designs for lanterns and two for hanging lamps, one
that might be a lustre. There is also an elevation showing a hanging lamp as part of
a plan and elevation for a house that can now be identified (see below). In addition
to some seven candelabra or other pedestals mounted with light fittings (outside the
scope of this note), there are also designs for a free-standing gothic colza lamp (p. 163,
here Figure 1),11 a fitting for candles (p. 142, here Figure 2), a cut-glass candelabrum
with two fittings (p. 49, here Figure 3), and a (presumably) silver chamber stick (p.
180). The ‘Finished Stock’ sale includes two lanterns, three lamps suspended from
chains, two lustres suspended from chains (and a pair of brackets for lamps). In
addition, there are four pedestals combining lamps and flower stands and four other
lots with candelabra (single or pairs) surmounted by light fittings.

Figure 1. ‘Wilkinson Tracings’, design for
a freestanding gothic colza lamp (p. 163) by
George Bullock, before 1818.

The design for a lustre or chandelier
(p. 47, here Figure 4) was probably to
have been made primarily of metal,
but embellished with cut glass
rosettes around the rim. It is hard to
be certain, but the ‘bowl’ beneath the
rim may also have been cut glass.12
Evidence that Bullock on occasion
used glass in his hanging fixtures is
found in the ‘Finished Stock’ sale,
day 2, lot 67: ‘A very brilliant cutglass lustre, with four burners, with
chased or-moulu frame mounted
with cut glass drops, suspended
from the ceiling by brass chain, and
surmounted with cut glass shade
and drops, and a small circular
ornamental or-moulu frame’. This
sold for 16 guineas to a buyer named
Phillips. A second ‘lustre’ using glass
was sold on day 3, lot 78: ‘A VERY
BRILLIANT CUT GLASS Lustre
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Figure 2. ‘Wilkinson
Tracings’, design for fitting
for candles (p. 142)
by George Bullock,
before 1818.

with 3 burners, and chased-pattern or-moulu frame richly mounted with cut drops,
suspended from the cieling [sic] by a brass chain’. This sold for £21, but the buyer’s
name is illegible.13
The two other hanging lamps recorded in the ‘Tracings’ both seem likely to have
been made entirely of metal (p. 48, here Figure 5, and p. 50, here Figure 6). Both have
‘dishes’ that show a debt to the most elaborate classical prototypes, such as the fifth
century bc Etruscan bronze oil lamp now in the museum at Cortona.14 A source that
includes hanging lights, widely available to late eighteenth- and early nineteenthcentury designers, is Giovanni Battista Piranesi (1720–78), Vasi, Candelabri, Cippi,
Sarcofagi, Tripodi, Lucerne, ed Ornamenti Antichi.15 It was often the more modest
examples of classical lamps that inspired designers during the opening decades of
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the nineteenth century — for example,
Thomas Hope’s simple suspended
light fittings for Duchess Street, his lost
London townhouse.16 Bullock’s lamp
(Figure 5) with its elaborate frieze and
upper ring embellishing the chains
meanwhile echoes two of Hope’s
grandest chandeliers for Duchess
Street.17
Figure 6, clearly showing fittings for
oil, is arguably the boldest design of the
three. A border of heads reminiscent of
the famous Cortona lamp surrounds
the large stylised flower at the centre
of the underside. No chains are shown
in the design and the massive central
Figure 3. ‘Wilkinson Tracings’, design for
‘column’, comparable to that on the
a cut-glass candelabrum with two fittings
Cortona lamp, appears to be purely
(p. 49) by George Bullock, before 1818.
decorative. Grand as it is, in terms of
sheer scale this Bullock-designed lamp
is dwarfed by the 9-foot diameter, thirty-spout lamp commissioned in 1811 by the
Prince Regent from Benjamin Lewis Vulliamy (1780–1854) for the Royal Academy
Great Room at Somerset House.18
Lucy Wood plausibly attributes a brass ‘chandelier’ (lamp) from Cholmondeley
Castle, now in the collection of the Walker Art Gallery, Liverpool,19 to Bullock based
on its provenance, together with its relationship to Figures 5 and 6.20 Wood also notes
that the oil reservoir feeding the Cholmondeley lamp bears comparison with a gothic
oil lamp also recorded in the ‘Tracings’ (p. 163, here Figure 1).
There is no evidence that Bullock had the facilities to manufacture such fittings in
his London workshop. While the catalogue of his ‘Stock in Trade’21 notes specifically
designated workshop spaces, there is no suggestion that castings or cut glass were
manufactured on the premises. However, the designs for the distinctive metalwork
employed in his lighting likely emanated from the Tenterden Street ‘Drawing Room’.22
Designs appear to have been created, then worked up in wood, before presumably
being subcontracted to specialised metalworkers and other manufacturers. The ‘Stock
in Trade’ sale (day three, lots 50–54) comprised various patterns for metalwork ‘carved
in wood’,23 although apparently none specifically for lamps or lanterns. And on the
second day, the sale had just three lots of manufactured metalwork relating to lighting:
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Figure 4. ‘Wilkinson
Tracings’, design for a
lustre or chandelier
(p. 47) by George
Bullock, before 1818.

Lot 37: ‘Two large brass lamp chains, 14 yards of smaller ditto, 28 yards of ditto smaller,
30 yards of very small ditto, 10 yards of common brass chain, and 12 yards of smaller
ditto’ (sold for £1 14s to Griffith).
Lot 39: ‘Three small brass brackets to support lamps, 4 double brass candle branches,
two small ditto, and one double branch on serpents; 15 brass and bronze nozzels, and
two 2-light branches’ (sold for £4 14s 6d to, perhaps significantly, Summers [see below]).
Lot 40: ‘Four double brass candle branches, sundry bra [sic] nozzels, &c. and a paper of
cotton wicks’ (sold for 2 guineas to Walker).

Despite the lack of firm documentation, there are circumstantial clues that indicate
who might have collaborated with Bullock in the manufacture of lighting. Most
likely is the firm of W. and S. Summers, ‘Stove and Lamp Manufacturers’, whose
billhead24 incorporates a Bullock-like thyrsus (Figure 7); the firm was situated at
105 New Bond Street, London, just a short walk from Tenterden Street. This same
firm supplied ‘ironmongery &c. &c.’ amounting in value to £127 16s 6d to Matthew
Robinson Boulton of Tew Park.25 The two fenders included in George Bullock: CabinetMaker, for example, may perhaps be examples of work by Summers.26 In addition to
lot 39, noted above, Summers bought a further eight lots at the ‘Stock in Trade’ sale;
five of these related to metalwork.27
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The other maker of chandeliers
with whom Bullock had a
connection is the firm of Parker
and Perry.28 When Bullock
supplied the British Government
with furnishings for the use of
Napoleon and his entourage in
exile on St Helena, he turned to
other manufacturers to help him
complete the commission. As
The Courier reported, amongst
the well-known suppliers who
collaborated with Bullock was
‘Parker and Perry, of Fleet-Street,
the glass’.29 The glass chandelier
shown in the plan and elevation
for the dining room for St
Helena shows a conventional
Regency period fixture that
might well be the work of Parker
and Perry.30 Bullock’s St Helena
account describes this as: ‘A cut
glass Lamp and 4 burners / Line
double Pully [sic] & rope’ for the
Dining Room.31
The account also includes ‘A
Glass Chandelier to light the
whole […] [?] / room & Gilt rose
for ceiling / 18 Glass Shades’,32
Figure 5. ‘Wilkinson Tracings’, design for a
hanging lamp (p. 48) by George Bullock, before 1818.
which may be the one shown
hanging over Napoleon’s deathbed in 1821.33 Other lights noted in the account include ‘A cut Glass Chandelier with
Shades & rose’ (for the Library); a ‘Frame for lamps’ (for the Billiard Room); ‘a Brass
Lanthorn [sic] & 2 burner Lamp’ for the Entrance Hall (see below) and ‘a Lamp’ (for
the Back Hall).34 The ‘Back Hall’ lamp, from what one can make out, appears to be a
two-light colza lamp with a circular dish.35
The best-known lighting design from the ‘Tracings’ is the lantern (p.162, here Figure
8), a close variant of which was supplied for Napoleon’s use on St Helena.36 The St
Helena lantern incorporates panels of orange-coloured glass on the narrower sides.
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Figure 6. ‘Wilkinson Tracings,’ design for a hanging lamp (p. 50) by George Bullock, before 1818.

Figure 7.

Billhead of W. and S. Summers, ‘Stove and Lamp Manufacturers’,
incorporating a Bullock-like thyrsus, 1830.

The ‘Finished Stock sale’ included two ‘Gothic lamp[s]’, which were probably lanterns;
both also made use of ‘orange-coloured’ glass. Day 3, lot 55 was ‘A Gothic lamp, with
2 patent burners in a bronzed frame, glazed with orange-coloured stained glass, and
suspended from the cieling [sic] by a brass chain’, sold for 7 guineas to Davis. Day 3,
lot 93 was ‘A Gothic lamp with 2 patent burners, in a frame of rich chased or-moulu,
glazed with orange-coloured stained glass, suspended from the cieling [sic] by a brass
chain’, sold for 9 guineas to Sir WC (Sir William Cumming).37
Another Bullock-designed lantern, following the ‘Wilkinson Tracings’ pattern even
more closely than the one for St Helena, is at Burg Rheinstein; it was included in the
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exhibition ‘London, World City:
1800–1830’.38 A third example
based on the same design is in an
English private collection.

Figure 8. Wilkinson Tracings, design for a lantern
(p. 162) by George Bullock, before 1818.

The final hanging fixtures to be
noted from the ‘Finished Stock’
sale were sold on day 1. Lot 66
was ‘A very curious and large
hexagonal lantern, with a sixburner brass lamp, richly carved
and gilt frame, with Chinese
mythological transparencies, brass
shade, chain, weight and pullies
[sic]’; it sold for 5 guineas, but
the buyer’s name is illegible. The
following lot, ‘A ditto with six
burners, without transparencies’,
sold to the same buyer, for 9
guineas. The use of ‘Chinese’
decoration has no parallel in other
work by Bullock. It is possible
that these ‘transparencies’ were in
fact English in the Chinese taste,
rather than Asian production. An
idea of their appearance can be
gleaned from lanterns supplied
to the Royal Pavilion, Brighton.39

The design for a relatively straightforward gothic lantern from the Wilkinson Tracings
(p. 168, here Figure 9) gives no indication of scale and, to date, none to compare has
been traced.
The only ‘Tracing’ to show a hanging lamp in situ (p. 11, here Figure 10) is inscribed
‘DINING ROOM / at WARLEY HALL [WORCS?] H. GALTON Esqre’. According
to Clive Wainwright’s entry in the Dictionary of English Furniture Makers,40 another
design, for a ‘living room’ [p. 79] was ‘possibly not executed’. It can now be shown
that both almost certainly were. Warley Hall, later known as Warley Abbey, was
completed in 1819 for Hubert Galton (1769–1864). The architect of this castellated,
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picturesque gothic pile was Robert Lugar
(c. 1773–1855); the Hall was demolished
in 1957.41 Galton was the son of the
Birmingham Quaker and, controversially,42
gunsmith Samuel Galton Junior, (1753–1831)
who had purchased the estate in 1792 and
called in Humphrey Repton (1752–1818) to
create the surrounding landscape.43 Samuel
is listed as one of the principal Lunar Men,
and thus in the circle of other Birmingham
luminaries such as James Watt (1736–1819)
and Matthew Boulton (1728–1809).44
Hubert Galton — assuming, as seems likely,
that the dining room for Warley Hall was
executed — can now be added to Matthew
Robinson Boulton of Tew Park and James
Watt Junior (1769–1848) as sons of Lunar
Society members who patronised George
Bullock.
The plan and elevation for Galton’s dining
room, designed in an appropriately gothic
manner for the house, shows a suspended
gothic lamp that appears to have a colza
oil reservoir and four burners. Below is
proposed a gothic sideboard and wine
cooler, and either side two gothic niches.

Figure 9. Wilkinson Tracings,
design for a gothic lantern (p. 168)
by George Bullock, before 1818.

Elaborate lighting was a distinct feature of the Regency interior, as is demonstrated,
for example, by the fittings designed for the Royal Pavilion, Brighton.45 In addition
to the creations of Thomas Hope cited above, the populariser of the Regency style,
George Smith, included some grand designs in his Collection of Designs for Household
Furniture.46 Rudolph Ackermann who, to a greater degree than Smith brought the
Regency style to a wider audience, included only one design, for a ‘Drawing Room
Lustre’, in his Repository of Arts.47
While Bullock’s designs for lighting have much in common with the work of
contemporary designers and manufacturers, they often show a characteristic
boldness that, as with other elements of his work, distinguishes him from the crowd.
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Figure 10.
Wilkinson Tracings,
hanging lamp in situ
(p. 11), inscribed ‘DINING
ROOM / at WARLEY
HALL’, by George Bullock,
before 1818.

The ‘Wilkinson Tracings’ provide a valuable insight into the production of one of the
leading cabinet-makers active in Regency London.
Note
New photography was not possible due to the enforced closure of the City Museums
and Art Gallery, Birmingham, but Jack Ellis of Prudence Cuming Associates worked
wonders to produce acceptable images from photocopies of the ‘Wilkinson Tracings’,
taken from a microfilm in the author’s possession. Also due to lack of access, it was
not possible to confirm the size of the pages, nor the medium. The copyright for the
images, however, remains with Birmingham.
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