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The anonymous yet masterful wood carving (no. 1) is one of the more modest works in this 
catalogue, but it answers many questions about why we collect. From an emotional and aesthetic 
standpoint, the small-scale panel is a well-observed and finely executed carving of poppies; a 
beautiful representation of the bright red flower, a familiar part of the English countryside, 
as well as being, today, a symbol of remembrance. On another level, this work of art is a win-
dow into different motivations for collecting. At various stages, this unassuming object has been  
associated with illustrious craftsmen and collectors; it was thought to have been carved by 
Grinling Gibbons and to have belonged to Horace Walpole. These associations, true or other-
wise, have made these carved poppies a prized, or at least venerated, possession; the panel tells 
us something about the antiquarian instincts of its nineteenth- and twentieth-century owners. In 
varying degrees the same layers of interest apply to many of the other objects in this catalogue.

The Romney hall chair (no. 2), Beckford’s cup and saucer (no. 7) the Beauclerk mounts (no. 
3), the Bullock coat stand (no. 5) and the Pugin chandelier (no. 8), are all beautiful examples 
of eighteenth- and nineteenth-century design and manufacture. At the same time they can be 
appreciated for their connections with patrons and collectors; they offer insights into the social 
and aesthetic sensibilities of their original and later owners. Another work of art that raises 
curiosity, this time about its creator, is the moody enamel self-portrait by Alfred Meyer (no. 20) 
in the guise of the sixteenth century Spanish mystic poet Saint Jean de la Croix. 

These material survivals can be appreciated for much more than their artistic and technical 
prowess; they are history brought to life.

Martin P. Levy.

Portrait of Mabel Morrison (1847–1933)
by Charles Lepec (1830–? after 1888)

French, 1886
Metropolitan Museum of Art, New York
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C a rv e d  Pa n e l

Oak
12 ₂-¹ in (31.7 cm) × 6 in (15.4 cm)
English, early eighteenth century

Provenance:
Possibly Horace Walpole (1717–97), Strawberry Hill; John Haddock Lardner (died 1852); 
Richard Curteis Pomfret; his sale 1885; [ ... ].

The inscription and labels on the back of the panel (see below) seek to record its history, and 
indeed to make an attribution for the carving. It would seem, however, that a cautious (but not 
wholly negative) approach should be taken to the inscription that reads: ‘Gibbon – purchased 
at Strawberry Hill by J. H Lardner’. A careful reading of the catalogue of The Valuable Contents 
of Strawberry Hill sold by George Robbins over twenty four days from 25 April 1842 does not 
appear to record the present panel. It is probably a step too far to speculate that this could have 
been one of the ‘sundry pieces’ included in lot 92 (day 19). Gibbon may have been the name 
of the sculptor, but this does not have to be an error in favour of Grinling Gibbons as, not 
unreasonably, thought by Ralph Keevil in 1970 (see typed label, below). It should be recalled, 
however, that Walpole believed Gibbons ‘gave to wood the loose and airy lightness of flowers ... 
with a free disorder natural to each species’; quoted in David Esterly, Grinling Gibbons and the Art 
of Carving, London, 1998, p. 11.

John Lardner was a solicitor, at one stage practising in Lewes; he was, in 1836, town clerk in 
Winchelsea, and was a resident of Rye. In his will, dated 7 June 1852, he appointed Richard 
Pomfret, also a resident of Rye, as one of his two executors. Perhaps it was Pomfret who, on 
inheriting the present panel, inscribed it with his own memory of its history. At this stage, the 
panel represents a fascinating footnote in the history of collecting and an object clearly prized 
for its assumed history by its nineteenth-century owners.
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H a l l  C h a i r

Oak, with painted decoration
42 in (106.5 cm) × 17 ₂-¹ in (44.4 cm) × 19 ₂-¹ in (49.6 cm)
English, circa 1742

Provenance:
Sir Robert Marsham, 2nd Baron Romney (1712–93), The Mote, Maidstone, Kent; [ ... ].

The chair is emblazoned with the arms of Marsham, Baron Romney, with Pym in pretence. 
Marsham married Pricsilla, only daughter of Charles Pym of St Kitts in 1742, giving a terminus 
ante quem for the commissioning of this chair, originally part of a longer set. Four chairs from 
the set, from the collection of David Style, were sold by Christie’s from Wateringbury Place, 31 
May 1978, lot 80.

The Mote, recorded as early as 1267 as a ‘castellated mansion’, came into the possession of the 
Marsham family around 1690. Improved and surrounded by elegant formal gardens, the incarna-
tion of The Mote for which the present chair was created was demolished in the early 1790s. 
The new mansion, from designs by David Asher Alexander (1768–1843), is still standing. Robert 
Marsham was a patron of science and a philanthropist. He was also one of the founders of the 
Society of Arts (1754) of which he later became President.

It has been long understood that this distinctive form of English hall chair derives from the sgabello 
created in sixteenth-century Italy. The design also shows the direct influence of seventeenth-
century painted gallery chairs attributed to Franz Cleyn (1582–1648) such as the Holland House 
chairs dating from circa 1635 at Lacock Abbey; see Gervase Jackson-Stops (ed.), The Treasure 
Houses of Britain, New Haven and London, 1985, no. 57. What appears to be unknown is the 
precise origin of a form that appears to have been produced by many cabinet-makers during the 
middle years of the eighteenth century. There is, however, a consistency in the construction and 
profile that begs an explanation. Documented examples include the eighteen supplied in 1730 
for Ham House by George Nix and the twelve supplied in 1751 by William Masters to Blair 
Castle. Such hall chairs survive in large numbers, in mahogany, in walnut and in oak; sometimes 
plain but often emblazoned with arms. Fully painted examples are rare, but a fine set probably 
made for the 4th Duke of Leeds around 1740–50 was sold by Sotheby’s, 1 November 1963, lot 
175; see Lucy Wood, The Upholstered Furniture in the Lady Lever Art Gallery, I, New Haven and 
London, 2008, p. 51, fig. 63.

The chair has an old metal plate securing a split in the back.
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Pa i r  O f  M o u n t s
Designed by Lady Diana Beauclerk 

(1734–1808)

Satinwood and harewood, ebony and boxwood inlay and applied gouache armorials on paper; 
mounted with Wedgwood ceramic plaques and Tassie glass intaglios – illustrated here prior to 
conservation. 
12 in (30.5 cm) × 12 in (30.5 cm) 
English, 1776

Marked:
Each frame inscribed in ink: ‘Designed & modelled by Lady Diana Beauclerk 1776.’ Each with 
stencilled Christie’s stock number: ‘S43RB’; one with Walpole shield in watercolour; the other 
with later catalogue description for the Lawrence drawings and description of the mounts.

Provenance:
Horace Walpole (1717–97), Strawberry Hill; thence by descent; Strawberry Hill sale, 19 May 
1842 [day 22], lot 51, bt Town & Emanuel; [ ... ]; Francis Broderip; Christie’s, 7 February 1872, 
lot 246, bt Dr Francis Sibson; Christie’s, 7 March 1877, lot 304, bt Warren & 305, bt Murray; 
Christie’s, 22 January 1886, lot 452; bt Rathbone; [ ... ].

Literature:
Michael Snodin & Cynthia Roman (eds), Horace Walpole’s Strawberry Hill, New Haven and 
London, 2009, Appendix 2, p. 344, no. 20.

Lady Beauclerk was one of Walpole’s ‘female geniuses’; see Cynthia Roman, ‘The Art of Lady 
Diana Beauclerk: Horace Walpole and Female Genius’, in Snodin and Roman, op. cit.. pp. 155–
69. A watercolour drawing by Lady Beauclerk (see below) inscribed ‘sketch for the frames for her 
basreliefs’ and dated 1776 is in Walpole’s extra-illustrated copy of A Description of the Villa of 

Mr Horace Walpole ... 1774; at that date the framed 
bas-reliefs were in the Breakfast Room at Strawberry  
Hill. The ‘pair of exquisitely modelled groups of Boys, with 
Bird and Dog, in wax’ (Strawberry Hill sale, day 22, 
lot 51) originally framed by these mounts survived  
at the time of the 1886 sale, but were later 
replaced by two drawings attributed to Sir Thomas  
Lawrence.

The outer register of the mounts contains 
Wedgwood plaques and Tassie intaglios after 
classical gems, some of which formed part of the 
famous Arundel collection presented by Lady 
Betty Germain, a friend of Walpole’s, to Lady Mary 
Beauclerk in 1762, on the occasion of her marriage 
to Lord Charles Spencer. These later passed to the 
Duke of Marlborough. The inner register, originally 
stained blue, contains the Beauclerk arms painted 
in gouache on paper.Lewis Walpole Library, Farmington.
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Pa i r  O f  Tw o - L i g h t  C a n d e la b r a

Gilt-bronze (ormolu), patinated bronze and marble
15 in (38.2 cm) high
English, circa 1785

These delicate, small-scale candelabra are a typical English interpretation of French neoclassi-
cal taste. A drawing, dating from circa 1785 by Pierre-Philippe Thomire in the Musée des arts 
décoratifs, Paris shows a grand pair of six-branch candelabra whose central support is a similar 
adorsed group of the Three Graces; see Hans Ottomeyer and Peter Pröschel, Vergoldete Bronzen, 
I, Munich, 1986, fig. 4.18.6. Probably ultimately derived from classical antiquity, the bronze 
groups on the English and French candelabra both appear to be inspired by Germain Pilon’s 
Monument of the Heart of Henri II (1561–66), now in the Louvre, Paris.

The finely cast and chased acanthus-embellished arms are, unusually, hinged, allowing them to 
be turned out from the wall when used on a chimney piece. The open ‘mouths’ of the back to 
back leaves which form the supports from which the candle nozzles issue are found on many 
contemporary English candelabra both in ormolu and silver. A pair of marble and ormolu caso-
lettes with similar arms and a central ‘finial’ were advertised by Moss Harris, May 1971 (see 
below) and a pair of silver three-branch candelabra by John Schofield, dated 1781, are illustrated 
in Robert Rowe, Adam Silver, London, 1965, fig. 94.

Related two-branch candle arms drawn by Matthew Boulton, preserved in one of his Pattern 
Books in Birmingham show a distinctly similar approach; see Nicholas Goodison, Matthew 
Boulton: Ormolu, London, 2002 edn, p. 319, fig. 912.1. It is instructive to compare the details on 
the arms on the present candelabra with a detailed photograph of an arm by Boulton (Goodison, 
p. 144). On the Boulton model, the leaves are more rounded, the nozzles are fluted above the 
leaves and the drip pans have more ornamental detail.
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C l oa k  S ta n d
Designed and manufactured by George Bullock 

(1782/83–1818)

Mahogany and ebonised beech
79 in (200.7 cm) high
English (London), circa 1815

Provenance:
[ ... ]; Scottish art market, 1986; H. Blairman & Sons; Sir James Stirling; thence by descent.

Literature:
Clive Wainwright, et. al., George Bullock: Cabinet-Maker, London, 1988, no. 38.

Exhibited:
H. Blairman & Sons, ‘George Bullock: Cabinet-Maker, 1988, Handlist, no. 37.

A stand of this design described as ‘a Hatt [sic] stand’ was supplied by the British government 
for Napoleon’s house in exile on St Helena; see Martin Levy, Napoleon in Exile, Leeds, 1998, 
p. 124. The design is shown on a sheet inscribed ‘Back Hall NO- 22 St Helena’ (Lowe Papers, British 

Library, Add. Mss. 20,222, f. 222). George Bullock’s 
design for a closely related 2 tier cloak stand is 
preserved in the ‘Tracings by Thomas Wilkinson, 
from Designs by the late Mr George Bullock’ (City 
Museums and Art Gallery, Birmingham, M.3.74, 
p.32) and the same design appears in July 1822 in 
Ackermann’s Repository of Arts; see Wainwright et al., 
op. cit., front cover and no. 56 (see left). The text 
accompanying the plate in the Repository notes that 
the cloak stand ‘may perhaps be rendered more 
convenient by having another row of pegs at the  
top.’

Another example, described as ‘An Oak Hall Stand 
with tray for umbrellas’ was supplied at a cost of 
£6.10 to Matthew Robinson Boulton of Tew Park; 
see Wainwright et al., op. cit., under no. 38. The Tew 
Park cloak stand (private collection) was exhibited 
at Blairman’s in ‘George Bullock: Cabinet-Maker’, 
Handlist, no. 29.
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B o o kc a s e
The design attributed to William Beckford 

(1760–1844) 
& Henry Goodridge 

(1797–1864) 
The manufacture attributed to Robert Hume Snr

Oak, with gilt mouldings and glass panel (replaced)
88 in (224 cm) × 36 ₂-¹ in (92.5 cm) × 16 in (40.6 cm)
English (London), circa 1824

Provenance:
William Beckford; Messrs English & Son, 20, Lansdown Crescent, Bath, 24 July 1848, and 8 follow-
ing days, day 6, lot 99; [ ... ].

Bet McLeod has identified several letters from the cabinet-maker Robert Hume (the dates of 
whose partnership with his son, also Robert, are uncertain) relating to the manufacture of book-
cases. For example, on 16 September 1824 he wrote: ‘For the 2 Oak bookcases we have all the 
mouldings prepared ... if you will be pleased to decide the width ... and depth I will put them in 
hand immediately’ (Bodleian Library, MS Beckford, c. 22, f. 52). On 20 November 1824 Hume 
wrote: ‘The 4 Bookshelves for the gallery will be finished next week and by Xmas the two 
bookcases.’ (Bodleian Library, MS Beckford, c. 22, f. 53).

Beckford moved to Lansdown Crescent following the 1822 sale at Fonthill Abbey; see Sidney 
Blackmore, ‘The Bath Years: 1822–44’ in Derek Ostergard (ed.), William Beckford 1760–1844: An 
Eye for the Magnificent, New Haven & London, 2002, pp. 263–77. 

The bookcase, sold from the Back Parlour, would seem to be one from the ‘pair of Riga oak 
bookcases, of elegant design, 3 feet wide and 7 feet 4 high, enclosed by single doors, in the upper 
parts of which are plates of glass, the lower parts panelled, with Latimer cross and cinquefoil 
ornaments, and carved cornice.’ The use of oak, set off with gilt mouldings is a frequent feature 
on Beckford’s furniture from the post-Fonthill Abbey period; see, for example, H. Blairman & 
Sons, Furniture & Works of Art, 2003 (no. 6), 2004 (no. 5) and 2007 (no. 7).

As with so much of Beckford’s specially commissioned furniture, the principal decoration com-
prises reminders of his heraldic emblems, in the form of the Latimer Cross and cinquefoils 
(here restored). Another, wider bookcase from Lansdown Crescent is in a private collection; see 
Ostergard, op. cit., fig. 15–6. 

A full report by Bet McLeod is available on request.
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C u p  A n d  S au c e r
The porcelain manufactured by the Sèvres factory 

(1753-present) 
The silver-gilt embellishments by James Aldridge 

(fl. ? 1778-? 1827)

Hard paste porcelain and silver-gilt
4 ₄-¹ in (10.8 cm) – diameter of saucer; 2 in (5.1 cm) – height of cup
French (Sèvres), circa 1780 – the porcelain
English (London), 1827–28 – the silver gilt

Provenance:
William Beckford (1760–1844); thence by descent; sold Hamilton Palace sale, 1882, lot 456, bt E. 
Joseph; [ ... ]; private collection, 2010. 

The Sèvres cup and saucer are examples of the short-lived production known as ‘des Indes’; see 
Aileen Dawson, French Porcelain: A Catalogue of the British Museum Collection, London, revised edi-
tion, 2000, no. 123. Given Beckford’s predilection for his family’s heraldry, the cinquefoil form 
of the cup and saucer may have had particular appeal. Beckford also owned, and highly prized, 
a silver-gilt mounted Sèvres coffee pot from the same series; see Derek Ostergard (ed.), William 
Beckford 1760–1844: An Eye for the Magnificent, New Haven & London, 2002, no. 63. The coffee pot 
is one of the objects recorded by Willes Maddox (Ostergard, op. cit., no. 155).

Bet McLeod has identified the present cup and saucer, together with the coffee pot, as most 
likely to be the pieces in the 1844 inventory compiled by English & Son of Bath and Robert 
Hume of London, following Beckford’s death (Book 2, p. 31): ‘A Brown & White Coffee pot. 
Tea cup and saucer – lined – very rich’ (Bodleian Library, MS Beckford, c. 58). The cup and 
saucer were later recorded in the inventory taken at Hamilton Palace in the Tapestry Rooms, 
Sitting Room ‘Articles of Vertu in Ebony and Pietra Dura cabinet, from Beckford Collection: A 
small China Cup & Saucer Chocolate Ground with raised white Flowers, both lined with silver 
gilt and engraved’ (Hamilton Muniments, Hamilton District Library, NRA (S) 3438, Hamilton 
Palace Inventory, 1876). In the Hamilton Palace sale it was described as: ‘A SMALL CUP AND 
SAUCER, chocolate ground, with flowers in relief, mounted with silver gilt’; it sold for 18 gns.

The cup has been broken, and the silver-gilt handle replaces the original; this damage would 
appear to pre-date the intervention of Aldridge in 1827; see Sotheby’s (London), 5 March 1985, 
lot 120 for a pair of Sèvres cups and saucers ‘des Indes’, dated 1781 and retaining their original 
ceramic handles. 

A full report by Bet McLeod is available on request.
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4 8 - L i g h t  C h a n d e l i e r
Designed by A.W.N. Pugin 

(1812–52) 
Manufactured by John Hardman & CO-.

(1838–1900) 
Supplied by John Gregory Crace 

(1809–89)

Brass, with glass and enamel decoration
120 in (304.8 cm) × 72 in (182.8 cm) – maximum diameter
English (Birmingham), 1853

Provenance:
Ordered by Henrietta Pole for Aldenham Abbey; thence by descent; in situ (but not hanging) 
until 2009.

Pugin’s drawing for this chandelier form is on loan to the City Museum and Art Gallery, 
Birmingham; see Michael Fisher, Hardman of Birmingham – Goldsmith and Glasspainter, Ashbourne, 
2008, p. 103. The first version, with 42 lights, was supplied to the Earl of Shrewsbury and was 
also shown as a centrepiece of the Mediaeval Court at the Great Exhibition, 1851; this chan-
delier, for which Shrewsbury was charged £150 on 20 November 1851, may be the one now 
hanging in the Pugin Room at the Palace of Westminster; see Fisher, loc. cit. A second example, 
supplied to the second Earl Somers remains in situ at Eastnor Castle; see Clive Wainwright, 
‘Eastnor Castle, Herefordshire – II’, Country Life, 20 May 1993, p. 91, fig. 3.

The Aldenham Abbey chandelier was ordered by Henrietta Pole, wife of William Stuart (a 
grandson of the British Prime Minister, the Earl of Bute), through the firm of Crace. Henrietta 
was a cousin of Earl Somers, and Reginald Cocks, another member of the family, intervened at 
an early stage in the commissioning of the chandelier for Aldenham Abbey. Perhaps Henrietta 
had admired the Eastnor Castle chandelier and so the choice of design was no coincidence. 
The Aldenham Abbey chandelier must have been ordered sometime before 1 May 1853, when 

Crace wrote to Hardman enclosing a 
drawing of the Pole and Stuart armori-
als (see left). Henrietta died on 20 July 
1853 and the chandelier was eventually 
charged to her executors on 9 September 
1853 for £90. The Hardman ‘Metal Sales 
Day Book’ records: ‘A Brass Chandelier  
48 lights in two tiers, with centre post, 
foliage branches & pierced pans to hold 
the glasses and light: large cut glass Bulb 
at bottom’ (Birmingham Central Library, 
MS 175A/4/4/3/3, f. 588). Hardman’s  
also charged on 30 September 1853 for 
‘Mens Time & Travelling Expenses to 
Aldenham Abbey’ (‘Metal Sales Day 
Book’, f. 597).Birmingham Central Library: Hardman Archive
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S i x  C a n d l e s t i c k s
After a design by A.W.N. Pugin 

(1812–52) 
Manufactured by John Hardman & CO-.

(1838–1900)

Brass and enamel
21 in (53.6 cm)
English (Birmingham), mid-19th century

The form of these candlesticks, bearing the initials ‘CR’, is very close to a design by Pugin, 
signed and dated 1846, that appears in a Hardman catalogue forming part of the (sadly currently 
threatened) Minton Archive; see Pugin: A Gothic Passion, London, 1994, fig. 335.

As was often the case, Hardman’s continued to retail this design by Pugin after his death. The 
design below comes from an 1875 Hardman catalogue. Described as ‘Altar Candlesticks’, this 
pattern (no. 19) was available in brass with ‘engraved centre’ for £4.10s. or ‘enamelled centre’ for 
£6. The height is given as 1ft 9 in.

A single, pricket candlestick in brass, a close variant of the present set, was supplied for Chirk 
Castle, where Pugin was working from the mid 1840s; see Sotheby’s (London), 20 March 2008, 
lot 5. For later variants of the present candlesticks see Eloy Koldeweij, The English Candlestick 
1425–1925, London, 2001, cat. no. 198.

The image below shows the reverse side of one of the candlesticks, enamelled with a fleur de lys.
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S i d e  C a b i n e t
The design attributed to Charles Bevan 

(fl. circa 1860–82)
The manufacture attributed to Marsh & Jones 

(partnership 1864–70)

Satinwood, inlaid with harewood, purpleheart, ebony and boxwood; giltwood mouldings and 
mirror glass
54 in (137.2 cm) × 54 in (137.2 cm) × 15 in (38.1 cm)
English (probably Leeds), circa 1865

The design of this cabinet can be confidently attributed to Charles Bevan and the manufac-
ture to Marsh & Jones. The design has many features in common with two, somewhat grander 
cabinets designed by Bevan and supplied by Marsh & Jones to Titus Salt, around 1865–70. The 
first, with a tall, arched mirror above, is at Lotherton Hall; see Christopher Gilbert, Furniture at 
Temple Newsam House and Lotherton Hall, III, Leeds, 1998, no. 685. The second, with a low back, is 
in the collection of the Saint Louis Art Museum; see Mary Ann Steiner (ed.), The Saint Louis Art 
Museum Handbook of the Collection, Saint Louis, 1991, p. 118.

Other related cabinets include a satinwood two-door cabinet in an English private collection 
and another, in walnut, in an American private collection; see H. Blairman & Sons, Furniture and 
Works of Art (2005), no. 9. A cabinet, identical to the present example, is in an English private 
collection.

For more on Charles Bevan see H. Blairman & Sons, Gothic-Revival Furniture by Charles Bevan, 
London, n.d. [2006].
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Pa i r  O f  S i d e  C h a i r s
The design attributed to Charles Bevan 

(fl. circa 1860–82)
Manufactured by Gillow & CO-.

(circa 1730–1897)

Mahogany, ebonised and parcel-gilt, with marquetry in harewood, satinwood, ebony and rose-
wood; the upholstery of later date
35 ₄-³ in (91 cm) × 16 ₂-¹ in (41.8 cm) × 15 ₂-¹ in (39.4 cm)
English (Lancaster or London), circa 1865

Marked:
‘GILLOW’ (stamped on the inside of each back leg).

Provenance:
[ ... ]; English private collection.

The design of these chairs can reasonably, on stylistic grounds, be attributed to Charles Bevan, 
who is known to have designed for Gillow; see H. Blairman & Sons, Gothic-Revival Furniture by 
Charles Bevan, London, n.d. [2006]. The inlaid, turned front legs and the ‘ears’ on the back being 
particularly characteristic.

A search of the Gillow Estimate Sketch Books for chairs has not found anything directly com-
parable to the present design (Gillow Archive, City of Westminster Archive Centre, London: 
344/137–39). It is, however, worth drawing attention to two unattributed designs showing fea-
tures found on these chairs. In October 1872, Gillow estimated for ‘A Black & Gold light Chair’, 
for Alexander Balfour; this has turned, slightly inset front legs and a chamfered rectangular back 
(344/137, f. 129). A feint pencil design in an unpaginated Sketch Book, apparently dating from 
the 1850s-80s, shows a chair with distinctly inset legs (344/146). The only set of chairs that 
appears to have ‘ears’ was estimated in September 1876 to John Hargreaves (344/137, f. 226–27).
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Pa i r  O f  Pa n e l s
By Eugène Gluck 

(1820–98) 
Manufactured by Théodore Deck 

(1823–91)

Faïence; the ebonised frames of later date
19 ₄-¹ in (48.8 cm) × 5 ₄-¹ in (13.4 cm) – sight size
French (Paris), 1869

Marked:
Each signed and dated ‘E. GLUCK. 1869’ The panels closed at the back, but probably bearing 
a maker’s mark.

Gluck was associated with Deck, a fellow Alsatian, throughout his career. He was a painter 
of landscapes, historical and genre scenes, and also a lithographer. He exhibited at the Salon 
between 1847 and 1880, but went on producing for Deck until the 1890s. Gluck favoured medi-
aeval subjects and, as here, hunting scenes, some adapted from Antonio Tempesta (1555–1630). 
On the present panels, depicting a boar hunt (left) and a stag hunt, the figure on horseback 
in the scene with a boar appears to be based on Tempesta’s etching Acteon a propriis canibus 
discerpitur, 1606 (see below). 

Examples of Gluck’s work for Deck, which remains an under-researched area of the manu-
facturers oeuvre, are in the collection of the Musée de Florival, Guebwiller. The museum, in 
Deck’s birthplace, includes several works after Tempesta, such as a roundel (unpublished) with 
a dog clearly based on the same source as the one in the present scene of a stag hunt. Further 
examples of Gluck’s colourful and playful scenes of mediaeval chivalry are in the collection of 
the Musées de Marseilles; see Théodore Deck ou l’éclat des émaux 1823–1891, Marseilles, 1994, nos 
126–35. See also, Bernard Bumpus (intro.), Théodore Deck Céramiste, London, 2000, nos 4–10.
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B o o k  S ta n d
Walnut, parcel-gilt
16 ₂-¹ in (41.9 cm) × 30 ₄-¹ in (76.8 cm) × 19 in (48.3 cm)
Italian (Tuscany), circa 1870

This book stand, with its low-relief military trophies and seated gryphons, displays all the flam-
boyant design and bravura execution that typifies the neo-Renaissance carving that emanated 
from the workshops of Florence, Lucca and Siena during the last third of the nineteenth cen-
tury. Master practitioners, many of whom exhibited at the World’s Fairs, include Luigi Frullini 
(1839–97), Egisto Gajani (1832–92) and Rafaello Barbetti (1828–1900). In many instances their 
work is signed.

Frullini in particular appears to have favoured the use of gryphon supports; see Simone Chiarugi, 
Botteghe di Mobilieri in Toscana 1780–1900, I, Florence, 1994, figs 429, 430–31 and 479.
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A r m c h a i r
The design attributed to E.W. Godwin 

(1833–86) 
Manufactured by Gillow & CO-.

(circa 1730–1897)

Mahogany; the upholstery of later date
28 in (71.2 cm) × 20 ₄-³ in (52.7 cm) × 21 ₄-³ in (55.3 cm)
English (Lancaster or London), circa 1875

Although unmarked, the design of this five-legged chair is identical to an ebonised example that 
is stamped ‘GILLOW LANCASTER’ (private collection).

No design for this chair has been identified in the Gillow Estimate Sketch Books for chairs 
(Gillow Archive, City of Westmister Archive Centre, London: 344/137–39). Godwin, however, 
is known to have been associated with the firm; see, for example, H. Blairman & Sons, Furniture 
and Works of Art (2009), no. 14.

Two drawings amongst Godwin’s sketch books strengthen an attribution with regard to design. 
First, on a page showing ancient Egyptian chairs, there is a design for a four-legged chair which 
bears some similarities in the back (Victoria and Albert Museum, London, E.278–1963, A.123.C., 
p. 1). There is also a design for an armchair with the curved back turning into arms; (Victoria 
and Albert Museum, London, E.496–1963, A.124). Moreover, a side chair labelled by William 
Watt (for whom Godwin provided many designs) has the same lattice arrangement incorporated 
into the back (private collection); for an unlabelled example, see Susan Weber Soros, The Secular 
Furniture of E.W. Godwin, New Haven and London, 1999, no. 137.

The ebonised ‘Cavendish’ armchair estimated by Gillow 3 July 1878 may perhaps have been 
after a Godwin design (Estimate Sketch Book, 344/138, f. 287). Gillow also estimated for a 
round-fronted, four-legged corner chair in May 1885, but this seems less likely to have been 
designed by Godwin (Estimate Sketch Book, 344/139, f. 682).
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Va s e  O n  S ta n d
Manufactured by Elkington & CO-.

(1824–1968)

Cloisonné enamel and electro-gilded bronze
12 in (30.5 cm) high
English (Birmingham), circa 1873

Marked:
‘Elkington & CO-’ under base and ‘Elkington & CO- / 300’ under vase.

In a brief publication accompanying the firm’s display at the Vienna Weltausstellung, 1873, 
Elkington, not satisfied with its much-admired champlevé enamels, declared their intention 
to master the more difficult art of cloisonné and ‘if possible to rival the old Japanese artists’ 
(Illustrations of Art Manufactures in the Precious Metals Exhibited by Elkington & CO- Inventors Patentees 
and Manufacturers of Electroplate, 1873). A plate of cloisonné enamels included in this publication 
shows two vases with the same profiles and stands (see below); the vase to the right has a light 
ground-colour, but varies slightly in its decoration from the present example.

Three years after Vienna, Elkington showed a similar vase at the Philadelphia Centennial, 
1876. On this occasion, the stand was slightly simplified. A selection of Elkington’s vases for 
Philadelphia is illustrated in Contributions to the International Exhibition at Philadelphia 1876, 
London, 1876; see The Fine Art Society, The Aesthetic Movement and the Cult of Japan, ex’n cat., 
1972, p. 37. The same exhibition included a pair of vases, with bases close to the one shown at 
Vienna, and to the present vase.

Elkington’s work in enamel received considerable contemporary admiration. In an article on 
‘Metalwork’, under the heading ‘On Progress in our Art-Industries’. Professor Archer wrote 
of their cloisonné that ‘... in the hands of Messrs. Elkington ... [there is] a greater freedom of 
design, and a much richer and softer colour-effect ... so only age is wanting to bring them up 

to the excellence of the best Oriental 
examples ...’ (The Art-Journal, 1874, 
pp. 275–76).

A pair of vases, with straight rather 
than flared necks and with stands like 
the Philadelphia vases is in the Khalili 
Collection; see Haydn Williams 
(intro.), Enamels of the World 1700–2000, 
London, 2009, no. 171. A vase with a 
flared neck and foot, originally one 
from a pair (Hartley, 10 October 2007, 
lot 712) is in the collection of the 
Carnegie Museum of Art; see Jason 
Busch et. al., Decorative Arts and Design 
Collection Highlights, Pittsburgh, 2009, 
p. 114.
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Va s e
Designed by Eugène Rousseau 

(1827–90) 
The manufacture attributed to Appert Frères

Glass, mould-blown and engraved, with applied relief
6 ₂-¹ in (16 cm) high
French (Clichy), circa 1878

Marked:
‘E. Rousseau / Paris’ (engraved under base) – see below.

A closely related, small-scale ‘bag-shaped’ vase, decorated with fish and waterweed, was 
acquired from the Paris Exposition Universelle, 1878 by the Victoria and Albert Museum, London 
(674–1878). Another, descibed as a ‘Vase Poissons’ (measuring 16.5 cm) is reproduced in La Verre 
Art Nouveau, published by the Fondation Neumann, Gingins (n.d.), p. 11. The Neumann vase has 
similar small fish to those on the present example.

Larger vases from this series are in the collection of the Musée d’Orsay, Paris; see Catalogue 
sommaire illustré des arts décoratifs, Paris, 1988, nos OAO 1055, 978 and 970. The most elaborate 
large-scale vase from the series to be recorded was included in H. Blairman & Sons, Furniture 
and Works of Art (2002), no. 18.
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Fi r e  B a s k e t  &  A n d i r o n s
Probably designed by Thomas Jeckyll 

(1827–81) 
Manufactured by Barnard, Bishop, & Barnards 

(1859–1908)

Cast iron and brass
32 ₂-¹ in (81.3 cm) × 45 ₂-¹ in (115.5 cm) × 25 in (63.5 cm)
English (Norwich), circa 1880

Provenance:
Cliff House, Cromer, Norfolk.

Although Thomas Jeckyll’s involvement at Cliff House was in 1854, when he added a wing for 
John Gurney Hoare, it is also recorded in Barnard, Bishop, & Barnards Complete Catalogue (1884) 
that the architect J.B. Pearce fitted Jeckyll-designed fireplaces there between 1878 and 1882; see 
Susan Weber Soros and Catherine Arbuthnott, Thomas Jeckyll Architect and Designer, 1827–1881, 
p. 61, n. 294.

The form of the fire basket is a close variant of the one frequently advertised by Barnard, 
Bishop & Barnards supported by Jeckyll’s well-known sunflower andirons; Weber & Arbuthnott, 

op. cit., figs. 6–77 to 6–79. The ribbed, arched supports on 
the present andirons are identical to those on the sunflower 
examples. A Barnard, Bishop & Barnards advertisement  
for a ‘New Design (Registered) Fire Basket and Andirons, 
NO-. 889’ shows bearers and andirons of the same design as 
the present examples. The advertisement (see left) states: 
‘The bearers supporting the Basket can be made to fill any 
sized opening.’ The date of the advertisement and when the 
design was registered has not, at the time of writing, been 
established.

Charles Barnard (d. 1871) established an ironmongery in 
1826, in Norwich. In 1846 he founded a lifelong partnership 
with John Bishop, expanding to Birmingham and London. 
The firm founded by Barnard senior and Bishop finally 
closed in 1985; their records are preserved at the Norfolk 
Record Office (BR 220).
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Te a  S e t
Manufactured by Martin, Hall & CO-. Ltd

(1866–1936)

Silver, parcel-gilt
5 ₄-³ in (14.8 cm) – height of teapot
English (London), 1879/80

Marked:
Fully marked on the underside of each piece and under the lid.

Both the design of the teapot and the technique used on all three pieces reveal the direct influ-
ence of Japanese metalwork, which had become increasingly familiar to Western consumers 
during the 1870s. The form of the teapot is based on the tetsubin, a cast iron pot with a spout 
and handle crossing over the top, as here. The martelé silver was also adapted from Japanese pro-
totypes. This hand-hammered technique (often inlaid with copper and gold) although familiar 
in contemporary silver by American firms such as Tiffany and Gorham, is much less frequently 
encountered in English production.

Tea sets that would have been in direct competition with the present example were made by 
Elkington, perhaps today the best-known manufacturer of silver in the Anglo-Japanese taste. On 
occasions, the Birmingham-based firm produced martelé silver, for example a small jug sold at 
Phillips, London, 26 July 1996, lot 129. More commonly, however, Elkington adapted Japanese 
decoration to more European forms; see, for example, Charles Spencer (ed.), The Aesthetic 
Movement 1869–1890, London, 1973, no. 121–22.

At the time this tea set was manufactured, the partnership between Ebenezer Hall (1820–1911) 
and Richard Martin operated from showrooms just off Fleet Street in London, with a factory in 
Sheffield. Typical of contemporary silversmiths, the firm produced wares in a variety of current 
styles, as well as in the Anglo-Japanese taste. In their heyday, the firm promoted itself through 
exhibitions, including the Great Exhibition, 1851 and the London International Exhibition, 1862.

For a Martin Hall & CO-. tea set of identical form, with the decoration picked out in different 
coloured gilding, see Silver at Partridge, London, 2000, no. 33.
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D e c a n t e r
After a design by Dr Christopher Dresser 

(1834–1904) 
Manufactured by Hukin & Heath 

(1885–1904)

Silver and glass, with ebony handle
11 ₄-³ in (30 cm) high
English (London), 1892/93

Marked:
Fully marked for Heath and Middleton on lid, spout and lower ring; also under lid ‘ROYAL 
SCOTCH JEWELLERY CO- 202 REGENT ST- W’ (for retailer).

On the retirement of Jonathan Hukin in 1881, John Heath entered into a partnership with John 
Middleton, although the firm traded as Hukin & Heath until 1904, when it was incorporated 
with limited liability. Christopher Dresser is first associated with Hukin & Heath in 1877 and 
his designs were registered by the firm between 1878 and 1881.

The present decanter belongs to a group, all with silver mounts, all dating from 1892/93 and all 
bearing the mark of Heath & Middleton. The attribution of the decanter, made during Dresser’s 
lifetime, is based on a comparison with the well-known design which was registered in May 1881 

(see left) and the fact that it was made by the same 
firm. An example, identical to the present model, 
is illustrated in the exhibition catalogue Christopher 
Dresser Pioneer of Modern Design, Gent, 2007, no. 012. 
A taller (16 ₈-⁵ in) version is in the collection of the Art 
Institute of Chicago; see Judith Barter (ed.), Apostles 
of Beauty: Arts and Crafts from Britain to Chicago, New 
Haven and London, 2009, no. 42. Another, the same 
height, was exhibited in ‘Truth Beauty Power’ at 
Historical Design, New York, 1988.

Tall, tapering claret jugs related to this group, and 
similarly connected to an earlier model designed by 
Dresser and registered in May 1881, include one in 
the collection of the Museum of Modern Art, New 
York and another sold at Quittenbaum, Vienna, 21 
October 2008, lot 746; these too have the mark of 
Heath & Middleton, and date from 1892/93.
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S t  J E A N  D E  L A  C R O I X

By Alfred Meyer 
(1832–1904)

Enamel on copper, with original painted wood frame
15 in (38.1 cm) × 7 ₈-⁷ in (20 cm) – size including frame
French (Paris), 1892

Exhibited:
Salon de la Société nationale des Beaux-Arts, Paris, 1892, no. 82.

Marked:
Signed and dated ‘A. Meyer 1892’ (bottom right) and titled ‘St Jean de la Croix / 1542 1591 †’;
paper label on reverse inscribed in pen and ink ‘St Jean de la Croix (ce sujet est le portrait de 
l’auteur) – Paris, le 2 Juillet 1892 – A. Meyer ’ (see below).

Meyer, who was employed at Sèvres between 1858 and 1871, with a gap in 1863 when he taught 
the equally esteemed Claudius Popelin (1825–92), is, along with Charles Lepec (1830- ? after 
1888), one of the most highly regarded French enamel artists active during the second half of 
the nineteenth century. 

The choice of the sixteenth-century Spanish mystic and Carmelite friar, St Jean de la Croix, as 
the vehicle for his self-portrait must surely reflect on the character and interests of the artist. 
The composition itself apparently owes a debt to one of the many depictions of St Francis 
by Francisco de Zurbarán (1598–1664). At least two examples of this subject were in French 
collections during the nineteenth century. One is now in the collection of the Saint Louis Art 
Museum (47–1941) and another is in the Musée des Beaux-Arts de Lyon; see Xavier Bray et al., 
The Sacred Made Real: Spanish Painting and Sculpture 1600–1700, London and Washington, 2009, 
fig. 28.

The exquisitely painted néo-gothique frame was likely executed by the artist himself. Another 
enamel by Meyer, dated 1897, and inscribed on the reverse ‘L’arbre généalogique de la Bretagne’ 
is in its original, elaborately-carved oak frame (Paris art market, 2010). Meyer’s unmounted 
plaque Allegory of the French Republic, part of a series executed in 1892, is in the collection of the 
Metropolitan Museum of Art, New York (1993.178.1).
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S i x  Fr u i t  K n i v e s  A n d  Fo r k s
By Omar Ramsden 

(1873–1939)

Silver; in original silk-lined, leather box
7 ₂-¹ in (19.1 cm) – length of knives
6 in (15.3 cm) – length of forks
English (London), 1925/26

Marked:
Fully marked on each handle; the inside of the box lid inscribed ‘OMAR RAMSDEN Artist 
Goldsmith London, England’ – see below.

Provenance:
Supplied by Omar Ramsden; thence by descent.

Ramsden’s partnership with Alwyn Carr (1872–1940) was formally dissolved in 1919. The former 
then continued independently until his death. Although during this later stage of his career 
Ramsden became increasingly commercial, simple hammered pieces, in the spirit of the Arts 
and Crafts movement, continued to be made by such long-time associates as Herbert Borley and 
Bill Gardiner. 

For an outline of Ramsdens’s life and career see Peter Cannon-Brooks, ‘Introduction’ in Omar 
Ramsden 1873–1939: Centenary Exhibition of Silver, Birmingham, 1973 (unpaginated).
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Ta b l e
Designed by Gordon Russell 

(1892–1992) 
Manufactured by J. Blakeman

Japanese Oak
28 ₂-¹ in (72.4 cm) × 46 ₂-¹ in (118.1 cm) × 32 ₄-¹ in (81.9 cm)
English (Broadway), 4 April 1930

Marked:
Fully labelled under the top – see below.

Provenance:
[ ... ]; H. Blairman & Sons, 2003; American private collection.

Russell’s design no. 513 (the number on the label under the top of the present table) is recorded 
in the original Design Register as ‘garden Table in elm, teak and painted deal. All joints put 
together with lead 4’ 11” × 2’ 4” high’ (Gordon Russell Museum, Broadway). The Museum also 
retains Russell’s original design, dated 22 July 1926 (see below) and a contemporary photograph 
inscribed ‘Garden table Design NO- 513’.

It is clear that the present table, made four years later, was a specially commissioned version to 
be used indoors.

Gordon Russell Museum





Ac k n o w l e d g e m e n t s :

Trevor Chinn, Angela Howard, Lowell Libson,  
Timothy Stevens, Dora Thornton, John Whitehead

Tazza
Manufactured by Minton (1796–1968)

English (Stoke-on-Trent), 1860
after a Castel Durante prototype, circa 1520

 now in the Victoria and Albert Museum, London

Photography: Prudence Cuming Associates Ltd
Designed & Printed by Henry Ling Ltd, at the Dorset Press, Dorchester, DT1 1HD


